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ABSTRACT 
 

This research is an interdisciplinary investigation of relations between creativity 
and constructions of identity, experimental performance in film and theatre, 
collaborative discourse and social action. As autoethnographic research, these 
interests have emerged from personal encounters with marginalisation and 
through my professional role as a community filmmaker working in partnership 
with culturally diverse communities. Exploring practice-led studio methods and 
approaches used in creative community development, the exegesis is presented 
with an accompanying short feature film (narrative drama) titled Rain Painting as 
well as Kicking the Can (KTC), a half hour documentary about the making of Rain 
Painting. Contextualising my practice within the discipline of Performance Studies, 
the research describes how problem-solving strategies and internal resources that I 
name collectively as Adaptivism have shaped my creative methods in community 
art, as well as provided a theoretical base for explicating critical junctions between 
performance, affect and performativity.  
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PREFACE 
 
 Rousing the Dark Horse: Enacting Social Action is an exegesis: a written report 
of the studio practice component of my doctorate. The creative production artefacts 
of my studio practice are 2 community films; Rain Painting, drama and Kicking the 
Can, a documentary reporting on the community’s participation in the project. Both 
productions accompany this report.  
 Typically, an exegesis (approximately 50,000 words) produces  a procedural 
account of the artist’s production path with an explication of the methods and 
methodology used in relation to the artist’s theoretical and creative hypotheses. In 
an examination of the relationship between creative practice and research, Kirsty 
Beilharz cites Stephen Scrivener’s (2002) definition of the exegesis as ‘a creative-
production research programme [which] can be tested by asking, for example, has 
the student:- 
 

1. Described the issues, concerns and interests stimulating the work, i.e., 
something that will contribute to human experience? 

2. Shown that the response to these stimulants is likely to be original? 
3. Shown that the issues, concerns and interests reflect cultural 

preoccupations? 
4. Shown the relationship between the artefact and those issues, concerns, and 

interests? 
5. Presented original, high-quality and engaging artefacts that contribute to 

human experience? 
6. Communicated knowledge, learning or insight resulting from the 

programme of work? 
7. Shown themselves to be a self-conscious, systematic and reflective creative 

artist or designer?’  
  

Table 1. Scrivener’s Definition of the Exegesis 
 

 This exegesis may be considered somewhat less orthodox in that it is also an 
autoethnography containing personal reflections and subsequent reflexive 
contextualisation with a number of theoretical fields not generally associated with 
film production. It is, however, directly from the subjective personal that I have 
shaped my own practice methods, cultivated resources enabling creative 
collaboration, and sought to bring reflexive meaning to my work. Therefore this 
exegesis begins to resemble a thesis by venturing beyond the procedural and 
entering a more broadly discursive landscape. Perhaps the complexity of its multi-
layered discourse is made less troublesome by inviting the reader to approach this 
research with the understanding that what follows is not less than a thesis, merely 
more than an exegesis.  
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INTRODUCTION 
  
 The stimulus for this research was initiated by a key question:  
  
 How do creative expressions benefit individuals and communities? 

 
 The question contains three foci: creative expressions, individuals and 

communities, each subject linked by the verb, benefit. In formulating an exegetical  
response to the question, creative expressions are defined herein as performance. I 
address individuals with my own phenomenological experience, and my case study 
reports on the Rain Painting project as an example of how creative inquiry interacts 
with communities. 
 Commissioned by Queensland Health in 2008, the Rain Painting project was 
co-produced by two partner groups: the Logan Beaudesert Health Coalition and the 
Jymbi Healing Centre in Beaudesert, Queensland (the latter being a sub group of the  
Mununjali Housing and Development’s Family and Youth Support Healing and 
Intervention group). As a collaborative undertaking located in a regional setting, we 
sought to creatively stimulate the young adult participants in order to increase their 
creative capital in a range of positive, community building ways. Our overarching 
objective was to allow the inquiry to reveal pathways to health improvement. 
Suggesting that our project target the rapidly increasing problem of ‘chroming1’, the 
co-producers agreed to creative exploration of this subject, and also generously 
agreed to the material being incorporated in the written portion of my doctoral 
research. I thank the Mununjali people of Beaudesert for sharing with me the 
extraordinarily creative aspects of their identity that have greatly enriched my 
artistic practice, my academic persona and my own self understanding. 

Having lived in regionally remote communities of less than 1,000 people for 
many years, I have experienced the ‘small community’ discourse that can shape 
and determine positive and not-so-positive social constructs by producing a 
collective identity. Collective identity discourse clearly supports communities, yet 
also restricts personal change, prohibiting the ‘I’ of self-identity from independently 
breaking away. Social scripts form; tacitly guarding collective responsibility, 
recognising and reinforcing collective identity in all of the community’s actions. 
Maintenance of a shared identity ethos is often promoted and reinforced by a core 
group of influential people within a community; rapport leaders whose mutual 

                                                
1 Otherwise known as ‘huffing’ or ‘sniffing’ chroming is the inhalation of chemicals in spray paint and 
industrial glue. 
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purpose is to promulgate a community ethic or code of behaviour, and thereby 
establish and uphold regulatory governances that promote a shared ideal of 
community. Such regulatory constructions are generally positive ways of providing 
adequate resources and care for everyone. As such, community leaders are 
recognised as elders, councillors, law-enforcing leaders, committee members, 
politicians, religious leaders, healers, the financially privileged or those 
significantly endowed with cultural capital; all considered valuable members of the 
community’s identifying standard. Mununjali woman, Aunty Lorraine Iselen, 
introduces a clear example of this theme in her officiating role as community elder 
during the ‘welcome-to-country’ speech at the launch of our film project in 
Beaudesert and it seems appropriate to also mention it at the beginning of this 
exegetical project:  

 
I’d like to open tonight by acknowledging the traditional custodians of 
this land, the Mununjali people, to pay our respects to elders and 
leaders both departed and present. They are the ones who hold 
memories, traditions, culture and hope for all Indigenous Australia. 
(Kicking the Can, 2009) 
 
In order to appropriately contextualise the subject of social scripts and 

community narrative as they exist in the cultural background of my research, I 
include a brief discussion2 of cultural awareness foundations as were gathered 
during my immersion in collaborative film projects with Indigenous Australians.  

 

• A Director Prepares…. Indigenous Protocols, Cultural Considerations 
 

I acknowledge that many ethical considerations are embedded in the 
disparate reflections of non-Indigenous people working with Indigenous people. 
Many such reflections are challenged and opposed by critical, Indigenous voices 
leading complex postcolonial debates and analyses (Moreton-Robinson, 2000, 
Nicoll, 2004). Yet, I make no attempt to speak for, or on behalf of Indigenous 
people, nor do I seek to essentialise or homogenise cultural meaning. The challenge 
here is simply to examine several key statements made by Indigenous elders I have 
interviewed during the course of film productions occurring between 2006 and 
2012, and to relate these to the undertaking of preparing to work collaboratively in 
                                                
2 This section is excerpted from a longer essay that was presented at two academic conferences in 2010 
and subsequently published in the peer reviewed conference proceedings. The paper was titled ‘Well 
both belong to the place…’ - developing cultural awareness through receptivity and recognition’. 
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partnerships with Indigenous people and communities. Each film has been 
exhibited and continues to exist in the public domain. The cultural awareness 
lessons that the elders evoke is particularly relevant to non-Indigenous filmmakers 
entering collaborative discourse with Aboriginal people and communities.  

The qualities of receptivity and recognition are, according to my own 
understanding, keys to the successful building of collaborative capital. Receptivity 
(herein expressed as an open, willing, and conscious state of attentive seeing, 
sensing and listening), demonstrates respectful acknowledgement of a speaker’s 
cultural authority to speak, and their social right to be fully heard. Recognition is 
respectful feedback, the demonstration of what has been ‘received’ or learned in the 
receptive stage of collaboration. The cultural meeting place for positive, inter-
cultural interactions may best be guided by a willingness to listen deeply with an 
intention of truly hearing. In a 2006 interview, cultural educator and Indigenous 
studies lecturer, Kombumerri elder, Mary Graham made an observation that ‘white 
fellers’ may yet come to discover their own spiritual connection to ‘the place’ 
through the development of custodial ethics and a deep sense of belonging: 
 

You hear elderly Aboriginal people say that white fellers haven’t got a 
Dreaming, and all that really means is that they don’t realise that they 
have a Dreaming, and it hasn’t occurred to them yet, and I’ve heard that 
quite often. So when they do, then they’ll have a truly, deeply, 
fundamental sense of themselves, in a deeper Dreaming sense and then 
we’ll have something to talk about, then we can really communicate, 
because both peoples will have truly belonged to the place, in-sync, you 
know… we’ll both belong to the place. (Graham, Y’Aunties, 2006) 
 
Graham’s lectures on the Indigenous world-view contextualise global history 

and politics with the Aboriginal world view, enabling a richly contextualised, 
theoretical articulation of the Dreaming for non-Indigenous people. Graham 
explains that the Dreaming is extremely difficult to explain, each tribal clan or 
nation has its own definitions bound to a variety of protocols preventing outsiders 
from discussing the cultural business of others. As Graham explains, there are many 
layers of meaning embedded within traditional cultural stories, and a powerful 
sense of responsibility for how stories are handed down, there are always many 
deeply poignant social lessons to be learned, not only from Dreaming stories, but 
from the personal histories of Indigenous people, which frequently contain miseries 
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and tragedies resulting from harsh governances and social controls administered by 
religious institutions and non-Indigenous politicians: 

 
There is that notion among Aboriginal people everywhere about being 
very careful what you pass on to people. There’s not that notion that 
history has made us, so therefore any information and knowledge that 
you have about volatile, or unhappy or tragic things are generally 
handled very carefully, because there’s this awareness that when you’re 
passing on this information, you don’t know, actually, how young 
people receive it until they are older, they don’t know themselves how 
they are receiving it. A whole lot of other factors come into it, how the 
children themselves have been brought up, you know, what kind of 
situation they’re in, what other kinds of impacts, how they learn and so 
on, you have to be really careful how you pass those things on. (Graham, 
Y’Aunties, 2006) 
 

Such careful consideration for determining the right way for information to be 
shared and for decisions to be made within traditional communities is echoed in 
comments made by Community Cultural Development Officer and Mununjali elder, 
George Currie. 
 

When in-depth stuff needs to be spoken about, the people who are 
making decisions, them older fellers, that’s only when they speak, 
…when it’s time to let everyone know… that’s when they bring in the 
younger generations, so to speak…to have input. (Currie, G. Kicking the 
Can, 2008) 
 

 The teaching stories of Graham and Currie are powerful narrative lessons; 
lucid reminders of the community ethos, culturally scripted teaching stories of 
sharing, describing the negative consequences of ‘taking’ and the loss that arises 
from unconscious or selfish actions. The stories speak in ways that allow each 
listener to construct personal meaning. The comments from Graham and Currie 
also describe the tacit awareness of social responsibility operating within traditional 
communities, whereby elders and adults recognise the importance of ‘right timing, 
right people’ in how information is shared. There is not an automatic assumption 
that such a framework of responsibility is shared by all Indigenous people, rather, 
the shared teaching theme potentially reflects the fact that the Kombumerri people 
and the Mununjali people both belong to the Yugambeh language group of tribes. 
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The following story from Graham clearly outlines the cultural importance of 
sharing; elaborating the social etiquette or ‘the rules’ of collaboration. The story 
reveals the delicate balance required in working sustainably with values of 
mutuality, reciprocity and in cooperation. The story also describes the 
consequences of ‘taking’.  

 

The tradition of the local mob was that when we went fishing, dolphins 
would help to herd fish, shoal the fish in, and when they did that, 
Aboriginal people would go out with nets, and it would be just like 
takeaway, basically, they would just take what they wanted, and take it 
up on the beach, sort things out, and then they would always pay… or 
give, or share their part of the catch with the dolphins, and they would 
be quite happy …[and] go away until the next time. But one day, there 
was a group, a family who was doing this, and they caught the fish, 
brought it up onto the beach, a whole lot, and sorting things out,… (and 
for some unknown reason, it’s never clear in the story), they decided 
simply not to share it. So they took the whole catch home, (whatever the 
reason was), and from that moment on, those dolphins, the people who 
were, y’know, that tribe of …that mob, dolphin mob, went away, 
actually. They just simply went away. There was no kind of punishment 
as such, they just simply went away and didn’t come back. (Graham, 
Y’Aunties,  2006) 
 

Elders and cultural custodians such as Uncle Tim Kemp from Townsville, and 
Uncle John Roberts from Tyalgum, have also narrated similar teaching stories with 
contemporary references to non-Indigenous people approaching elders, politely 
asking to be shown around sacred bora rings and initiation sites in remote tribal 
locations, only to reveal, afterwards, (having received detailed cultural explanations 
during guided forays into the deep bush), that they are, in fact, commercial tour 
operators intending to bring international tourists to sacred sites on day trips, 
guiding busloads of visitors through remote, hidden and sacred locations that have 
sometimes not been entered by anyone for up to thirty years.  

As iconic as the Indigenous culture industry has been commercially 
developed to be, tribal elders generally maintain very close and careful watch over 
the integrity and subsequent dissemination of spiritual teachings and traditional 
stories (ceremonial songs and dances). The traditional cultural practices of 
Indigenous people must be recognised as the intellectual and cultural property of 



 

 
 

13 

each individual group, and elders determine what is, and is not appropriate for 
public exposure. These cultural evaluations are also determined by the nature of the 
audience and the specific purpose for which the culture is being shared (Nagas, 
Water Spirit Dreaming, 2006). 

Unfortunately, it is common practice for many ‘great white hunters’ within 
mainstream media to ‘barge in’, demanding admission into traditional ceremonies 
and cultural events, fetishising cultural and sacred traditions as peak, mystical 
experiences to be collected, filmed, photographed and captured as tokens of 
currency. 

Awareness of the three ‘R’s; core Indigenous values of respect, relationship 
and responsibility will assist filmmakers and media producers when visiting and 
filming inside Indigenous communities. Many elders teach that these values are not 
only important foundations for Indigenous communities, they are vital guidelines 
and principles for cultivating the social health of all communities (Watson, Deadly 
Idol, Brisbane, 2006). 

Film and media production involving Indigenous communities can generally 
operate appropriately with adherence to Terri Janke’s Pathways and Protocols, the 
current Screen Australia guidelines for filmmakers working with Indigenous 
communities (Janke, 2010). Additionally, and perhaps the most fundamental 
element to crafting successfully partnered, community film projects is to formulate 
project-specific guidelines based on the protocols and requirements of each 
community, developed in consultation with a community's own cultural 
recommendations, relying on the advice and guidance of elders and community 
leaders. Entering projects with the intention of listening well, and responding with 
respectful representation in the final edited film material demonstrates deference to 
the community's own cultural authority in what is accessible to filmmakers. 
Clearly, benefits result from arriving with the willingness to learn, from developing 
flexibility in dealing with how and when things occur, and maintaining respect for 
each community's own way of doing things.  

Although the right to question and speak out about the turbulent history of 
relations between Indigenous and non-Indigenous peoples belongs in the social 
conscience of all Australians, it remains an extremely challenging area of inquiry, 
fraught with the propensity for offending some, whilst appeasing others. Bitter 
struggles continue to exist in the interventionist, hierarchical and non-Indigenous 
methods of identifying and addressing the ontology of Aboriginal people (Nicoll, 
2004). The lateral nature of Indigenous social law operates in strong contrast to the 
western, hierarchical model of administration, governance and assumed authority. 
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Each tribal country contains its own cultural laws and protocols, and to address 
Indigenous culture as any one, single entity is to make a sweeping erasure of the 
unique spiritual and custodial identities of whole and individual nations of people 
(Graham, Y’Aunties, 2006). 

Clarity of professional and ethical intentions enables the provision of a 
creative space for collaborative discourse that is in no way attempting to 
rehabilitate or superimpose external values about people's personal, creative or 
cultural choices. Each community film, theatre and arts project serves to creatively 
open doors to inter-cultural discussion, and to stimulate the exploration of new 
pathways towards empowered and shared experiences in self-development for all 
participants. Careful consideration of Indigenous community narratives, of the 
cultural awareness guidelines offered also assists non-Indigenous people to better 
understand and develop their own interpersonal communication tools in order to 
furnish a more sustainable and ethical practice of collaborations based on respectful 
listening. Ethical collaboration commences with the question ‘to whom is this project 
bringing benefit?’  

Taking cues from Indigenous elders and community leaders undoubtedly 
smooths the filming process, and enables community narrative to unfurl in 
culturally meaningful ways. As an outsider, I have learned to become accutely 
aware of the body language of the Indigenous people I am filming, listening for 
tonal variations and subtle meaning variations in people’s expressions and posture. 
At various times people have indicated, usually through non-verbal cues; 
uncertainties and discomforts such as camera-shyness, interview fatigue or 
performance apprehension, and I have needed to pace the filming process 
accordingly. Additionally, I have noticed Aboriginal men from a variety of tribal 
language groups communicating in non-verbal ways, using hand signals, chin 
thrusts, facial expressions and body postures to signal complex messages to other 
members of the community. For example, I watched a father ‘speak’ with subtle 
finger and hand signals to his very young daughter who was far away from us, 
across a field, telling her to bring the red cloth and the white ochre to him. I saw his 
daughter turn around and run back to get the items and then fly across the field 
towards us, beaming as she ran with her arms up and the long trail of red cloth 
billowing behind her and above her head like a dragon, it was a beautiful 
illustration of non-verbal communication, and a lesson that I will never forget. 
Bundjalung elder and traditional custodian of Wollumbin, Uncle John Roberts, 
speaks passionately about his own native lands and his custodial relationship with 
the ancestors and spirits of his tribal landscape. 
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Everywhere I go, you know, I talk to the place, I tell them who I am, and 
what I’m doing there... I come here with respect and honour, and I walk 
in. But I always let the spirits know I’m coming. (Roberts, Fire Mountian, 
2007)   
 

In a country populated by Dreaming spirits; ancestors, nature spirits and 
cosmological forces, it is highly practical to respond with a very strong commitment 
to respectful responsibility to every aspect of life, to the people, to the animals and 
to the lands upon which we all belong and depend upon for our survival. The 
endurance of Indigenous cultures, the egalitarian durability of lateral societies (the 
non-hierarchical system of shared responsibility) illustrates the importance of 
everyone, in turn, taking care of the whole community.  

Not all members of communities hold to a common ontology, yet the 
stabilising function of a community’s defining cultural boundaries is established 
and reinforced by references to regulatory agreements that surround the inherent 
cultural nature of the community. These responsibilities, or contractual bounds, 
may be formed by historical events or traditional practices, and often determine the 
collective identity of a community who relate through shared history and ideology. 
This doctoral project was able to be produced because of the generosity and spirit 
of the community with which I worked. One of its young people, Amy Blow, 
comments on the social impact of intergenerational trauma: 

 
I think with the stolen generation, it not only affects those that were 
involved with it, but it does affect the whole community. Especially 
when you know aunties, uncles, your mum, your dad, they were a part 
of that era, and I guess, even if they talk about it or not, in some way it 
still affects you as a community, as being part of that family. (Kicking 
the Can, 2009) 
 
Community contracts are deeply binding:  people reflect on their relationship 

to the whole within the community script, and whether they have participated in 
the development, refinement, upholding or protection of the identifying culture. 
Aunty Lorraine Iselen remembers the closeness and the protectiveness of her family 
and community in childhood, and the clear boundaries of personal security she 
knew: 
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Sergeant Croddie always made sure that Dad knew when the little 
brown car was coming, and he’d say, “Paulie, the little brown car is 
coming this weekend to round up the children” and we’d go around 
saying “Uncle Hughie’s coming, he’s lending Dad his truck today and 
taking all the kids out for a picnic out to Kerry, and we just thought we 
were going out for a picnic and going swimming, you know? and we 
never, ever knew, we never got told. You see, Mum protected us really 
well and we never caught on to anything like that until later on as we 
got older, and the little brown car was the police car coming in plain 
clothes to round up kids. (Kicking the Can, 2009) 
 
A community’s heroes and heroines are often depicted as those who have 

worked to shape, improve or regain integrity for the collective identity. Conversely, 
its villains may be depicted as strangers or outsiders that interfere and threaten a 
community’s equanimity with reckless forms of destructive change, disrupting 
tradition and undermining a community’s identifying law/lore. It is important, 
then, to observe that embedded, regulatory forces shape a community’s dialogues 
as they emerge on the production paths of community films. These are very often 
repeated social scripts that community members follow in order to bring positive 
focus to the ‘us’, speaking about ‘our’ place of belonging, ‘our’ shared problem, 
‘our’ strengths and how ‘we’ propose to solve it. Traditional forms of art, including 
music, dance, dramatic performance and storytelling powerfully reinforce the 
shared sense of identity held by communities. Community development officer, 
Shane Paulson deciphers cultural meaning in a traditional Mununjali painting, 
recognising the artist’s figurative representations clearly as ‘home’: 
 

Well, this painting was done by my nephew Rickie. On the right 
there’s the mountains from around the area and the animals, like the 
traditional, there’s the goanna and there’s a snake in the middle there, 
and the tracks around… it’s… like home. (Kicking the Can, 2009) 

  
 Community folklore is rich with history but rich, too, with anecdotes of those 
who established the originary of the social script, and those who have broken with 
tradition, whether deliberately, accidentally or through difficulty and troubled 
times. Community leader Brad Currie discusses the recently occurring problem of 
chroming in Beaudesert: 
 



 

 
 

17 

A large issue that has raised its head, probably in the last three or four 
years, is chroming. We had an issue where it started off on a small 
number of people that were involved in it, and it grew pretty fast, to 
about 60 to 70-odd people that was involved in chroming on a regular 
basis. What we actually try to assist in doing is ask, “How do we deal 
with that?”…for ourselves? (Kicking the Can, 2008) 

 
Currie’s question: how do we deal with that?... for ourselves? reveals a vital key 

to the Mununjali community’s social cohesion and strength. This is a question that 
seeks and initiates self-determined change, whether actualised by individuals or in 
mutuality by communities. It is a question that empowers by reflecting on and 
drawing upon inner resources and strategies that enable individuals and 
communities to survive, and beyond, to solve problems, create alternatives, find 
answers and to heal.  

It is also a question that opens the door to my own rhizomatic journey of 
healing. 
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CHAPTER ONE – ROUSING THE DARK HORSE 
 
Entry One 
 

Imagine an audience-filled theatre. House lights dim, and all noise 
recedes to an anticipated, whispered rustling of clothing, handbags and 
programs.  A deeper quiet descends.   
 
Spotlight.  
 
An actress enters, commanding centre-stage. Resting on the fingers of 
both hands she proudly bears a jewelled, silver box. Eloquently 
introducing us to the box, the actress describes its textures, its 
dimensions, until we are guided now, to see it there, so well-lit, so shiny 
and distinct. Her playfully insightful descriptions of the box are witty, 
scintillating, and, within the talented scope of her performance, she 
reveals the very depths of this box's soul to us.  
 
Effortlessly now, we recognise the box and we find congruence in both 
the performed presentation of a prized object, and in our own ability to 
comprehend exciting new concepts surrounding the box. We can only 
imagine how it would feel in our own fingers.  
 
As we carefully process our impressions, positioning the memories of the 
dynamic new-box-performance deep within our minds, a new and 
different actor emerges from a shadowy zone upstage, shuffling out of an 
area we hadn't noticed until now. Surprisingly, and gradually, we 
become aware that this actor has not only arrived from somewhere 
previously hidden, (from some disquieting depth of darkness upon that 
mysterious stage), but by his very posture and his slow motion of 
progress, his arrival and especially his purpose is made more obscure, 
and we are confused now, confronted, even bothered by the muted 
stage-lighting in which he is attempting to perform his part. He must be 
less important than the first performer.  
 
Muttering and ambling around the stage upon his restless limbs, words 
and gestures fluttering, his hands are hidden from our eyes, until 
suddenly we know, inexplicably, that he is surely concealing from us the 
very item that we are now quite ready to see. Isn't he obligated to show it to 
us? 

 
His monologue is vague, and somewhat disconcerting as he rambles in 
abstracted, distant and distracting ideas, all the while furtively moving 
some shadowy object around inside his coat-pocket, only to palm it 
rapidly into the other hand; the hand that now lingers, drifting behind 
his back and well out of sight. If you look around now, you will see that 
all our necks are straining as we awkwardly stretch our bodies to be 
higher up in our seats. What is that thing?  
 
You sense it now, our slow-dawning annoyance at the sudden realisation 
we have become captive toys. Instinctively charged, we are utterly 
entranced, determined trackers on the scent. Enthralled by even the 
slightest shift in his pace and his posture, we lean forward, engaged, 
driven by a strangely physical hunger to discover the identity of the dark 
horse upon the stage and the very nature of the valuable object that he 
has not yet, even once, alluded to holding.  
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1.1 Philosophy 
 

Innumerable scholars contemplate and have contemplated the transient 
nature of identity; each scholar expanding our sociological understanding of the 
infinitely complex, constitutive components of the self in relation to other. 
Ironically, as research, it is a quest for knowledge that also behaves as a fractal, 
each individual portion of theoretical investigation entirely dependent on reflection 
of the ‘whole’ in order to find new meaning. Thus, an idea of self becomes 
integrated and is made reflexive solely by acknowledging its indivisible 
relationship to the other. Cultural studies scholar, Homi K. Bhabha, challenges 
stereotypical representations of people in society. He writes: 

 

What is theoretically innovative, and politically crucial, is the need to 
think beyond narratives or originary and initial subjectivities and to 
focus on those moments or processes that are produced in the 
articulation of cultural differences…These ‘in-between’ spaces provide 
the terrain for elaborating strategies of selfhood – singular or communal 
– that initiate new signs of identity, and innovative sites of 
collaboration, and contestation, in the act of defining the idea of society 
itself. (1994, p2) 
 
Bhabha’s depiction of a society culturally defined by its interstitial richness 

enables an extraordinarily fluid state of selfhood to emerge. Such an open-hearted, 
open-minded template for identity investigation enables the revision and 
reframing of previously held cultural references. New questions arise in an 
evolution of awareness of, and for, each other’s preferred cultural references within 
complex, locating senses of place and belonging. Bhabha’s critical search for new 
meaning beyond ‘initial subjectivities’ allows him to ‘elaborate strategies of 
selfhood’ via a paradigmatic shift  that also assumes collective generosity of the 
‘whole’. The social potential for Bhabha’s cultural expansion defies inequality and 
oppression by disavowing the inequities that currently ‘divide by differentiation’. I 
wonder if such an embrace is possible?  

A chameleonic self, perhaps the very self that Bhabha summons from the 
liminal zone he names ‘the articulation of cultural differences’ may be positively 
experienced by political and spiritual mavericks, by deliberate outsiders, by 
writers, by performers, by artists of every discipline and by all those who find 
accord with dangerous, illegal or restricted cross-cultural alignments. As cultural 
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locations of expanded social possibility, I reason that ‘liminal’ and ‘marginalised’ 
certainly offer many more freedoms than the closed doors of ‘disabled’.  

In a vivid introduction to liminal ontology, Elspeth Probyn exhorts us 
towards a ‘belonging heard not in the pleas for recognition uttered from the 
sidelines…but enunciated in such a way as to fundamentally rearrange the 
placement of power, centres and peripheries’ (1996, p29). How may such a 
‘placement of power’ ascend? 

As a metaphor for marginalised people, the dark horse may well live in 
silence, in states of pain, with illness, in isolation, rejected, culturally and socially 
excluded as different. As well, the dark horse frequently remains unseen, unheard, 
tremulous in the tension of its reined-in, unexpressed power.  

Conceptually, and creatively, the dark horse intrigues me; its imagined 
presence arriving suddenly from some inner space, or private sanctuary for 
turbulent, internalised identities. Emerging from an alternative place of gestation 
(one in which to more fully prepare one’s self to arrive in life), this haven of ‘inner 
space’ time affords a purposeful stasis, a ‘creating nucleus’ in the cyclonic eye of 
human potential; a sanctum for qualities remaining as-yet unsteady, those 
homogenising elements that abide in the shadowy world of selves inside. 
Figuratively, the dark horse is also a vibrant archetype of transformation, one 
whose very emergence into light symbolically represents the products of an artist’s 
creative process flowing forth from an inner space of deeply personal mystery, out 
into the public spaces of interactivity, demonstrating the ephemeral beauty of a 
birth, that of an abstracted, hidden self, moving outwards into the world. 
 Totemic in my research, the dark horse leads me to speak of a difficult 
personal history, a history that, until now has remained cryptic; corralled by 
anxious conditions of shame and psychological fragmentation. Describing the 
outward trajectory and enabling capacity of autobiography, Georges Gusdorf 
asserts: 
 

…every work of art is a projection from the interior realm into exterior 
space where in becoming incarnated it achieves consciousness of itself.  
Consequently there is need of a second critique that instead of verifying 
the literal accuracy of the narrative or demonstrating its artistic value 
would attempt to draw out its innermost, private significance by 
viewing it as a symbol, as it were, or the parable of a consciousness in 
quest of its own truth. (in Olney, 1980, p44) 
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The womb from which the dark horse emerges is Bhabha’s ‘in-between’ it is 
Gusdorf’s ‘interior realm’, and the dark horse itself; my realm. The dark horse is 
my own symbolic rendering of a self-‘consciousness in quest of its own truth’. The 
act of identifying one’s self as a symbolic other, (whether archetype, caricature, 
character, role or avatar) creates a potent metaphorisation of identity through the 
projection of internally imagined states of being. The development of this ability; 
the enabling of expressions of internally imagined states of being is actor training. I 
argue that it is also healing. 

Linking back to Bhabha’s argument for the ‘articulation of cultural 
differences’ as those ‘‘in-between’ spaces [that] provide the terrain for elaborating 
strategies of selfhood – singular or communal’, Anthropologist Victor Turner 
mirrors Bhabha’s ‘in-between’ terrain with the location of liminality; a ritual 
domain of seclusion enabling transformation or, reconstitution of the self and 
selves-in-transit.  

Interpreting liminality as a profoundly purposeful location - a site of 
deliberate withdrawal from society in order to transmute an evolving selfhood 
from one state of being to another, Turner theorises that the liminal phase is a 
powerful location of creativity. This, too, couples with Gusdorf’s assertions that 
‘every work of art is a projection from the interior realm into exterior space where 
in becoming incarnated it achieves consciousness of itself’ (1980, p44). In cross-
cultural combination, Bhabha’s, Gusdorf’s and Turner’s theoretical perspectives, 
together, build a persuasive argument for an examination of society that begins at 
the mirror of self-reflection. Turner’s assertion that ‘mankind is a reflexive species’ 
(1987), is further supported by Dilthey’s observations that ‘the artist tries to 
“understand life in terms of itself”’. Dilthey, cited in Turner’s writing, describes the 
process as a personal quest utilising ‘all the senses’. Dilthey’s metaphoric quest is 
perhaps the successful decoding of an artist’s interior language; the translation of 
encrypted self-talk from the ‘interior realm’ in order that the artist expresses with 
cogency. Dilthey writes, ‘it is in intense and complex sensory codes that [the artist] 
attempts to give performative reality to that meaning’ (1986, p20).  

Aligning with Bhabha’s, Probyn’s and Turner’s readings of marginalisation 
and liminality from this artist’s perspective, I assert that the dark horse is an 
identity-in-waiting; holding back for the ‘right’ conditions in which to fully 
emerge. Inspired by the dynamic amalgamation of views held by Bhabha, Gusdorf, 
Probyn, Turner and Dilthey, my research explores the ‘‘in-between’ spaces’, of the 
‘interior realm’ as a starting point that ‘initiate[s] new signs of identity’, in order to 
innovate ‘sites of collaboration’; to arouse ‘all the senses’ and in so doing, 
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experience greater capacity to ‘fundamentally rearrange the placement of power, 
centres and peripheries’ within myself and beyond.  

In this exegesis I explore aspects of the metaphorisation of self as it arises in 
people experiencing adversities such as illness, physical injury or trauma, and is 
typically highly developed in people experiencing disability. It is my objective to 
show that the ability to perform is not only necessary for survival and socialisation, 
its action is also made performative by an internal self, an observer self, witnessing 
creative explorations of transformation and change. I argue this ‘performative 
capacity’ through a range of ways, also claiming that the performative capacity of 
metaphorisation of self is a practice-led concept I have explored first in my own 
life, in my creative works, and as a socially reconciling capacity I refer to herein as 
Adaptivism. 

A principal thread in the exegesis tracks the notion of the wounded identity. 
Speaking from phenomenological experience, my voice is positioned early in the 
research as a means of identifying and claiming socially constructed 
marginalisation as my own encounter with liminality. Although this voicing has 
caused a profound sense of ‘personal vulnerability’ (Shore, 2007, p176) to arise, I 
also recognise that it is through the act of personally introducing Adaptivism that I 
may best demonstrate how creative expressions (explored through performance) 
supported my wounded identity on the journey towards social reconciliation. As 
well, the autobiographical chapter speaks to the first portion of my research 
question in addressing ‘individuals’. It also anchors the trajectory of the research by 
establishing conceptual links harvested from the personal journey of an individual 
to the shared creative collaboration of film production within communities.  

In close proximity to the trepidation I feel at revealing my wounded identity, 
art therapist Annette Shore writes: 

 
It is my hope that this vulnerability will provide an inroad to 
understanding the effects of trauma, as opposed to my fear that I will 
simply reveal the muddle that characterizes its impact. The reason I 
mention this is to emphasize that shame and self-deprecation are 
insidious and pervasive sequelae of trauma (Bromberg, 1998). The 
feeling of “fog” that I will refer to is a protective function; but it also 
limits one’s ability to live fully. The experience of trauma can render one 
unintelligible. So I must fight the pull to remain in a silent fog. (cited in 
Kaplan, 2007, p176) 
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I acknowledge that for me Shore’s ‘silent fog’ also functions as a filter; an 
obfuscating comfort zone protectively blanketing me from exposure, distancing my 
vulnerable self from direct contact with stark and hostile forces that exist ‘outside’. 
Such a ‘feeling of “fog”’ erases; blurring all roads ahead, obscuring the very path 
that leads me to social (re)connection, it may be such a ‘fog’ that denies the change 
that Probyn exhorts; the opportunity to ‘rearrange the placement of power, centres 
and peripheries’ (1996, p29).  

In a more positive light however, the mysterious fog of deliberate ‘creative 
clouds’ deters superficial comprehension. In theatre, use of the obscure and the 
absurd obstructs audiences from making rapid surface readings from stereotypical 
or conventional cues. Articulate shrouding of the ‘interior realm’ induces trance-
like states to arise in audiences, it also brings complexity to the artist’s narrative. 
The complexity affords the artist and the audience the luxury of exploring abstracted 
creative expressions that shield ‘the personal’ from direct and literal disclosure of 
individual and collective pain. The artist’s voice is represented symbolically within 
creative expressions, and is interpreted principally through the metaphoric codes of 
the artwork. Thus, an ‘engaged’ audience must work for its meaning/s. The 
audience’s work is, initially, interpretation of the visual, auditory and/or 
kinaesthetic vocabulary of the art. The second part of the ‘work’ is the 
understanding that allows integration of the art to occur, at which point the art is 
‘consumed’ and occupies the interior realms of the audience. As a junction of 
realisation, this is the very same idea as the ‘projection of every work of art’ that 
Gusdorf asserts ‘in becoming incarnated it achieves consciousness of itself’ (1980, 
p44) which leads to the understanding that it is art’s ‘consciousness of itself’ that 
also defines its capacity for implicit performativity. This idea is elaborated in 
chapters 3 and 5. 

As creative expressions, the narratives of wounded identities (whether 
individual and/or collective) are made culturally reflexive by their public 
consumption, enabling numerous aspects of personal benefit to be discovered 
through the social reconciliation of self in relationship with others. The relationship 
of the artist to the audience, enacted through the audience’s  interaction with the 
art, may be considered the socially reconciling product. It is the cultural artefact of 
the shared creative expressions. The artefact exists in the meeting place between the 
projected interior realm of the artist and the exterior space of its observation by the 
audience. Curiously, an interactive form of observation also occurs within the artist 
as well as reception by external others. The self-witnessing of an artwork once 
completed (projected), is as critical to the transformative capacity for the artist as is 
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its external reception by others. In a sense, there is an ‘observer part’ of the artist 
who receives the work, interpreting, assessing, evaluating and assimilating its 
metaphorisation of self in order to integrate ‘the personal’ form of the artefact 
internally. It is a form of looping back on selves that have been transformed:- 
projected from the interior, traveling out into the exterior and then returned, 
altered.  

Successful art is the creative work produced by artists who, in their process of 
navigating through the mysterious fog of their own interior realms, discover the 
balance between figurative literality and symbolic representation. The public 
exhibition, reception, consumption, assimilation and integration of the work is 
thereby made reflexive. Cultural studies scholar and historian, Vicki L Ruiz defines 
reflexivity as: 
 

1) recognizing one's own assumptions, 2) situating the stories (or 
centering the narrator) within larger historical and theoretical contexts, 
and most importantly, 3) acknowledging the reciprocal positioning of 
narrator and historian with trust at its core. In short, recovering and 
interpreting individual accounts requires both research and reflection. 
(1998, p71) 
 
The autobiographical chapter (2) of the exegesis is written performatively. It 

includes a series of discrete entries of performative writing. The entries show the 
formation of, and expression pathways for isolated portions of my own identity 
through various creative explorations of liminality. These entries are harvested 
from my own theatre scripts, poetry, film screenplays and creative writing. 
Describing how my identity is creatively represented by metonymic portions of a 
fractured self, I use the performatively written entries to explain how a projected 
arrangement of archetypal selves was formed as part of a survival mechanism that 
equipped me with ‘safe’ methods for communication.  

My decision to write portions of the exegesis performatively largely results 
from a recognition of the very heart’s desire of this particular genre of writing to 
open ‘the doors to a place where the raw and the genuine find their articulation 
through form, through poetic expression, through art’ (Pelias, 2005, p418). 
Performative writing, a recently emerged genre of scholarly writing (sometimes 
described as postmodern writing), is beneficial in the critical analysis of 
performance art. As scholarly writing, it performs by allowing the author to theorise 
from an embodied state of reflective awareness, thereby allowing authentic 
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responses to performance art to be expressed. As critical analysis, these authentic 
responses mirror the momentary nature of performance art. This mirroring allows 
the ‘poetic’ and evocative nature of performative writing to be very effective as a 
means of reflecting on affective components of the performance. My desire to bring 
the ‘poetic’ into discursive partnership with the ‘critical’ enables the combined 
products of my scholarly voice and my creative work to co-exist in a dialogical 
bridge of ideas that span the interdisciplinary territory of the inquiry. The stylistic 
choice of performative writing also supports the creative and conceptual ideas to 
merge through an intersecting web of practical and theoretical engagement that 
always provides accommodation for the creative voice of the artist. Performance 
Studies scholar, Ronald J. Pelias advocates the value of performative writing by 
arguing this is a genre that ‘offers both an evocation of human experience and an 
enabling fiction’ (2005, p418). Endorsing the narrative and representational 
integrity of the form, Pelias promotes performative writing’s ‘ability to tell the story 
of human experience, a story that can be trusted and a story that can be used’ 
(Pelias, 2005, p418). As a film maker, I embrace Pelias’s use of the filmic metaphor 
to qualify that performative writing does not: 

 
argue that experience equals scholarship. Performative writing does not 
indiscriminately record experience; it does not simply duplicate a 
cinema verite experiment. Instead, performative writing is a highly 
selective camera, aimed carefully to capture the most arresting angles. 
Each frame is studied and felt; each shot is significant. Much is left on 
the editing floor. Everyday experience, then, is not scholarship, but the 
shaping of everyday experience into telling and moving tales can be. 
(2005, p418) 
 

It is in the process of contextualisation that the ‘unbridled’ voice of the dark 
horse achieves critical cohesion in a scholarly pursuit. Performative writing is, for 
me, a vocabulary of embodied wisdom within. It recognises that the survival of my 
identity was dependent upon performance. Anchored in the interior realm of the 
artist, performative writing is fluent in the liminal language of the feeling sphere. 
Performative writing uses syntax delivered with visceral force. It speaks from the 
‘gut sense’; that inner knowing that drives human impulses, shapes the landscape 
of our values, forms beliefs, motivates our behaviours and defines experience. It is 
ego’s most compelling voice of ‘reason’. 
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1.2 Language, Methodology and Structure 
 
A brief discussion of the language, methodology and structure of this 

exegesis provides some orientation for the chapters that follow.  
Although I am comfortable with descriptive labels such as ‘marginalised’ and 

‘liminal’ when describing my own experience of difference, (elaborated in the 
autobiographical chapter, ‘My Body of Evidence’), I am not comfortable in making 
any such assumptions about the cast and crew of Rain Painting. While some 
scholars may potentially identify the group as marginalised by their regionally 
remote location, by specific cultural definitions or simply by their age range, I do 
not refer to the cast and crew by using qualifiers other than those expressed by the 
individuals themselves. Thus, the descriptor ‘marginalised3’ when used within this 
research refers to me, and may be applied, in general, to people and communities 
who identify themselves in ways that do not apply across the general population.  

Even though the actors in Rain Painting are predominantly Mununjali people, 
the research is neither specifically about Indigenous culture, nor is it framed by any 
single feature of culturally defining capacities or socially constructed (dis)abilities. 
Additionally, it is beyond the scope of the exegesis to delve into critical issues of 
postcolonial debate other than to flag an awareness of the importance of the topic. 

The methodology used for this research is autoethnography; its trajectory 
demonstrating the contextualisation of personal experiences, where, and as they 
connect with broader social and cultural milieus. Theoretically, the subjective 
reflections of chapter two provide one third of the data; source material for the 
elaboration of methods tested later in practice then analysed. The second portion of 
data is condensed within a theoretical chapter of inter-disciplinary critical inquiry; 
a literature review which charts a series of social and cultural theories as they 
intersect with my argument that creative expressions benefit individuals and 
communities. Finally, the third and final portion of research data is extracted from 
the case study. The completion results in the analysis of Adaptivism as it is mapped 
across these three portions of the inquiry: subjective reflection, critical inquiry and 
studio practice methods. 

Using an assumed cultural authority of selfhood to subjectively discuss issues 
pertaining to wounded identity, I relate the transfiguration of ‘the personal’ 
through reflexive analysis and contextualisation of the case study. This outcome is 
generated by the case study of the studio practice example of methods being tested 

                                                
3 Variations on individuals and communities described as being marginalised include:- the liminal, the 
othered, different; all of which may be symbolically represented herein as the Dark Horse.  



 

 
 

27 

in partnership with others. Although the critical scope of the research was initially 
very wide, the following fields of inquiry were identified as being most relevant to 
my research: 

 
1. Critical Disability Studies 
2. Performance Studies – (Community Theatre and Social Action Theatre) 
3. Affect Theory 
4. Speech-Act Theory 
5. Anthropology 
 
I acknowledge that there are an additional number of relevant critical fields of 

inquiry beyond those listed above, however the ‘product’ of this research is shown 
to be Adaptivism, and its theoretical context is best defined by, and culturally 
located in relation to, these fields. In my argument that ‘creative expressions benefit 
individuals and communities’, the following summary points reveal:  

 

• I am the subject, and Adaptivism is the object of my research 

• the studio project, Rain Painting (chapter 4) is a case study of my practice-
led fieldwork. This case study shows how, in one specific project, 
Adaptivism evolved as creative methods for individuals and communities 

• a theoretical network of critical theories supports the investigation 

• the case study and the creative methods are analysed and theoretically 
contextualised in the conclusion.  

• the conclusion demonstrates, by analysis, how this research has 
investigated social action benefits of creative expressions  

 
The exegesis is written in a number of literary styles including: the reflective, 

performative, critical, procedural and reflexive. These ‘voices’, when combined, 
generate an exegesis that is personal and scholarly, theoretical and creative, 
descriptive and analytical, reflective and reflexive. Adaptivism, as a personal 
philosophy and an embodiment of agency that underpins performativity, relies on 
this ‘choral’ arrangement, or the blending of parts. Chapter two is written 
reflectively; subjectively describing phenomenological experience. The chapter 
reveals the necessary early development of an observer-self who started to 
formulate an anthropology of identity as part of the development of  the creative 
persona. The autobiography is acknowledging my intuitive and lived assumptions 
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in a foreground of ideas that lead to the incorporation of those ideas in creative 
practice in a way that is no longer simply intuitive. This subjective positioning of 
‘self’ allows me to speak about marginalisation from an authentic, lived experience, 
rather than from a privileged location of outsider.  
 Portions of the exegesis allude to aspects of my understanding of human 
behaviour4 in terms of reference that venture beyond community film production. 
Characteristics of these psycho-analytical perspectives do, however, align with 
theatre methods and theories of directors and scholars, Augusto Boal and Richard 
Schechner. The social action (theatre) relevance is made especially clear when 
reviewing Boal’s and Schechner’s literature describing the analytical role of 
directors. As such, three specific concepts are introduced in the autobiography, yet 
are restricted to appearing only at the periphery; they function as ideological 
backdrops to adaptive issues and concerns as they emerge from the subjectively 
reflective voice. As ‘untested’ ideas, they exist herein as external buttresses for the 
introduction of Adaptivism, and accordingly, are not theoretically elaborated 
within this exegesis. These subjective ideas include my questioning of resilience, as 
well as an introduction to the pairing of values mysticism and survival as teaching 
tools, and finally, assertions on the use of performance as a pattern-breaker. 

In addition, several key concepts5 arise throughout the exegesis that are 
neither interrogated, nor situated in academic theory. Although these topics are 
briefly introduced in the ideological foreground of the exegesis, I have constrained 
my inquiry to fit the limits of an exegesis. The exegesis is, in the end, a scholarly 
report on the studio practice component of the practice-led research. Therefore, my 
purpose is to begin the scholarly process of introducing and locating Adaptivism 
within the field of Performance Studies where it seeks to contribute to social 
reconciliation by creatively engaging individuals and communities. My intention, 
by allowing these concepts to participate in the exegesis, is to show the trajectory 
and potential of Adaptivism through its origins and future pathways. 

Chapter three examines a series of intersecting cultural theories of identity, 
otherness, wounded selfhood, creative inquiry, social reconciliation and social 
action theatre across five locations of theoretical discourse (listed p21). The chapter 
maps the interior ‘selves’ described in the autobiography across intuitive 
wanderings and theoretical engagements in order to identify the roots of 

                                                
4 In my previous occupation as a clinical hypnotherapist and counsellor I explored numerous concepts 
associated with the ecology of change. Enabling the paradigmatic analysis of social text, the ecology of 
change may be understood as the constitutive conditions in which a person strives for personal 
change. Typically it includes the direct influence of family, friends, colleagues as well as less-direct, 
but equally imposing cultural influences such as religion, politics, economics and ethnic identification. 
5 Social scripts, community narrative, postcolonial debate, collaborative discourse, cultural awareness. 
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Adaptivism and plot its trajectory as it emerges in practice, and ultimately yields 
theorisation in chapter five. Thus, chapter three shows preparation for reflexive 
community arts practice by defining two elements: the location/s of my 
autobiography in the theory, and methods of Adaptivism used in the creative 
practice of externalising selfhood in drama (Rain Painting).  

Chapter four is a case study of Rain Painting, and to a lesser degree, facets of 
Kicking the Can. The writing style of the case study conforms to more usual 
conventions of an exegesis in that it is largely procedural; a report of the production 
path of the films. The study provides practical evidence of the methods by which I 
propose to further develop my theory of Adaptivism.  

Although the medium used in my studio practice component is video, I 
sought to analyse the sociological and performative elements of the work rather 
than pursue research specific to film studies, (film genres, technical production 
methods and values, or comparative analyses of the work of other community 
filmmakers). The issues, concerns and interests arising, were, for me, intrinsically 
personal. I wanted to explore and comprehend the social implications of my own 
methods of creative engagement with other people as examined through the lens of 
Adaptivism. Aligned with Ruiz’s terms the ‘centring of the narrative’ (1998, p71), 
the case study examines the story of the film Rain Painting, describing studio 
methods, and utilising transcribed anchor quotes from the companion 
documentary Kicking the Can, (a film made during the production of Rain Painting 
to evaluate the project as a potential model in creative community development). 
 Standard techniques of interviewing, (such as the use of focus groups) were 
considered inappropriate methods to use with this particular group – instead, the 
framework of drama enabled me to collaborate on social and health issues without 
bringing direct focus to individuals. This method provided the ‘safety’ of fiction as 
a platform to address the participants’ own impressions and associations with 
issues of chroming without the risk of disclosure or informing on others. As a 
companion to the process, the documentary culturally and socially informed the 
drama through interviews with elders and health-workers in the community. This 
accompaniment also contextualised the community’s involvement as we travelled 
along the production path. Taking this cultural direction from a number of 
Mununjali elders, I was advised to avoid bringing direct focus upon young and 
vulnerable Mununjali individuals. General Manager of Mununjali Housing and 
Development, Brad Currie explained: 
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…the statutory systems that were there just weren’t helping. It was 
actually a domino effect where a person would be chroming, the police 
would come along, they’d get arrested, so that’s just another thing 
tagged upon that individual who had another issue to deal with. (2008) 
 
In making this stylistic decision I futher learned that cultural respect means 

being accepted by the participants and yet always remembering my place as an 
outsider, always recalling the colonial template that lurks in the background. It is 
the mutuality of trust that anchors much of what emerges in this qualitative work.  

The case study also describes how Kicking the Can, as a secondary project, 
provided technical production training opportunities for participants and enabled 
the gathering of audio/visual documentation of the experimental processes and 
outcomes of Rain Painting. Both films were launched in 2009 and continue to be 
exhibited in the public domain. As such, ethical clearance was not required to 
report on the research findings, due to all of the source material having existed in 
the public domain since mid 2009 (films, transcripts, stills and photographs). Rain 
Painting as a case study, then, is a contemporary model of shared creativity made 
by a diverse group of people mutually focused on personal success as well as 
positive community development.  
 Chapter five, Adaptivism, contextualises my studio practice methods 
principally within the field of Performance Studies by offering an analysis of what 
is externalised through creative embodiment and witnessed in the social context of 
the case study. Building on theoretical findings from the literature presented in 
chapter three, and contextualising my own, emerging ideas of reflexive Adaptivism 
as my original contribution, the chapter describes how the performed performative 
establishes a basis for social reconciliation. The word, ‘reconciliation’ is associated 
with constructing positive relations between Indigenous and non-Indigenous 
people with emphasis on achieving appropriate acknowledgment of governance 
injustices of the past. Reconciliation strives for national recognition of Australia’s 
Indigenous people within the constitution, with provision of equal opportunities 
for education, wages, health care and life expectancy. Although my occupation as a 
community filmmaker and director has largely been engaged in collaborative 
projects with Indigenous communities since 2005, the notion of social reconciliation 
within this exegesis promotes accessible pathways to positive social interaction and 
community engagement for all people, but particularly for marginalised people. 
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CHAPTER TWO - MY BODY OF EVIDENCE  
 
A moment replete with natural harmony makes us wish the seconds would 
expand. But it usually remains no more than a moment and a fleeting desire, 
because the restlessness once useful to the mind dominates us and causes us to 
roam. Contergan gives peace and sleep. This harmless medicine does not 
burden the liver metabolism, affects neither blood pressure nor circulation, and 
is well tolerated even by sensitive patients. Sleep and peace: Contergan, 
Contergan forte. (2013) 

 
 
2.1 The Physical  Journey from Wounded Identity to Creative Self 
 

In 1961 my fathers’ jazz combo was invited to perform as the resident band at 
the Magnolia Soda Fountain in Calcutta (now Kolkatta), and my parents moved to 
India. Experiencing severe nausea, my mother was prescribed a tranquiliser named 
Contergan, otherwise known as Thalidomide. My mother took one tablet on two 
separate occasions, and quickly decided that the intensely stupefying effect of the 
medication was as unpalatable as her morning sickness. She threw the rest of the 
prescription drug into the rubbish. Returning to Australia shortly before my birth 
in 1962, the prescribing doctor, the remaining tablets, the prescription and the 
dispensing pharmacy were left far behind. 

 
Entry Two 

The primary impact of the science experiment that was conducted on 
my foetal body significantly deformed both of my hands and feet. The 
secondary impact was that people’s responses to my deformities located 
me in a viciously maligned place during my childhood, youth and 
beyond. I was not especially physically restricted by any functional 
incapacity, it was the immutable social exclusions that caused my 
disabilities; prohibiting me from participating, forbidding me from 
fitting in, disallowing acceptance of me as ‘part of’ the whole.  
 
I was  
 
 kept  
 
  separate.  
 
Much of my childhood was spent learning how to adapt my body and mind 

in order to move towards greater functional independence. This research, however, 
is not about the historical and medical significance of the thalidomide story, nor is it 
a study of Indigenous people per se. It is my own experiences of being ‘marked’ and 
how I managed challenges that were causative agents and physical catalysts for a 
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dark horse philosophy to emerge, for the formation of my identity, and for the 
subsequent adaptive behaviours that drive my research inquiry.  

At the risk of making the broadest of sociological generalisations, (the 
dangerous, one-size-fits-all philosophy), I consider infancy to be the realm of the 
inestimable genius at work; the laboratory of unlimited imagination, wherein the 
burgeoning human is constantly devising, testing and refining new strategies and 
resources for learning to survive.  A very few of the infinite number of mechanical 
mysteries to be unravelled and mastered in early childhood are: to pick, hold, 
grasp, manipulate, recognise, communicate, balance and ambulate.  

An important task in developing both fine and gross motor skills is (ideally) 
to first observe the actions of others, and then to mimic their actions. It is through 
mimicry that the picking up of items, such as a spoon or pencil for example, 
registers in a child’s emerging repertoire of cognitive and motor skills, enabling the 
child to further explore by holding the item in a spooning or writing position. These 
holding skills are followed by more watching, after which the next stage of learning 
follows, wherein numerous methods are discovered for levering, balancing and 
applying a sort of guiding pressure to convey the laden spoon to the mouth, or to 
push or drag the point of the pencil with enough applied pressure to make a mark. 
These actions require neural and sensory awareness, muscle control, spatial 
capacity, self-awareness cognition, hand to eye co-ordination, applied logic and 
reasoning, recognition of successes and failures, frustration, reapplication, 
modification, pattern repetition and physical feedback (spills) and rewards such as 
the receiving of a mouthful of food or the creating of a pencil mark as evidence of 
the unfolding motor mastery.  

The anatomical equipment used by the people modeling such actions as 
spoon-feeding and pencil-scribbling was alien. Whereas they used a forefinger and 
thumb to pick up and hold a pencil in position, there was no forefinger on my right 
hand, (and I was definitely right hand inclined), so I just learned to pick up my 
pencil by arranging the grasping action to occur between my thumb and little 
finger. Holding a pencil in place for writing and drawing occured in the soft cleft 
between my thumb and the knuckle of my missing forefinger, (the tissue 
surrounding the knuckle developed a strong muscular pad and a sort of phantom 
forefinger sensitivity in order to guide and support a laden spoon or a pencil). This 
fleshy pad covering my knuckle also needed to develop much more sensitivity than 
is usually present at the base of fingers, where the skin on the palm side of the 
knuckle became ridged with similar whorls to the non-slip feature of finger tips, 
until there was a similar degree of friction and resistance there to prevent things 
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from slipping out of my grasp when moistures such as sweat, water or oily 
substances were present.  

Palm muscles also became highly developed, giving my hands a grasping 
power not typically seen in most women’s hands. The shape and size of my hands 
(palms to wrists) are very muscular and square, much like the size and shape of the 
hands of large men who regularly engage with manual tasks (building, farming, 
mechanics etc). My feet were also damaged, which meant I had fewer toes, and 
only the first phalange (and therefore no toe-nails) on the toes that survived.  

Near-toelessness caused my feet to be weakly ‘planted’ and subsequently my 
early patterns of walking and standing were uncoordinated and clumsy. I 
compensated far less for the deficiencies of my feet than my hands. Instead of 
adapting my feet, I found better balance by distorting my posture, tilting my hips to 
distribute my body weight further back on my heels. My ankles were weak and 
they easily twisted, or gave way suddenly when I was running or walking quickly. 
Being preoccupied with so many physical interpretations and response 
adjustments, it followed that I developed an insatiable curiosity for watching 
people perform the fascinating spectrum of bodily behaviours.  

My young mind was fully engaged with observing the modelling of physical 
actions and responding initially with an immediate translation into my own 
physical vocabulary until I learned to achieve rapid fluency in generating 
alternatives. Thus, the first five years of my life were richly occupied with solving 
body puzzles. Pre-school quickly revealed a very different set of challenges. Having 
been such a curious infant, I’d lived in a world where adults treated me with an 
extraordinary tenderness and spoke to me with encouraging ideas that inspired 
and motivated me to be all that I could possibly imagine myself to be. As soon as I 
entered school I abruptly discovered the savagery of children’s cruelty.  

 

Entry Three 
The barriers to my inclusion were borders I knew to be patrolled and 
reinforced with physical and psychological violence. As a coping 
mechanism, I strove to erase myself from ever being noticed by anyone 
in the world. I practiced imagining my whole self squeezing into the 
cracks in the concrete slabs of the pavement, or disappearing into the 
gaps between mortar and bricks. I could be utterly still and silent, and 
just observe people without being noticed - it was preferable to being in 
the centre of lunchtime spitting games, or the target of hurled 
foodstuffs, fingernails and fists. I entered a closet of isolation, and I 
locked it from inside.  
 
In kindergarten and in primary school, students were often instructed to hold 

hands with the other students. This hand holding occured when we were walking 
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in large groups with our teachers, on excursion outside of the school grounds, 
during dance and drama classes and also during other general activities when a 
large number of students were being supervised. Holding hands was an effective 
way of ‘locking’ students in a manageable chain for crowd control, it enabled 
teachers to quickly count heads, and to wrangle children into order. The 
‘everybody hold hands’ command always prompted an immediate rejection of me 
and my hands. People squealed and squirmed backwards to get away from me. I 
felt so embarrassed, as if I needed to disappear from the students, and also to hide 
my broken link from the teachers so they wouldn’t force students to touch me. 
Many times I had my little finger twisted or crushed by someone holding it – my 
‘normal’ little finger was the least amount of physical contact they could maintain 
and still appear to be holding my hand.  

Ashamed of my physical difference, I needed to discover how to respond to 
the constantly reinforced message that my body ‘marked’ me as an outcast in the 
playground. I struggled to comprehend all the violence and hatred directed at me. 
The shock of my encounters gradually compressed me into an armour-plated and 
anxious child of contracted emotional numbness, until I could shut down all 
feelings at-will, which in some ways created a pseudo-autism, or a social 
disconnection that I could employ whenever I encountered strong and 
overwhelming pain and other intensely confusing feelings. In response to the 
hostility, to the incomprehensible exclusion, my identity would suddenly break up 
and float away in pieces. Somehow I managed to express appropriate facial 
expressions and gestural shapes in response to the prompting of a teacher’s 
questions, yet, even if I appeared to meet other people’s social expectations, I was 
not at home.  

 

Entry Four 
Whilst various amounts of money were paid to the surviving Australian 
thalidomiders as compensation for their injuries by the distributor of 
the drug in Australia, I was excluded on the grounds that I’d been 
conceived in India, and my parents could not produce documentation, 
nor evidence of contact with the drug Contergen6.   
 

                                                
6Whilst thalidomide was commercially marketed in Australia as Distaval, it was sold in Europe and 
distributed in India as Contergan. It was however, the very same drug.  

 
‘Chemie Grünenthal launched Contergan/thalidomide as a sleeping pill on the German market 
on 1 October 1957. The active drug substance thalidomide was sold in a total of 46 countries. 
Other brand names were used in some cases’. (Sourced 28th February,2013 
http://www.contergan.grunenthal.info/grt-ctg/GRT-CTG/Die_Fakten/FAQ/152700081.jsp) 
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In hindsight, I find it remarkable that the children around me had scrutinised 
my hands and fingers in order to detect that my little fingers were acceptable, my 
right thumb was clearly a thumb, but that the rest of my hands were ‘off-limits’, as 
well as my feet. Such subtle distinctions showed me that their observations; their 
detailed assessments in regard to the ‘parts’ of me that were considered ‘normal’ 
and the parts of me that were considered defective had been conducted as some 
sort of reflexive, primal imperative. It was these subtle, tacit classifications of my 
differences that produced my liminality.  

As a result, I came to know that I could only inhabit a littoral location 
bordering two worlds, neither of them comfortable or very congruent to me. I was 
neither a ‘crippled7’ girl, nor considered ‘whole’. By the age of fourteen, I was 
classified and referred to by the thalidomide associations as a ‘non-genuine’ case. 
This ‘non-genuine’ status was a tipping point that triggered psychological 
fragmentation to abruptly surface in my developing personality; I decided that I 
didn’t exist or belong anywhere. I was fraudulent. 

In all of the fractured inner planes and exterior locations of abjection, I didn’t 
know where to be. I couldn’t understand how I should stand or sit, or how to make 
myself just ‘not be’ in all the places and locations that I was forced to co-habit with 
people who stamped and chanted for my obliteration. I was utterly confused by all 
the tension growing inside of me, and lost in the complexity of being ‘visibly 
invisible’.  

 
Entry Five 

Filtering my self through a prismatic kaleidoscope of identity pieces, 
there was no centrality, no core identity, I was a dust-mote, a drifting 
cloud of being-portions, observing life in tiny shards and fragments. I 
occupied my mind by tampering with a time distortion of my feelings 
so I could feel safe and in control. I packed my feelings into zip-lock 
bags and hid them in the numbed, blank interior of a frozen zone. 
 
The shattering of my personality also created many useful characters or  parts 

who handled most of my complicated social and emotional challenges by 
pretending that I didn’t care, by feigning disinterest, by hiding my distress. Yet, I 
was also labeled a dreamer because people would often catch me staring deeply 
into nothing. I harbored a masked watcher within, a record keeper of all my 
journeys, and the watcher, my observer self, was always a silent witness.  
 
                                                
7 In the sixties and seventies, generally people didn’t say ‘disabled’ in Australia; the words ‘crippled’ 
or ‘handicapped’ were applied to describe people experiencing physical challenges, yet these words 
usually implied the use of a wheelchair or crutches.  
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2.2 Compensation and Over-Compensation 
 

Much of my childhood and youth was spent exploring performance through 
the multitudinous doorways of my father’s professional music career. Doing his 
level best to impart some musical knowledge into my life education, my father 
believed the creative discipline would equip me with vital resources to develop 
strength, balance and ultimately boost my self-confidence. I attended dancing 
school, took private singing lessons and joined a drama class. An electric bass 
appeared on my fourteenth birthday and my father arranged for me to have music 
lessons with the very best bassists from the jazz and orchestral community of 
musicians in Sydney during the seventies and the eighties.  

Attending so many performing arts lessons, I was also expected to perform; 
in ballet eisteddfods, concerts, pantomimes, music theatre, pit orchestras, live 
television, and on tour. When learning to play the electric bass, I had to ‘lug’ a very 
heavy amplifier and my bass guitar on and off the bus to my weekly music lessons 
across town. These physical activities improved my core physical strength and my 
determination as well as earned me some pretty impressive blisters. The singing 
and acting classes were encouraged as methods of boosting my confidence and 
providing me with more ways to evolve beyond the wounded identity that was 
reinforced daily at school. Agitating against the demands of so much creative 
discipline, I found rebellious joy and independent forms of self expression. One 
Saturday, I made a defiant choice to skip ballet and instead, take myself to the 
beach and buy hot chips with my pocket money. Sitting on the stone wall at 
Coogee Beach at age nine, staring out to sea, imagining all the perfect princesses 
lined up in readiness for the staccato clap of ‘five, six, seven, eight’, I smiled. My 
freedom too was assured by my isolation. No one had noticed me leave in the 
middle of our dance class. I reasoned, if I couldn’t overcome the ballet academy’s 
rigid ruling barring me from examination due to the unsavory aesthetic of my 
hands, then ‘fuck ‘em’, I’d rather feed seagulls and watch the waves.  

This new and intriguingly open road of rebellion offered so many exciting 
opportunities to go my own way, that I found I could just suddenly stop running 
and walk away from the 800 metre sprint at Little Athletics. I strolled across the oval 
at a leisurely pace, much to the chagrin of my father. His admonishment ‘you’re 
such a dreamer’ seemed to imply that dreaming was a bad thing, that it was 
somehow a character flaw to want to dream… to imagine, to fly free from 
expectations. Dreaming had played no part in my choice to walk, my clunking 
ankles had hurt, and I just didn’t want to run. I began to experiment with the 
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shifting boundaries of my identity, beginning to recognise a new quality in 
difference. I could forge my own path, set my own pace, decide on my own 
methods and avoid all the crush. There were benefits and loop-holes to be 
explored. I began to write: poetry, journals, scripts, short stories and lyrics.  

My observer self, the inner witness, (performing as the forward scout of all 
impending troubles), had become so accustomed to listening for social subtexts 
and reading the subtle nuances in people’s facial expressions; from the slightest 
indication of tension, to colour changes (blushes and blanches) and the multi-toned 
accents and dialects of people’s body language, that a repertoire of characters 
emerged in my writing as an embodied vocabulary of archetypes. I crafted stories 
about fragments of my identity interacting through dialogical relations and 
plotlines. I wrote a series of plays for independent theatre and film, and I began 
directing. I’d noticed a curious glow of different light playing at the very edges of 
the proscenium, it was muted, gentle and provided a perfect quality of 
illumination for narrative mysteries to unfold, for a world of social complexity to 
seduce and intrigue audiences. I saw a playground of possibilities upon which all 
manner of shadowy selves might venture out to play.   

 

Entry Six 
 
Angus Who are you? 
 
Karla I’m a witness, …a scribe, some sort of porter, and you? 
 
Angus I bear her scars. (pointing at Annabel) 
 
Eamon Why am I here? What the hell is this? 
 
Karla Are you afraid to die? 
 
Angus No. Death Is everywhere and I shiver in anticipation.  
 
Gloria Shhh! This is a birth. Quiet yourselves and observe the cutting of  
 these cords, for all of yours are about to fall away in blinding, 
 catastrophic arcs of roaring radiance. 
 
Karla What’s the purpose of all this? Why make others witness this 
 strange inner turbulence? I feel so disconnected. 
 
Gloria Everything is nothing and we are walking towards a dawn. Each 
 story is unfolding, rolling, gathering speed and we contain small 
 truths and symbols of every human story, we are fragments of 
 every child ever born and lost.  
 
Angus Am I just a play on words? 
 
Eamon Hurry now, she is ready. 
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Annabel I fell apart. The stabbing pieces pretended to glue together... 
 
Gloria I wanted to fly but it can’t happen here. 
    
Eamon I’m just too heavy from the mould that clings to me. 
 
Gloria Where are my wings? 
 
Angus You’re such dreamers. Don’t be afraid in this crouching tunnel of 
 wrongness. 
 
Karla Why is everybody smiling and buying more destruction? 
 
Annabel Wake Up! I want to hate you.   
 

(excerpted from Rattle the Gourd, 2004) 
 
2.3 Introducing a Reflexive Concept of Adaptivism 

 

In considering psychological trauma and particularly social exclusion, I have 
often wondered why some people bend and flex through passages of conflict, 
whilst others break? Is psychological pliancy an innate quality within some, or are 
there explicit external conditions required to support and enable individuals to 
survive, heal and socially reconcile once they have moved through difficult 
challenges? Are such skills endogenous or acquired? In response to many 
condescending exclamations of ‘goodness, aren’t you a clever/talented/capable 
girl?’ etc, I began to refer to myself as adaptive. I considered ‘Adaptivism’ to be the 
creative utilisation of resources based on immediate needs and availabilities. It was a 
purposeful way of decreasing the ‘sting’ of patronising comments and a way of 
defining my own status. Reflecting on the circumstances of my ability to adapt, I 
recognise that much of my adaptive learning was initiated by necessity. It was the 
physical and intellectual blending of adaptive skills that enabled me to overcome 
physical, mental and emotional challenges. For me, physical Adaptivism was easy, 
intellectual Adaptivism tougher, and emotional Adaptivism profoundly 
challenging. Observing other thalidomide affected children adapting their feet to 
become their hands, legs to arms; I discovered we were each learning to ‘make do’ 
by carrying all manner of objects between whatever thumbs, little fingers, 
foreshortened arms and legs we had ‘on-hand’. Sometimes, the ease with which we 
adapted our physical forms was both remarkable and grotesque to me. In my eyes, 
we were simultaneously wonderful and terrible creatures to behold. 

In my late teens and throughout my twenties, I played the electric bass; 
initially in professional jazz bands and pit orchestras for live music theatre, later 
joining several touring rock bands. Although the creative occupation was 
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exhilarating, there were also times that I needed to augment my income with part-
time employment working as a centre-based youth worker. Finding employment 
with several community organisations and municipal councils, I was engaged to 
support marginalised teenagers and young adults through a range of creative 
programs that I devised and facilitated. My clients, the program participants, 
demographically ranged from early school leavers, to young adults with drug and 
alcohol problems, homeless youth (street kids) in short-term crisis accommodation, 
young adults dealing with mental health challenges and unemployed people 
seeking job-training skills. Within all of those various community support settings I 
was exposed to a very broad spectrum of problems faced by disadvantaged people. 
 The amalgamation of my two occupations; music performance and 
community youth support, provided a unique opportunity for me to discover some 
very direct benefits of creative expression - for individuals, and, as an indirect by-
product, - for communities. The emotional release that came from performing 
regularly in bands was extremely beneficial to me. The stored and embodied 
tension of crisis-working through so many troubling issues found its channel, for 
me, through the physical action of creative expression. Performance allowed me to 
discharge the negative energy of the crises I was responding to as a youth worker: - 
the various needs of heroin users, young male prostitutes dying of aids, homeless 
kids struggling to manage various bipolar and schizophrenic disorders, sexually 
abused women and alcoholic street kids. All of it disturbed me greatly, producing 
an overwhelming build-up of frustration and deep sorrow. My ‘rage’ infused my 
creativity with a dark narrative that pushed me to the outer limits of my own 
otherness through numerous experiments in performance. I began to realise that all 
of the mechanical problem-solving tasks of my childhood had produced in me a 
compulsion for problem-solving. Some of the problem-solving benefits were not 
always immediately evident to me, and in many cases did not reveal their value 
until I was finally capable of emotionally reframing my own assumed limitations. 
Doing so enabled me to utilise a range of underlying strategies and resources that I 
had accumulated in constructive ways that I could comfortably share with others.  

In my late thirties, I started an independent, experimental theatre group in 
the remote village where I lived8. The creative success9 of various plays and small 
community film productions enabled me to collaborate with creative people from 

                                                
8 The village of Mt Nebo is located in a national park of 28,000 hectares of forest in the D’Aguilar 
mountain range, northwest of Brisbane. The mountain villages of Mt Nebo and Mt Glorious are 
separated by 10 kilometres and are both home to approximately 450 people in each village. 
 

9 Creative success:- defined as a positive reception from a play’s audience/s, as well as the personal 
and creative satisfaction of the company, rather than commercial success, measured by financial gain.  
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neighbouring communities; attracting other artists (dancers, musicians, visual 
artists etc) who lived in and around my village. Exploring further afield, I devised 
a multi-arts community project titled Belongings, and was awarded a regional arts 
development grant in 2005 to realise the project. An important step on my path of 
creative research, the Belongings project opened a vista of new inter-cultural 
possibilities. I began to examine numerous dialogical interstices through a set of 
questions that I posed to a large cross-section of participants. The questions sought 
to capture a variety of reflections on culturally constitutive components of 
identities, and how cultural definitions influence and infuse everyday lives in 
meaningful ways. The Belongings participants were highly various by their own 
cultural identifications. I interviewed a lesbian witch; high priestess of a large 
wiccan coven who was also an academic and a high ranking public servant. I 
interviewed a hearing woman who was a leading Auslan translator in Australia, I 
interviewed ten neighbours in my village who were immigrants to Australia from 
Holland, Papua New Guinea, Italy, El Salvador and Germany. I interviewed a 
professional mime artist and a Maori woman who’d spent many years working as 
a dominatrix prostitute and had more recently converted to the Baha’i faith. I 
wanted to show that even within the smallest communities, we are so culturally 
diverse. At the completion of the Belongings project, I was invited by an arts and 
disability organisation to produce a funded documentary about multi-ethnic 
Muslim women artists living in Brisbane. I began to meet many more multi-artists; 
some experiencing disability and a large group of Indigenous people from all over 
Queensland, Torres Strait and New South Wales. It was the close-knit Indigenous 
community of North West Brisbane that irrevocably changed the direction of my 
creative lens. Engaged by the community organisation to provide arts education to 
young people deemed to be ‘at-risk’, I was subsequently approached by other 
Aboriginal and Torres Strait Islander artists and community organisations and 
invited to produce, in collaboration, a number of community films. Quite 
suddenly, I was fully occupied as a community filmmaker collaborating with 
members of the Indigenous community of Queensland.  

Venturing into many small communities, I met with and interviewed many 
disadvantaged and marginalised people and I discovered a world of enduring 
survivors. I quickly came to recognise a deeply stressful sort of fatigue that settles 
in places where cultural deficits exist. Inadequate supplies of money, social 
support, educational resources, agency, opportunity and creative capital can 
produce a troubling paradigm of resilience (Deveson, 2004) to surface.   
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As a marginalised person, and as a filmmaker, I have noticed widespread 
adoption of resilience as a ‘buzz’ word derived from a medical construct that 
encourages individuals, societies and institutions to eliminate suffering by 
diminishing, dismissing and even denying the impact of adversity. Personally 
encountering resilience as an assumptive imposition, and professionally observing 
sub-cultures of resilience within marginalised communities, I assert that the 
advocacy of resilience is a form of social manipulation used to promote ‘stiff upper 
lips’, whether or not the wounded are even capable of (re)entering systemic 
engagement with ‘normalcy’. Further, I argue that it is vital to ask, (and deeply ask) 
‘who benefits from the public expression of resilience?’ Considered ‘resilient’, I 
have felt pressured by a subtle, yet pervasive expectation to demonstrate stoicism 
and to model inspiring feats of my resilience. My stubborn resistance to the 
implicit compliance that resilience imposes, interprets and challenges the sub-text 
of resilience as a ‘yielding to’ for the ‘greater good’.  

This form of cultural obedience is a ‘yielding to’ that submits, giving way to 
social expectations and economic imperatives in order to be productive, to 
contribute taxes and to stride, however painfully, unassisted. Beyond these 
subjectively personal reflections, I encourage the voices of ‘resilients’ to enter the 
scholarly debates, firstly, to investigate the transgressive potential of scientific 
‘models of resilience’ (Luthar, Cicchetti & Becker, 2000) and secondly, to offer 
alternative discourses on the potentially silencing function of resilience. Resilience 
research is most commonly located in the academic field of psychology. 
Accordingly, this exegesis cannot encompass the breadth of research required in 
attempting critical engagement with the scholarly debates at this time. It is relevant 
however, to flag an awareness of recent publications by key authors10 in the field 
for further investigation. 

In my opinion, resilience does not address, nor alter the exclusion and the 
isolating conditions of marginalisation. In a wounded state of identity, the 
psychological cost of subversively encoded public pressure encroaches as a subtle, 
yet menacing form of social control. Resiliency, as a character trait, merely serves to 
prompt; it is a cue for ‘worthy’ people to cope, conform and contribute; to rapidly 
assume a tidy countenance of ‘normalcy’, and above all else, be economically 
                                                
10 1. Wilkes G, editor. Special Issue. A Second Generation of Resilience Research. Journal of Clinical 
Psychology. 2002;58:229–321, 2. Gray MJ, editor. Special Issue. Risk and Resiliency Following Trauma 
and Traumatic Loss. Journal of Loss and Trauma. 2004;9:1–111, 3. Johnson J, Wiechelt S, editors. 
Special Issue. Resilience. Substance Use& Misuse. 2004;39:657–854, 4. Janssen M, Ostrom E, editors. 
Special Issue. Resilience, vulnerability, and adaptation: A cross-cutting theme of the International 
Human Dimensions Programme on Global Environmental Change. Global Environmental Change. 
2006;16:235–316, 5. Richardson G E. The Metatheory of Resilience and Resiliency. Journal of Clinical 
Psychology. 2002;58:307–321. 
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productive. Performance, on the other hand, automatically and unconditionally 
invites free expression of the ‘troubled’ story. Improvised performance brings 
meaningful release of the performer’s inner stress in the formulation of figurative 
or symbolic narratives of trauma; it speaks to, and of pain.  

A commonly used performance technique in actor training is known as 
mirroring. I first used mirroring as a survival strategy. Mirroring my peers at 
school enabled me to ‘fit in’ as best I could, by reflecting back recognisable cultural 
cues such as clothing, hairstyles, vocal patterns, gestures and postures. Mimicking 
the behaviour patterns and reflexive responses of others enabled me to ‘vanish’ 
and avoid being singled out for ridicule. Alternatively, whenever I desired 
visibility, I would simply ‘break pattern’, and speak, behave, move and gesture 
from my own, somewhat fragmented vocabulary. My observer self monitored the 
reactions and responses of others, determining social boundaries and safety zones. 
I wandered along the social fringes and corridors of visibility in order to navigate 
the turbulent, outer limits of my liminality. In doing so, I learned to ‘shape-shift’ 
from one state to another; visible/invisible, and this skill has served me very well. 
As a by-product of mirroring, I discovered the extraordinary power of humour, 
and ‘the clown’ archetype became one of my best shields in protecting me from 
humiliation. I readily poked fun at myself, yet in doing so, I took full control of the 
focus and duration of the joke. I began to savage those who attempted to capitalise 
at my expense by becoming cutting and funny.    

Mirroring is also effective in engaging new students and actors in first 
encounters. I often ‘play’ Dark Horse; entering a classroom or rehearsal space for a 
first meeting as a ‘befuddled crone’; appearing in a dishevelled, confused state. 
This theatre game allows me time and space to read my audience/class/actors. 
Stringing the game along, I become increasingly flustered, drop my papers, sigh, 
shuffle around and appear dazed. Building tension in the room, I pounce; changing 
state in some unfathomable and unpredictable way, mirroring my ‘captives’ 
through absurd forms of humour, or through feedback delivered via analytical 
observations made about the class/cast. An other skill I picked up in childhood is 
the ability to quickly memorise the names of a room full of new faces. This skill 
supports my state change by enabling me to drop the ‘crone’ and speak with the 
cultural authority of a director – personally addressing the group, I feed back my 
own first impressions of their hidden strengths in affirmative ways. In this way, I 
‘show’ my unusual self, and I demonstrate that my participation in their creative 
learning is all about them.  
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My ‘theatre of Adaptivism’ utilises an in-built paradox of fairytale and 
pantomime; that if a glorious queen arrives early in the story, she will undoubtedly 
die, or be revealed as a wicked witch glamoured by disguise. Conversely, if a hag 
appears, she will likely be discovered as a ‘fair maid’ trapped under an evil spell 
until, with the courageous assistance of others, she is finally freed and restored to 
winsome loveliness. In portraying the archetypal latter, I enlist the help of ‘my’ 
benevolent students/actors to free me from my oppressions (few resources, limited 
time, untrained performers, no budget… a hit and run theatre of limited means). I 
explain that it is only through their willing commitment, personal investment and 
creative transformation that we may generate a prosperity of expression. I point 
out that it is the tale of transformation that we have mutually agreed to enact. It is 
through the strength of our collaborative ‘pact’ that I may be freed. The template of 
this script is pre-embedded; it is a narrative convention that exists in the traditional 
folk stories of so many cultures. It is a universal story of struggle, entrapment, 
illusion and power – in it’s ‘centres and peripheries’ (Probyn, 1996), it is 
underscored by the universal hero’s/heroine’s quest to overcome the darkness.  
 
2.4 The Vanishing Point 

 
As a person born with physical attributes that constructed a sense of 

marginalised identity, I sought my ‘own truth’ and then sought to formalise it in 
my work as well as theorise it in the exegesis. Philosophically I acknowledge that 
there have been, in equal measure, social challenges and privileges that ensued 
from my own particular location of otherness. Social exclusion and self-imposed 
seclusion, whilst frequently causing isolating conditions of alienation, also offered 
substantial opportunities for self-initiation through deliberate and intentional 
liminality. My solitude was a sanctuary of healing that offered me an uncluttered 
space and time for self-reflection and personal growth through measured steps. 
The constructive nature of my liminal aesthetic space enabled me to perform an 
intuitive ritual of creative self-initiation that potently blended my imagination 
(mysticism) with my corporeal needs (survival).  

The constancy of creative expression through writing, composing, painting, 
directing, performing and filmmaking compelled my wounded identity towards a 
longed-for state of internal cohesion in order to commence a journey towards social 
reconciliation. At each stage of my creative development as an artist, I have 
doggedly pursued an other’s path; seeking alternative routes, avoiding and 
neglecting mainstream explorations of formal technique, method, exhibition and 
style. Was I afraid of rejection? Definitely.  
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In all of my considerations for writing funding applications and seeking co-
production partners, I have first and foremost looked outside the conventional 
field of mainstream film and theatre production finance, instead pitching my social 
action project ideas to corporate organisations, to local and state government 
organisations, and to communities. I wanted an independent lens for recording my 
own sense of narrative drama, to ‘raise story’ in my style of filmmaking. I elected to 
investigate the creative freedom I sought in unfunded film and theatre projects, 
motivated to pursue and fulfill my own creative instincts, and to hold to that vision 
without superimposition or compromise. I sought connection with marginalised 
others, with untrained actors, with hidden talent, with all the humble richness of 
the deeply unknown, the invisible.  

Asserting that art is self-textual; that ‘all art is autobiographical’ (Willems, 
2006), I argue that creative expressions are coping mechanisms for life; self-
protective resources that encrypt the self so that the vulnerable or wounded 
identity is made safe from personal attack, from social rejection, brutality and 
hostility. Art may be judged, critiqued, loathed, copied and sold, but as an external 
representation of the self, it is resolved, let go, reconciled. It is no longer the artist’s 
inner child. It is an identity fragment set free. 

Perhaps my othered body was only a book; a tense, personal account of 
battles waged between an exterior world of impending perils and a reluctant, 
interior witness. As narrator, I sifted through the meta filters of my core values, my 
hidden beliefs and self-cognitions, struggling to read between such scribbled lines, 
trawling through bent pages and highlighted notes. Tracking the plot, I selectively 
moved towards the apex of a story that speaks of transformation, all the while 
journeying away from ancient pain. It is here, now, at this new fulcrum of 
possibilities that I depart from the mirror of being both text and translator…   
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CHAPTER THREE – MAPPING THE FIELDS: Preparing for Reflexivity 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Figure 1. Theoretical fields of inquiry and key authors/practitioners examined in this exegesis. This 
exposed interest graph was created in Pearltrees – an open source, visual and collaborative curation 
application for developing organised graphs from active urls.  
 



 

 
 

46 

3.1 A Theoretical Conversation: Developing a Framework 
 

 Philosophers, Gilles Deleuze and Félix Guattari refer to the rhizome as a 
metaphor for ideas that evolve in non-linear configurations. They write: 

 
the rhizome presents history and culture as a map or wide array of 
attractions and influences with no specific origin or genesis, for a 
'rhizome has no beginning or end; it is always in the middle, between 
things, interbeing, intermezzo.' (1987, p25) 
 
Rhizomes, such as orchids and ginger, are a mass of roots that grow in all 

directions, simultaneously sending out shoots from nodes that grow 
perpendicularly to the force of gravity. Even when split into portions, each new 
portion continues to grow, sending shoots upwards, propagating and generating 
multiple new sites of development. Similarly, Deleuze and Guattari metaphorically 
describe an organic, natural progression of research, theory and ideas as non-
hierarchical processes that grow upwards from subterranean locations. Research, 
exploring the depths of an intellectual terrain, generates the philosophical 
momentum for new ideas to ‘sprout’; raising tendrils of new thought above the 
surface of that which remains unseen. The rhizome is also emblematic of a 
community’s unique processes of development. In this analogy, communities too, 
may be seen as an organism comprised of buds, nodes and roots that form 
entanglements, develop new structures in multiplicities, blend in collective 
configurations and social subsets, each portion reflective of the greater, or, whole 
organism. The scholarly trajectory of the emerging theory of Adaptivism is also 
rhizomatic in that, stemming from a multi-disciplinary body of research, it 
simultaneously moves towards numerous locations of cultural inquiry, including 
its own reflective past. Each ‘nodal point’ of reference stimulates new sites for 
growth, collectively achieving reflexive, theoretical engagement.  

Reinforcing previous assertions made in the introduction of this exegesis, 
Adaptivism emerges from marginal spaces; growing, just as Deleuze and Guattari 
assert ‘between things, interbeing’. It is this ‘intermezzo’ status that allows 
marginalised identity to test and deploy Adaptivism, and in so doing, discover a 
new location for the establishment of inter-cultural equilibrium and social 
reconciliation. Accordingly, what follows is a dialogical investigation of rhizomatic 
'connections between semiotic chains, organizations of power, and circumstances 
relative to the arts, sciences, and social struggles' (Deleuze and Guattari, 1987, p7). 
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Sustained contemplation of the stimulus question - how do creative expressions 
benefit individuals and communities? reveals that the question itself needs to be 
broken down in order to be fully understood: what is community? - what are creative 
expressions? - how are such benefits registered and assessed? – what are the leading 
discipline/s within which Adaptivism, as a creative expression of identity in community, 
finds its home?  

Subsequently, many more questions arise in the establishment of a 
methodological approach to the question; qualitative or quantitative analysis? – what 
and where is the location of the leading discipline/s? – what are the theoretical bases for 
epistomological or ontological evaluation? The wide scope of the inquiry contains an 
intricate assortment of interdisciplinary themes, however it also appears that the 
research coalesces best with Richard Schechner’s codification of Performance 
Studies.  

Elucidating the social action capacity of Performance Studies, Schechner 
asserts that it ‘borrows from, steals, adapts, and makes use of’  including ‘the social 
and biological sciences, history, gender studies, psychoanalysis, social theory, 
critical race studies, game theory, economics, popular culture studies, theatre, 
dance, film and media studies’ (Can We Be The (New) Third World? 2013). Currently, 
Adaptivism can be intuitively located in the field of Perfomance Studies. The goal 
of this chapter, however, is to more securely locate Adaptivism in theoretical fields 
that support its dialogical character and the reflexivity that it already embodies. It 
is therefore necessary to examine more closely: 

 

• broad foundations for reflexivity through performance  

• performance, not only as performance but performative ritual 

• aims of the performative ritual as the constitution of new subjects 
 

 The major fields of inquiry investigated, though not equally, are therefore: 
Performance Studies (Phelan and Schechner) as the current ‘parent’ discipline and 
various positionings of Adaptivism across or alongside Disability Studies, Social 
Action Theatre (Boal), Performativity, Affect Theory and Anthropology.  
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3.2 Transposition and the reLocating of Adaptivism 
 

A dark horse which had never been thought of, […] rushed past the 
grandstand in sweeping triumph. (Disraeli, 1831) 
 
The dark horse archetype first appeared in Benjamin Disraeli’s novel, The 

Young Duke in 1831. Long since incorporated into English language as a colloquial 
metaphor for ‘the mysterious person’, and unexpected triumphs arising from 
previously unknown strengths and abilities, the dark horse is generally imagined 
as arriving from origins beyond the conventional sphere. Culturally, the dark horse 
is frequently portrayed as the ‘underdog’, a socially disadvantaged character who 
overcomes all odds to triumph in ways that arouse the admiration of the masses. 
As previously explained in chapter one, the dark horse is positioned in this 

research as a symbolic representation11 of marginalised identity. The Rousing of the 
dark horse describes creative practice methods used to support the transcendance 
of personal and social oppressions in unique and unexpected ways. Iconically, 
Disraeli’s dark horse triumphantly delivers a paradigmatic change that also 
accords with Probyn’s desire for ‘outsiders’ to experience ‘belonging heard not in 
the pleas for recognition uttered from the sidelines…but enunciated in such a way 
as to fundamentally rearrange the placement of power, centres and peripheries’ 
(1996, p29). Investigating the feasibility of a social change championed by an 
archetype of mystery and even of invisibility, I now turn to the writing of feminist 
author and performance studies scholar, Peggy Phelan.  

As one of the founders of Performance Studies International, (in company 
with Richard Schechner), Phelan was chair of New York University's Department 
of Performance Studies from 1993 to 1996. In support of my intention to situate 
Adaptivism within the field of Performance Studies, Phelan’s writing features in 
several sections throughout this chapter. In her 1993 book Unmarked, The Politics of 
Performance, Phelan is largely concerned with analysing and ‘marking the limit of 
the image in the political field of the sexual and racial other’ (p141). Phelan 
criticises the impact of ‘visibility politics’ upon marginalised individuals and 
communities, or as Phelan describes, the ‘under-represented’ (1993, p154).  She 
writes: ‘[b]y locating a subject in what cannot be reproduced within the ideology of 
the visible, I am attempting to revalue a belief in the subjectivity and identity 
which is not visibly representable’ (1993, p141). Challenging an ‘understanding of 
                                                
11 dark horse noun - a person (such as a politician), animal, or thing that competes in a race or other 
contest and is not expected to win. Also - a person who has interesting qualities or abilities that most 
people do not know about. http://www.merriam-webster.com/dictionary/dark%20horse 
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the relationship between visibility, power, identity and liberation’ (p141), Phelan 
refutes entrenched political beliefs that assume marginalised people require, or 
necessarily seek greater representational visibility in order to overcome 
disenfranchisement. As well, Phelan argues the political ‘left’ strives to increase the 
visibility of marginalised people through awareness raising campaigns, whereas 
the conservative ‘right’ limits and denies visibility to every other ‘outside’ the 
exclusivity of the elite clique. Drawing upon Lacanian psychoanalysis, Phelan 
argues that both the left and right sides of politics assume that visibility is power; a 
social and cultural commodity required by all, and particularly by those who 
apparently languish unnoticed at the margins. Asserting that increased 
representational visibility may in fact, be neither desired nor sought by the other, 
Phelan challenges the capacity of representation to stand for ‘the real’. She states: 
‘[w]ithin the diverse genre of autobiography the real is considered the motivation 
for self-representation’ (1993, p168). This statement rejects the hyper-rational 
detachment of post-structuralism in preference for the desire to explore subjective 
authenticity through the self-representational capacity of art.  

Citing Butler’s argument that ‘the real is positioned both before and after its 
representation; and representation becomes a moment of the reproduction and 
consolidation of the real’ (1993, p165), Phelan recognises the Möbius strip paradox 
of the real as it is ‘read through representation, and representation [as] is read 
through the real’. Phelan’s discourse of visibility politics, particularly as it relates to 
art and to the other, resists the fixity of representation, instead inviting ‘negotiation 
with the limitations of the representational possibilities’ (1993, p165). In line with 
Phelan’s assertions, I would add that the liminal zone of the marginalised identity 
is frequently demarcated by invisible barriers to social inclusion, just as, 
simultaneously the isolation is reinforced by the excruciating visibility of exclusion.  

Explicating a theory known as general semantics, philosopher and scientist 
Alfred Korzybski argues that human beings may only know the world through 
their own unique, inner abstractions. Korzybski theorises that the human being’s 
perception of reality is entirely shaped by the nervous system and the structure of 
language. His famous dictum ‘[t]he map is not the territory’ philosophically 
underscores both Butler’s and Phelan’s questioning of reality and representation, 
each author examining constitutive constituents of self in relation to its 
representational other (and in relation to each scholar’s own disciplinary 
perspective). My purpose in probing the dichotomous tensions that exist between 
the real and representational, between visible and invisible, in the gaps between 
literal and abstracted, is to interrogate and map critical intersections that support 
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the contextualisation of Adaptivism. As will be explored, Adaptivism performs as 
a translator for selves that dwell ‘in-between’; between culturally finite definitions 
of self, between whole and broken, between able and unable, between capable and 
restricted, between ‘real’ and representational.  

Reflecting on the establishing grounds of Phelan’s book Unmarked, especially 
from the perspective of a marginalised other and performer, the recognition arises 
that performance may, in fact, be entirely; exclusively framed as personally altering 
and therapeutic action. Phelan’s rejection of ‘visibility’ as the panacea for 
marginalisation brings the realisation that each performer’s relationship to their 
own art is ‘the real’; irrespective of the audience and its applause. By exposing the 
social ‘wires’ of visibility politics, Phelan reveals autobiography as a potential 
sanctuary for artists who choose to express themselves through writing whilst 
maintaining a screen of self around the performance of creative representation. 
Thus, Phelan offers a very ‘real’ choice for artists who acknowledge that ‘front and 
centre’ may not necessarily suit the needs of every dark horse.  

  

3.3 Disability and Other Perspectives  
 
Syndicated into my research investigations of creative representations of 

identity binaries; those of ‘normal’ and ‘other’, is the ‘cultural imaginary of 
disability’ (Mitchell & Snyder, 2006, pix), which may broadly be contextualised as a 
tacit elimination of the liminal. This is cultural silencing that performs social 
erasure; the averted gaze that denies normalised representations of characters with 
disabilities in mainstream media, films and theatre productions. Many mainstream 
actors typically win acclaim as well as industry awards for performing ‘realistic’ 
depictions of people experiencing disabilities12; representing disability in roles that 
come to symbolise ‘worthy’, dramatic themes of struggle, oppression, deviance and 
disadvantage. Rare is it to encounter a pivotal or leading cast member (film or 
theatre) who also happens to be on wheels. In any case, an introduction to 
Adaptivism necessitates an examination of the recently emerged field of Critical 
Disability Studies, if only to understand and perhaps negotiate new territory for 
interstitiality. The following section reports on preliminary readings of disability 
literature, engaging major themes debated over a period of twenty years. 

                                                
4 For example: Charles Laughton, The Hunchback of Notre Dame, 1939, Patty Duke, The Miracle Worker, 
1962, Jayne Wyman, Johnny Belinda, 1948, Joanne Woodward, The Three Faces of Eve, 1957, Sally Field, 
Sybil, 1976, Dustin Hoffman, Rain Man, 1988, Tom Cruise, and Jon Voight, Born on the Fourth of July, 
1989, Daniel Day-Lewis, My Left Foot, 1989 Tom Hanks, Forrest Gump, 1994, Geoffrey Rush, Shine, 1996, 
Angelina Jolie, Girl Interrupted, 1999 and Sean Penn, I am Sam, 2001. (accessed 19th May 2013 
http://everything2.com/title/Winning+Oscars+by+playing+characters+with+disabilities) 
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Many writers in the vanguard of Disability discourse challenge ‘distinctions 
between impairment and disability’ (Tremain, 2005, p9) as the ‘imposed’ or 
additional burdens that construct a restricted identity based on medical and social 
definitions that measure and assess disadvantage. The literature describes such 
distinctions as applied models which compound people’s struggles and prohibit 
social participation, thereby causing, or futher exacerbating social exclusion. 
Disability Studies speaks not only to those who identify, but to every human being: 
those experiencing permanent or temporary illness or disease, those in recovery 
from accidents, and all who face the inevitability of age-related problems. Disability 
is everybody’s business. As a relatively new field of debate, the literature contains 
much that triggers consternation and acrimony, all of which fuels social change. 
Subsequently, the field remains ‘green’ with trepidation, volatility and the 
vulnerability of critical voices seeking to explore the personal and the political 
frontiers of disability, and disability representation. Kenny Fries in Couser writes 
‘…after centuries of being stared at, today “writers with disabilities […] are staring 
back”’ (2002, p9) which speaks to a major divide in the discourses: the argument for 
and against the subjective voice of scholarship. 

Lennard Davis (2002, p13) argues that ‘essentialists’ were ‘simple-minded’ 
enough to imagine (and propose) that ‘identity was tied to the body, written on the 
body’. Yet, in considering a post-structural alternative, he has to ask ‘If all identities 
are socially constructed or performative, is there a core identity there, is there a 
there?’ Davis’s fraught position potentially displaces the body from its own roots in 
felt sensations of comfort and discomfort, of ease and struggle.  

Bill Hughes (in Tremain, 2005, p9) describes Foucault’s ‘declaration of the 
“death” of the meaning-giving subject’ as a rejection of ‘corporeality’ as a 
posthumanist perspective that denies the subjectivity of a phenomenological 
perspective that shows ‘disability oppression is embodied and lived’. He argues 
that Foucault’s repudiation of the ‘body-as-subject’ also renounces its power as ‘an 
agent of self- and social transformation’.  

Although Michel Foucault’s work holds profound sociological importance, 
and his legacy impinges upon many of the intellectual and philosophical questions 
that arise in my research, I am neither a student of Foucault’s work, nor is there 
scope to immerse in Foucauldian analysis here. It is, however relevant to my 
investigation to observe the vibrancy of Foucauldian thinking. Foucault’s personal 
desire for liberation from the body parallels his rejection of social contracts as 
“writer”, “philosopher” “historian” (Foucault cited in Martin, Gutman, Hutton, 
1988, p9)  which confirm his comments ‘I don’t feel it is necessary to know exactly 



 

 
 

52 

what I am’. He rejects the solidification of any intellectual status as a philosophical 
‘prophet’ which is expressed through his recognition of ‘our common work’.  

Foucault’s acknowledgment of himself simply as ‘a teacher’ promotes the 
possibility of collective social change through the interactivity of shared intellectual 
and philosophical engagement, motivated by the possibility of expanded social 
capital. His assertion ‘[t]he main interest in life and work is to become someone else 
that you were not in the beginning’ (Foucault cited in Martin, Gutman, Hutton, 
1988, p9) demonstrates a driving force in Foucault’s considerations and 
constructions of self where freedom of identity forms the baseline of core values 
elicited by the intellectual pursuit of understanding human history and the 
development of societal organisation.  

Foucault’s examinations of society’s ‘indirect constitution of ourselves 
through the exclusion of some others: criminals, mad people and so on’ (Foucault 
cited in Martin, Gutman, Hutton, 1988, p146) provide an understanding of the 
othering of the disabled as well as philosophical access to the history of self-
reflection (according to ‘Kant, Fichte, Hegel, Nietzshe, Max Weber, Husserl, 
Heidegger, the Frankfurtschule’13). His work also provides the opportunity to trace 
the political ‘technologies of the self’ (1988) through the societal structures that 
Foucault was elaborating at the time of his death in 1984.  

Hughes’s concern about Foucault’s rejection of ‘corporeality’ goes to the heart 
of an important issue in Disability literature. The right to self-represent is 
potentially overshadowed by the nihilism of some post-structural thinking, 
whereby philosophical dissections of critical disability issues may exclude the voice 
of embodied research in preference for what may only be imagined, debated, 
détourned, yet largely remains ‘unlived’. Disability artist and mentor Ross Barber 
comments that it is those offerings of 'embodied research’ that demonstrate ‘deep 
understanding and experience in a phenomenological sense’ (2013), lending lived 
wisdom and embodied authority to the disability debates. Barber’s comments are 
expanded by Edmund Husserl’s assertions that:  

 

[t]he body is not an extended physical substance in contrast to a non-
extended mind, but a lived “here” from which all “there’s” are “there”; 
a locus of distinctive sorts of sensations that can only be felt firsthand 
by the embodied experiencer concerned; and a coherent system of 

                                                
13 The Frankfurtschule refers to an elite group of German intellectuals (scientists and philosophers) who 
established the Institute for Social Research in 1924. The members are recognised for their intellectual 
engagement with the works of (among others) Freud, Weber and Marx, and their philosophical and 
sociological reflections came to be known as critical theory.  
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movement possibilities allowing us to experience every moment of our 
situated, practical-perceptual life as pointing to “more” than our current 
perspective affords. (cited in Behnke, 2011) 

 

In The lived experience of disability (1995), S. Kay Toombs reflects starkly on the 
progressive nature of her illness, providing a phenomenology of illness and 
disability that contracts and expands in rapid variables of wellness and functional 
change. Toombs provides an inner space account of her outer space ability to 
manage mobility challenges and barriers to her interactivity, an adaptive reality. 
Spatial identity challenges have not only forced Toombs to continually revise the 
relationship of her physical self to the rest of the world, it has also caused an acute 
sense of environmental awareness of surface and stability as a consequence of the 
shifting sense boundaries of her being.  

In thinking through Toombs’s challenges I begin to wonder anew, where does 
the ‘I’ stop and the reality of the ‘not I’ meet me and take over? How do ‘I’ perceive 
my own limits when weighed as identity constructs defined by the physical, 
intellectual and emotional boundaries of the congruent state of a ‘me’? Perhaps 
these human questions belong in the philosophical domains of surrealist, religious, 
spiritual and existential inquiry, and yet, many fundamental questions are 
explicitly part of the practical considerations of wondering how an alternative form 
of being fits into the landscape, and where it no longer inhabits the realm of spatial, 
social ‘usualities’.  

The disciplinary thrust of phenomenological approaches to understanding 
disability experiences is captured in James I. Charlton’s book Nothing About Us 
Without Us (2000). Described as the ‘defining document in the literature of disability 
culture’ (McKee, Disability Culture, 2003) it marks the move towards what has been 
called ‘distinct disability culture’ (Couser, 2002, p110). Barbara McKee asserts that 
disability is a cultural ‘product’ in her argument that:   

 

[t]he culture always existed, but the acknowledgement of it did not. To 
determine what is disability culture, one must understand the definition 
of the word culture: cul·ture (kùl¹cher) noun: The totality of socially 
transmitted behavior patterns, arts, beliefs, institutions, and all other 
products of human work and thought. (Disability Culture, 2013) 
 

I argue that no such single ‘disability culture’ truly exists: we are individuals 
experiencing uniquely determined lives. We merely inhabit socially constructed 
and medically organised locations of disability, categorised by the broader culture’s 
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evaluative assessments of impairments, needs and capacities. In the end, I 
understand that my own phenomenological experiences with mechanical 
challenges have situated disability ‘outside‘ me, rather than being intrinsic to my 
identity. Disability is the external, social framing of my difference as a deficiency. 
This dislocating dichotomy replaces the question ‘where am I?’, with the questions 
‘where is disability and is it ever mine?’ These considerations tap straight into the 
arterial discourses of Disability Studies, leading deeper into schools of archaic 
inquiry such as eugenics (Barnes, Baynton, Wilson & Wheatley, 1997, and Mitchell 
& Snyder, 2006), assimilation, (Bradfield, 2003), asylums, incarcerations, 
interventions and the institutional control of people determined as ‘other’ (Deutsh, 
Gilman, Poore & Scholnick, 2002, Berube in Davis, 2006 and Foucault, 1960–1984).  

Eugenics, a word coined by British scientist Sir Francis Galton in 1883 
(Aubert-Marson D, 2009), is an influential model of social engineering which 
appears entrenched in the collective (un)consciousness of humanity bound to an 
enduring and destructive response to wounded identity; rejecting, separating, 
excluding and even exhibiting others. David T. Mitchell and Sharon L. Snyder 
(2006), assert that eugenics contains the very roots of genocide and argue that 
disability enquiry continues as ‘a primary source of disabled people’s oppression 
today’ (p28). A macabre legacy of eugenics has imprinted popular culture, 
cultivating an enduring fascination with, and mass consumption of grotesque forms 
of mutilation, horror and many distressing forms of otherness in fiction, film and 
television.  

Thomas Couser writes of ‘left and right’ political factions (2002, p110) within 
the Humanities which deem Disability Studies as a legitimate (the left) or an 
unacceptable (the right) branch of academic research. These oppositional factions 
are both endorsed and disavowed by disability activists who do not consider 
disability autobiography as a politically valid criteria for research.  

Through the use of a post-structural feminist framework, Rosemarie Garland-
Thomson advocates greater flexibility in thinking about representations of people 
with disability. She invites a naming and claiming of feminist discussion and 
Disability Studies as identity studies. She writes ‘…even though Disability Studies 
is now flourishing in disciplines such as history, literature, religion, theatre and 
philosophy in precisely the same way feminist studies did twenty-five years ago, 
many of its practitioners do not recognize that Disability Studies is part of this 
larger undertaking that can be called identity studies’ (2002, p2). Garland-
Thomson’s scholarly groundwork in challenging, destabilising and restabilising 
definitions of feminist studies and Disability Studies as identity studies offers a 
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promising understanding of the social construction of disability. In Claiming 
Disability (1998) Simi Linton writes about how meanings are generated in 
discourses of Disability Studies. Linton’s work demystifies many of the labels 
embedded in the ontologies of disability. This enables better engagement with 
complex concepts inherent in Disability Studies through the open, pragmatic tone 
and personal frame of reference infusing ‘the critical’ with references to so much 
real life application. There is, in Linton’s work, a bringing together of the outer 
domain (the structural domain of discourse and meanings) without abandoning the 
inner self. Demonstrating how her understandings are shaped by 
phenomenological experience, Linton writes: 

 
 ‘Disabled people are everywhere these days – on the bus, on 
supermarket checkout lines, in the voting booth and at the movies. We 
have become a more visible presence in the social landscape, and a 
more persistent and unsettling element in political and cultural arenas. 
As part of that “we”, I have been a participant in this collective coming 
out over the past 35 years of my life’. (Simi Linton.com, 2013) 
 
Linton’s declaration of the act of ‘coming out’ breaks away from the stigma of 

shame that shrouds the blurred borders that still exist between eugenics and 
disability. Linton’s activism stridently unlocks shame from identity, and in so doing,  
ontologically anchors Erving Goffman’s (1963) theory of stigma as 'the process by 
which the reaction of others spoils normal identity' (Goffman in Nettleton, 2006, 
p95).  Inspiringly, and with direct candour, Linton urges the depathologising of 
stigma and the shame of disability in preference for social equity, fostering open, 
inclusive discussions with, and about people experiencing variously abled bodies 
(1998). She celebrates creative discourses that engage with disability: 

 

‘[t]here is an emerging cadre of dancers, actors, writers, performance 
artists, and painters who are actively engaging with both the fact and 
idea of disability. The most exciting work explores what disability 
provides the artist, rather than what feats someone can perform despite 
disability. When disabled artists use their unique bodies and voices, 
something innovative happens’.  (Simi Linton.com, 2013)  
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Linton’s direct approach to social equality is commonly undermined by a 
prevailing attitude within many disability arts organisations 14  whose policies  
condescendingly acknowledge creative talent only through the lens of disability. 
The provision of ‘big crayons’ conveys a sub-text of commiseration and other 
exclusionary perpetuations. The ‘worthy’ paradigm of disability community 
support organisations must evolve in order to generate a broader understanding of 
the extraordinary strategic skills and intellectual sophistication of, say, the 
wheelchair user who daily navigates hostile environments for accessible routes and 
pathways that might begrudgingly offer thin wheels an entry point to ordinary life.  

Adaptivism, as will be shown in the next chapter, takes Linton’s ‘lead’, 
because it is a conceptual alternative that focuses on acknowledging, drawing out 
and encouraging what is inherently present and healthy in many people, particularly 
in marginalised individuals and communities.  

The investigation departs now from the topic of disability with the assertion 
that Adaptivism exists within, whereas disability exists ‘without’; constituted by 
judgements determined by the exterior world. In spatial contrast, Adaptivism 
reconnoitres; internally gauging, assessing, determining and modifying intellectual 
and physical responses with innovative strategies to solve. The adaptive self 
internally auto-compensates by seeking and providing other resources in order to 
support what may be missing or damaged.  

The adaptive artist recognises creative challenge at the intersections of self and 
other, and, by applying internal strategies for alternatives, increases capacity by 
experimenting, failing, reapplying, succeeding and arriving at wholly new 
solutions, technologies and efficiencies. Recognising all otherness as intrinsically 
‘whole’, Adaptivism extrapolates and applies the functional intelligence of the 
observer within; the curious ingenuity of the inner witness that presides over the 
totality of selves, delineating and delegating multiplicities, (per)forming a creative 
community of selfhood.   

 

                                                
14 There is very little or no representation of people with disabilities in employment or on the 
management committees and boards of directors governing disability arts organisations in Australia. 
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3.4 Backdrops - Setting the Scene for Community Film/Theatre as Social Action 
 

Community life unfolds like a great drama, with its climactic moments 
originally fixed by the gods being repeated from age to age. (Gusdorf 
in Olney, 1980, p30) 

 
In the exegetical context of this research, my case study (next chapter) reports 

on a body of work that combines social action theatre (also known as applied 
theatre and community theatre) with community filmmaking. Although the 
medium used to create the final product is video, it is the performance elements15 
of the project that are the major focus of my scholarly enquiry. Defining my focus 
further, I argue that my application of Adaptivism in creative practice enables me 
to incorporate theatre methods within film production, and conversely, use filmic 
conventions in theatre practice. Perhaps it is the needs-based pragmatism of 
Adaptivism that encourages me to borrow and use ‘equipment’ generally assigned 
to other purposes. Accordingly, my studio practice is best described as community 
film/theatre. In order to succinctly define this blend, some brief discussion follows 
about community filmmaking and social action theatre, however these topics are 
constrained, insofar as I limit the discussion to concepts relevant to my case study.  

Social action has been defined in a variety of ways across the social sciences 
and the humanities. Social Action Theory is ascribed to Max Weber who originally 
conceived of ‘sociology as a comprehensive science of social action.’ (2013). Social 
action theatre raises dramatic narrative from the lived experience of its 
participants; metaphorically mirroring ontology through intellectual, 
philosophical, cultural and political analyses presented through performance - 
plays. Performance, when framed as an expressive form of social activism, is 
effectively explored through Applied Theatre, Social Action Theatre and 
Community Theatre. The mutual objectives of each form of theatre are to 
interrogate human ecology; provoke and stimulate intellectual, philosophical, 
emotional, physical and psychoanalytic well-being through many creative means. 
Extrapolating the thought-provoking nature of theatre, scholars Terence Smith and 
Mike Miller cite Theodore Adorno’s suggestion that “[a]esthetic identity . . . 
assist[s] the non-identical in its struggle against the repressive identification 
compulsion that rules the outside world’ (2002). Smith and Miller argue that ‘the 

                                                
15 Rain Painting was launched in a large, modern theatre known as The Centre. The audience was 
officially ‘welcomed to country’ by a Mununjali community elder. This was followed by the actors 
performing several traditional Indigenous songs and dances, costumed in traditional clothing, 
painted with ochre. The performances were witnessed by the local community, as well as Queensland 
Health officials and executive members of local and state government, our film was framed as theatre 
by the powerful, live performance elements preceding the screening.  
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“thought” contained within a work of art is of a different kind to the 
conceptualisations that our reflection on that work may provoke.’ (2002). This 
observation accords with my own understanding of the artist’s internal processes 
and conflict resolutions occuring on the way to letting go, or, a completion of work.  

As catalysts for positive social change and the expansion of creative agency, 
Applied Theatre, Social Action Theatre, Community Theatre and Theatre-as-
therapy are all considered agents of empowerment. The table below outlines a 
number of typical objectives and policy guidelines in community theatre practice.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

Table 2. Online mission statement of British community development theatre group Immediate Theatre   

 
In answer to the question ‘What is Applied Theatre?’, Monica Prendergast and 

Juliana Saxton cite Philip Taylor’s definition as the locus for ‘finding links and 
connections for all of us committed to the power of theatre in making a difference 
in the human life span’ (2009, p6). Describing a type of theatre ‘not usually defined 
as theatre buildings, with participants who may or may not be skilled in theatre 
arts and to audiences who have a vested interest in the issue taken up by the 
performance or are members of the community addressed by the performance’ 
(2009, p6) Prendergast and Saxton draw upon a substantial collection of case 

Immediate Theatre describes its cultural objectives as the creative 
facilitation of social empowerment. 
 
We work with young people and communities in Hackney and East London to 
ensure access for all to arts activities that break down barriers and engage 
people in debate. We work in partnership to develop work that is: 
 
• Inclusive – working at the grass roots and celebrating diversity. 
• Interactive – involving communities throughout the creative process. 
• Imaginative – finding new ways to engage with vital issues. 
• We believe in the transformative power of theatre and the arts to all 

our lives and the importance of giving people a voice. 
 
Our company aims are: 
• To work in partnership to support the use of drama and other art 

forms as a tool for social engagement in all aspects of society. 
• To provide programmes that enable people at high risk of exclusion 

to participate in the arts. 
• To develop productions and performed workshops exploring a 

range of social issues pertinent to the experiences of specific 
communities that enable people to engage in the process of change. 

• To create pathways to employment in the arts industries for those 
traditionally not accessing these opportunities. 

• To produce high quality theatre projects that inspire everyone 
involved. 
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studies in their anthology Applied Theatre, International Case Studies and Challenges 
for Practice. 

In contrast to the metonymy of Augusto Boal’s declarations of ‘life is theatre’, 
Smith and Miller distinguish drama (within a pedagogical context) as ‘self-
expressive and inter-personal, explorative processes … while "theatre" refers to the 
study of plays and theatrical technique’ (2002). In company with Boal, I argue that 
all forms of theatre are applied and altering; effecting change that moves in a direct 
line of action from the playwright, to the director, to the scenographer, to staging 
crew, through the cast of performers (actors, musicians, dancers), to audiences and 
beyond. In support of this assertion I refer to renowned American scholar, Sharon 
Carnicke (Theatre, Slavic Languages and Literature) who refers to Konstantin 
Stanislavski’s system of actor training as a highly complex and multi-layered 
platform for cognitive development which stimulates the actors’ abilities ‘to control 
the skills of concentration, imagination and communication’ (2000). Carnicke 
intricately describes how Stanislavsky’s system offers ‘a variety of ways to work on 
roles. Some begin with imagination and intellect: affective cognition and the 
scoring of actions. Others rely on physicalisation: the method of physical actions 
and active analysis’ (2000, p11-36). Carnicke’s introduction to Stanislavsky’s system 
distinguishes a number of cognitive and intellectual benefits derived by individual 
actors. However, Stanislavsky’s legacy has not only shaped the landscape of 
modern and post-modern Russian theatre, but directly influenced the acting 
methods of modern American theatre and screen acting, and, as a cultural by-
product, impacted popular performance culture today.  

It is worth noting that the first edition of Stanislavsky’s treatise ‘An Actor 
Prepares’ was published in 1936, during an extremely dangerous period of political 
repression known as Stalin’s Purges in Soviet Russia. Disenchanted with the 
Chekov plays with which he had been occupied for several years, and under 
political surveillance, Stanislavsky withdrew from active theatre practice to write 
his seminal book. An Actor Prepares was censored and revised many times in the 
pervasively paranoid state control gripping Russia during the nineteen thirties, yet 
these oppressive conditions provided a powerful backdrop to Stanislavsky’s 
advocacy for artistic exploration through experimental theatre, yoga and 
psychoanalysis. Thematically, the dichotomous contrast between oppression and 
progressive theatre appears as a typical, socio-political mise-en scene in many of the 
lives of the founders of modern theatre: writers and directors such as Brecht, 
Stanislavsky, Grotowski, Beckett, Barba and Boal. I recognise the ‘productivity’ of 
oppression and restriction as they give rise to creative innovations and solutions. 



 

 
 

60 

As an integrative practice, social action theatre may be classified as a sub-
category of art therapy. The amalgamation of art, analysis and psychotherapy into 
‘art therapy’ or art-as-therapy covers a magnitude of creative practice-led 
therapies, each defined by the genre of art used, or the type of psychotherapy being 
explored. For example, psychotherapy has fostered a large number of creative, 
therapeutic interventions including Gestalt therapy, Transpersonal Psychology, 
Jungian Sandplay Analysis, Narrative Therapy, Person-Centred Therapy and 
Cognitive Therapy. Art therapy is usually facilitated by psychologists or cognitive 
behavioural therapists with clinical training. Art-as-therapy is applied through 
numerous creative practices such as dance and movement, drawing and painting, 
sculpture, creative writing, theatre performance, film, music, colour and sandplay 
therapy as well as many other mixed and single creative modalities. Art-as-therapy 
is more generally facilitated by artists. Art therapist and scholar, Kathy Malchiodi 
defines art therapy as an invitation: 

 
to explore your inner experience—your feelings, perceptions and 
imagination. While art therapy may involve learning skills or art 
techniques, the emphasis is generally first on developing and 
expressing images that come from inside the person, rather than those 
he or she sees in the outside world. (1998, p4)  

 
 Philosophers and scholars, Alain de Botton and John Armstrong argue that 
‘art has the power to extend our capacities beyond those that nature has originally 
endowed us with’ (2013, p5). This argument focuses on the social function of art’s 
existence as ‘a therapeutic medium that can help guide, exhort and console its 
viewers, enabling them to become better versions of themselves’ (2013, p5). De 
Botton and Armstrong argue for art to exist so that its viewers may benefit, yet this 
framing of the therapeutic facility of art speaks to the broader cultural application 
of art. Art therapy, as is more generally described, recognises the ‘artist’ as reaping 
therapeutic benefits from the process of making. De Botton and Armstrong present 
a powerful case for the philosophical ‘rehousing’ of art; recognising art as a 
profoundly necessary psychological tool for humanity. Art enables the viewer to 
self-reflect on what de Botton and Armstrong identify as the seven functions of art: 
remembering, hope, sorrow, rebalancing, self-understanding, growth and 
appreciation (2013, p7).   
 The cultural studies genre of community media and film production known 
as Community Film contains numerous critical debates on identity, mass-mediated 
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culture, collaborative discourse and message implementation. Key issues in the 
Many Voices, One World Report undertaken by UNESCO's International 
Commission for the Study of Communication problems (UNESCO, 1980) are:  
 

• postcolonial features of community film’s ethical representation and content, 

• benefits and problems associated with producing collaborative discourse,  

• stylisation of social landscapes as seen through an ‘underprivileged lens’,  

• intellectual copyright, artist’s rights and matters of collective ownership,  

• participatory video as a platform for social activism.  
  
 Much emphasis is placed on issues of representation and shared ownership, 
and the community film phenomena has certainly expanded in recent years as 
digital media technology is made more accessible and affordable, and exhibition is 
supported through online facilities such as Youtube.  

Describing the Rain Painting project as community film/theatre, highlights 
the mutually agreed, social action objectives of the stakeholders and participants. 
Circumventing any misunderstanding that the end product was ever intended for 
commercial release or competitive distribution, our shared aims were to stimulate 
health-enhancing dialogues in the participants; to ask questions, raise narrative 
and collaboratively explore a wide range of creative expressions. The film 
production component of the project merely provided an end-point; a tangible way 
of capturing positive evidence of the emerging skills. As a result, the actors may 
see themselves interacting in new, and different social configurations; larger than 
life, cinematically projected into the exterior world. This ‘Boalian’16 framing of 
community film/theatre recognises the holistic capacity of theatre (whether 
labelled applied, social action or community) as the rhizomatic dialogue of a 
creative community ‘at play’. Considering that many, significantly invested 
participants are not seen in the final film, it is the inclusiveness of community 
theatre that embraces the integrity and the entirety of the community’s 
involvement in our cross-cultural collaboration. It is this inclusivity that provides 
an all-encompassing aesthetic space – where the community establishes its own, 
natural ‘play-house’ for the production to evolve. The community-as-playhouse 
includes the environment as well as the participants, and it accommodates all 
aspects of the production path, from conceptual development, to casting, 
rehearsals, art design, production, post-production, promotion and exhibition. The 
                                                
16 Augusto Boal argues: ‘[i]t’s not necessary to perform in a theatre, theatre does not need a theatre to 
be theatre’ (Forum Theater, Harvard. 2003). 
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energetic and creative utilisation of community space revitalises the performers’ 
connections to their own landscape. A new noticing arises. It is a by-product of 
‘grass roots’ undertakings that can reawaken a positive awareness of place and 
belonging through the process of reimagining self in relation to ‘home’. Beyond the 
self reflections of the first exhibition, the finished work is now free to travel beyond 
the borders of the community, enabling the project to become interactive, 
integrated and contextualised17, a cultural artefact of pictures in motion. As de 
Botton and Armstrong insist, ‘art is a picture of a destination – it indicates where 
we should go’ (2013, p232). 

 
3.5 Augusto Boal – Politics of Performance – Theatre of the Oppressed 

 
‘Why did you weep?’ and then she said something wonderful, she said 
‘because at the end of everything I went to the dressing room and I 
looked in the mirror’, and then there was silence, ‘OK… what 
happened? You looked in the mirror, what happened?’ and she said ‘I 
saw a woman’ and I said ‘OK, you saw a woman, if I look in the mirror 
to shave every morning, I see a man. You saw a woman’ and she said 
‘No, it was the first time I saw a woman’ and then I asked her, ‘But 
before that, when you looked at the mirror, what did you see?’ and she 
said ‘before, I saw a house-maid…but, because I did theatre now, (I use 
theatre as my language, I speak my emotions, my ideas), now I look at 
the mirror and I see a woman, and I see that I’m beautiful’. (Boal, 
Forum Theatre, Harvard, 2003) 
 
Traveling under the perfect guise of a theatre director, the prodigious social 

activist, Augusto Boal sought to reach out to many; empowering and encouraging 
the voices of countless individuals to stand and speak; inspiring the oppressed all 
over the world to liberate themselves through the social action facility of theatre. 
Boal’s theatre productions typically sought to confront, to question and to 
stridently challenge socio-economic tyrannies, and in so doing, reveal the struggles 
borne by the oppressed. For many, Boal’s Theatre of the Oppressed has successfully 
demonstrated how newly confident expressions of identity emerge from 
performance practices that link the interior self to the exterior. Boal explains it that 
‘Theatre of the Oppressed is located precisely on the frontier between fiction and 

                                                
17 These steps are elaborated in the next chapter. 
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reality – and this border must be crossed. If the show starts in fiction, its objective is 
to become integrated into reality, into life’ (2002, p276).  

At New York’s Columbia University, Boal became influenced by the drama 
critic, historian and theatre producer John Gasson, as well as the Afro-Brazilian 
artist and scholar, Abdias Nascimento and Harlem playwright and activist, 
Langston Hughes. He was also creatively inspired by the anti-illusionist, critical 
production style of Bertholdt Brecht and the performance training system 
established by Konstantin Stanislavski. Returning to Brazil, as director and 
playwright at Rio de Janeiro’s Arena Theatre, during the 1950s and 1960s, his 
participatory methods ventured ‘beyond the stage’ to instigate social action theatre:  
‘performances with the Arena troupe in the streets, factories, unions, churches 
where they could reach the people of the favelas or slums of Rio’ (Brecht Forum, 
2013).  

This type of theatre incorporated theories from Brazilian activist, Paulo Friere 
who later wrote Pedagogy of the Oppressed (1968). It was a forum style of 
‘participatory theater that fosters democratic and cooperative forms of interaction 
among participants. Theater is emphasized not as a spectacle but rather as a 
language accessible to all. More specifically, it is a rehearsal theater designed for 
people who want to learn ways of fighting back against oppression in their daily 
lives’ (Brecht Forum, 2013).  

The coup of 1964 brought traumatic changes to Brazil, particularly to Boal 
whose ‘work drew the direct attention of the military dictatorship’. He was 
kidnapped, arrested and tortured for four months and subsequently exiled for 
fifteen years during which time he traveled to Argentina, Portugal and France 
(Brecht Forum, 2013). Brazil’s new conservative right (the military, church and 
wealthy elite landowners) created political upheaval in which Boal’s unwavering 
commitment to instigating liberation through creative and direct political means 
was born (Babbage, 2004). Boal’s play of protest Torquemada18  (1972) and his 
subsequent book Theatre of the Oppressed (1979) were both written during this 
period and the production and publication of Boal’s works spoke fervently of a 
total rejection of criminal violence used ’by any government, no matter how 
difficult it may be for those in power to maintain social and political stability’ 
(Bissett, 1982, p33). As a treatise on the politics of performance, Boal’s first book 

                                                
18 Judith Bissett writes ‘Augusto Boal began writing Torquemada in February of 1971 while he was a political 
prisoner in Brazil, and he completed the work later that year as an exile in Buenos Aires. The play is a vivid, 
personal portrait of torture used for political purposes. It consists of a series of fragmented scenes depicting 
various types of torture — including arrest and imprisonment — the role of the torturers and the effect this 
insidious form of violence has on its victims’ (1982).  
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describes socially coercive themes and psychologically subversive principles of 
intimidation, with Boal asserting there is ‘a common basis for repression of the 
people’ (1979, pxiv) in the origins of western, aesthetic theatre, as well as in all 
contemporary forms of performed western drama19.  

Theatre of the Oppressed is a powerful manifesto of liberty; clearly distilled by 
Boal’s opening assertion that ‘the theater is a weapon. A very efficient weapon. For 
this reason one must fight for it. For this reason the ruling classes strive to take 
permanent hold of the theater and utilize it as a tool for domination’ (1979, p.ix). 
Boal’s legacy speaks always of freedom; within his poetically intimate style of 
persuasive writing20, within his plays, throughout his pedagogical methods, his 
legislative roles and his social action leadership-by-example.  

Forum Theatre is of particular interest because it begins with an improvised 
dramatic situation from everyday life wherein the actors seek solutions to a 
problem. Audience members are encouraged to participate by ‘freezing’ a scene, 
interjecting, replacing an actor and intervening as ‘spect-actors’ by participating; 
improvising, inserting their own ideas as solutions. Boal says not everybody agrees, 
so this is a very useful way of providing opportunities for everyone to try out 
various ideas. Boal’s creative raison d’etre became arousing consciousness, lifting 
oppressed people out of fearful states of submission; bringing theatre to 
communities as a tool for increasing social, cultural and political agency by 
insisting ‘[t]heatre is a form of knowledge; it should and can also be a means of 
transforming society’ (1992, pxxxi). Acknowledging great beauty in the 
empowerment of people emerging from conditions of defeat, Boal descibes the 
wonder of witnessing people become visible to themselves: 

 

Theatre has this extraordinary power, fantastic power to allow people 
to come here, to play, and here they see themselves, and here you see a 
real face, and that’s what I believe in theatre, in all forms of theatre, as I 
practice Theatre of the Oppressed intensely, of course I see more things in 
that kind of theatre than I see in the other kinds that I also practice. But 
it’s beautiful, that’s the theatre I want, the theatre in which people 
come, and they see themselves as we don’t have the opportunity to see 
ourselves in our lives most of the time. (Boal, Forum Theater, Harvard 
2003) 

                                                
19 TV soap operas, Western films; movies, theater and television (Boal, 1979, pxiv). 
20 Theatre of the Oppressed, 1979, Games for Actors and Non-Actors, 1992, The Rainbow of Desire, 1995, 
Legislative Theatre: Using Performance to Make Politics, 1998, Hamlet and the Baker's Son: My Life in Theatre 
and Politics, 2001, Aesthetics of the Oppressed, 2006. 
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Boal’s actor training methods and development techniques rapidly expanded 
to advance the voice of all performers; from those fully engaged in performance 
within aesthetic and non-aesthetic theatre, to forum ‘spect-actors’ and all spectators; 
the active participants in everyday life. Recognising theatre as a direct and 
powerful means for developing and engaging in what Turner describes as 
communitas,  which may be loosely translated as an enlivened community of equals 
undergoing transformative change (1969, p69). This is the very core of action 
referred to by social action theatre, whether the theatre is live performance, film or 
multi-art collaborations. 

Boal’s personal experiences powerfully shaped his life-long dedication to 
‘wielding’ theatre as a tool for change. His methods, whilst functioning collectively 
as community-expressed forms of social action, are also self-reflective keys; 
analytical tools through which performers develop a disciplined art of self, 
creatively occupied by, and fully engaged with the creative practice of self-
transformation. Forum Theatre inspires such self-reflection by initiating improvised 
social dramas as performed narrative. Performers are faced with overcoming their 
own inner ‘demons’ of oppression such as self-doubt, hyper-vigilance, anxiety and 
timidity. In Games for Actors and Non-Actors (1992 [1982]) Boal developed a number 
of integrated methods of performance training as well as many forms of theatre 
practice including invisible theatre, forum theatre, legislative theatre, image theatre, 
newspaper theatre, the rainbow of desire (techniques for examining internalised 
conditions of oppression) as well as Boal’s performance development games. Later, 
explaining the practice method of awakening the healing capacity of performance, 
Boal describes the aesthetic space of performance to contain an affective dimension 
as well as the oneiric dimension, or the place of dreams: 
 

 [i]n the affective dimension, the observer observes, the spectator sees: 
she feels, is moved, thinks, remembers, imagines. She remains a 
subject, separate from her object. The affective space thus created is 
dichotomic, but also asynchronous: it is at one and the same time what 
it is and what it has been, or what it could have been, or what it could 
become. It is in the present, but also in the remembered past of the 
imagined future. In the present, the observer sees the past – or 
simulates the future – which she juxtaposes with her current 
perceptions. (Boal, 1995, p22) 
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Seizing every moment as an opportunity to initiate and inspire positive forms 
of social change, (and frequently causing political debate to spontaneously erupt on 
the street), Boal’s use of the word theatre is metonymically applied, describing all 
forms of performance as activism and social drama; or simply life-as-theatre. Boal 
argues that theatre is the first invention of the human being who ‘discovers that it 
can observe itself, when it discovers that, in this act of seeing, it can see itself, in 
situ: see itself seeing’ (1995, p13). Boal elaborates:  

 
[o]bserving itself, the human being perceives what it is, discovers what 
it is not and imagines what it could become. It perceives where it is 
and where it is not, and imagines where it could go. A triad comes into 
being. The observing-I, the-I-in-situ, and the not-I, that is the other. The 
human being alone possesses this faculty for self-observation in an 
imaginary mirror. (1995, p13) 
 

 Boal’s theory of the mirror aligns with Gusdorf’s argument that ‘…every work 
of art is a projection from the interior realm into exterior space where in becoming 
incarnated it achieves consciousness of itself’ (in Olney, 1980). Boal arouses a 
collectivity of ‘consciousness in quest of its own truth’, through inspiring and 
directing enlivened expressions as a means of awakening ‘healthy personnages’ 
(1995, p38).  
 For many, Boal’s Theatre of the Oppressed (1979) has successfully demonstrated 
how newly confident expressions of identity emerge from performance practices 
that link the interior self to the exterior, the selves of the past to current and 
emerging selves.  In harmony with Boal’s detailed description of the affective 
dimension, the Timeline of Selves (figure 2) shows the progression of a reflective 
self as it moves towards reflexivity by examining and re-examining the trichotomous 
relationship between self, art and other (I, culture and society). I argue that it is the 
creative manipulation of selves within inner space that manifests in the exterior as 
‘acts’ of art. Such acts of art totemically ‘mark’ the marginalised artist’s journey 
towards conditions better than now and away from experiences that were, by 
affective reckoning, worse than now.  
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Figure 2. A Timeline of Selves. 

  
 
 Examination of the social and cultural artefacts of the past through the 
‘action’ of  art-making equips the creative self for commencing reconciliation with 
the painful past, so that, in time, the artist may move on, reflexively towards the 
future. Regarding the Timeline of Selves as a conceptual mechanism for the 
conveyance of imagined selves across time-spans, in and out of different social and 
cultural locations, across voids of liminality and beyond disimagined states; 
community theatre (including the use of photographic and audio/video media) is 
an empowering tool for self-contemplation and social change.  
 Since The Theatre of the Oppressed, every subsequent theatre of social action, 
therapy and activism is, at least in some way, derivative of Boal’s forum theatre. 
For Social Action Theatre to continue to evolve, facilitators must ask questions that 
ethically support sustainable forms of positive change through theatre practice. 
These questions include, ‘how may intercultural definitions of selfhood be 
formed’? How may untrained performers arrive at creative self-determination and 
travel, better equipped to affectively experience positive states of selfhood and 
social integration in everyday life? What is needed for social reconciliation to be 
sustained in this location? How are expectations for change imposed upon people? 
What negative consequences arise from perceived pressures of expectation to 
change? Such questions lie at the very heart of social action theatre and must meet 
the unique circumstances and requirements of each new collaboration.  
 Hovering at the stage-door of Boal’s declaration that ‘one day these aroused 
personalities (characters, personnages) may refuse to go quietly back to sleep’ (1995, 
p38), I see that issues of the wounded self - in performance - require investigation. 
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3.6 The Weight of Shame 
 
 In support of the ensuing examination of marginalised identity in relation to 
performance, I offer some brief description of the ‘pathology’21 of what I describe as 
wounded selfhood. The wounded self sustains prolonged exposure to aggression, 
ridicule and rejection, which results in the disruption of social fluency; diminishing 
desire and coherent signification. The deteriorating ‘mood’ of the wounded self 
imposes further retreat into largely non-verbal states until the person becomes 
unwilling and eventually less capable of participating in conventional conversation.  
 Avoiding social engagement, and often responding with reactionary 
responses that demonstrate affect-laden body language and general awkwardness, 
the social disruption causes the disimagining of selfhood – ‘I am not real/I do not 
exist’. Disimagining the self also impairs the ability to respond appropriately to 
cultural cues. Instead, the wounded self produces mismatched representations 
through incomprehensible and inappropriate responses to ‘normal’ prompting. 
This ‘wayward’ behaviour confounds many teachers and adults, it is generally 
perceived as deliberate forms of obstinacy and misbehaviour.  
 The contraction of self, of social competency and autonomy also perpetuates 
an affective ‘filter of worthlessness’ to slip into the blank, or in-between spaces of 
the fragmented persona. In many ways, the disimagining of self is a slow form of 
self-obliteration; an insidious form of self-directed harm that installs a looping cycle 
of pervasively negative thoughts, beliefs and actions. These negative loops 
collaborate in bleak despondency.  
 The accummulation of negative ‘self-talk’ becomes so destructive that its 
constant ‘playback’ erodes all self-confidence and, in extreme circumstances, 
shatters the identity into dislocated fragments. The fragmented person ‘replays’ 
toxic proclamations; habitually uttering to, and in judgement of themself (you’re an 
idiot, you’re hopeless, I hate you’ etc). These repetitive utterances form a ‘mantra’ of 
self-loathing and hopelessness until, under too much pressure, the fragmented self 
dissociates or simply falls apart. Fragmentation destroys internal cohesion and 
order, it cuts and breaks social connections with the exterior realm and it removes 
one’s ability to ‘regroup’ the self. The fragmented self is completely overwhelmed 
by any number of the negative affects of:  
 

                                                
21 This description relies on personal account, (drawn from phenomena previously described as 
identity fragmentation) and does not refer to established medical theory associated with fields of 
clinical psychiatry, psychology or psychotherapy. The phenomena described has been personally 
experienced, as well as commonly observed in others during creative collaborations with marginalised 
individuals and communities. 
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• Anger/Rage  

• Disgust/Dissmell  

• Distress/Anguish  

• Fear/Terror  

• Shame/Humiliation 
 
 In pursuit of understanding the role of affect in relation to performance, I 
engage some of the literature asociated with Affect22 theory. Describing Affect 
theory as a multi-layered discourse, in science and the humanities, Marta 
Figlerowicz acknowledges there is ‘no single definition of affect theory’ but 
highlights its capacity to provide ‘therapeutic value’ to the acceptance of ‘shame, 
sadness, or loneliness’ as well as offer perspective on painful human emotions as 
‘sources not of self-knowledge but of social critique’ (2012, p3). That is, working 
with and through affect can externalise the individual burden of difference to 
(re)place it in the social realm of discursive power relations. So, how does 
Figlerowicz’s succinct definition relate to my exegetical question regarding the 
benefits of creative expressions to individuals and communities?  
 Figlerowicz’s comments harmonise with Boal’s assertions that improvised 
performance invites actors and audiences to become ‘firmly grounded in cultural 
analysis and self-observation’ as a direct means of revealing the ‘dialectic of the 
oppressor and oppressed within themselves as well as within society’ (Boal cited in 
Schutzman, 1990, p80). Figlerowicz’s concern is that this self-reflective process23  
may become an endless form of psychoanalysis (2012). Figlerowicz asserts: ‘[a]ffect 
theory can also refuse psychoanalysis and try to make feelings speak for 
themselves, as if they will best do so if the conscious mind does not interfere’ (2012, 
p3).   
 In a book review of Eve Kosofsky Sedgwick’s Touching Feeling: Affect, 
Performativity, Pedagogy, Marla Morris quotes Sedgwick’s statement that 
‘"disturbingly large amount of theory seems explicitly to undertake the 
proliferation of only one affect, or maybe two, of whatever kind? whether ecstasy, 
sublimity, self-shattering, jouissance, suspicion . . . horror . . ." (146)’ (2004). Elspeth 
Probyn similarly insists that, ‘a general gesture to Affect won’t do the trick. If we 
                                                
22 Affect theory is increasingly referenced across many academic fields of inquiry, including the 
humanities, neuroscience, psychology, behavioural science, psychoanalysis, biology, cybernetics, 
sociology of identity and intercultural studies exploring identity and subjectivities. 
23 This is not to denigrate psychoanalysis (if available, affordable or accessible to the othered). It 
clearly functions to provide safe or guided therapeutic conditions for feeling exploration which leads, 
ideally, to a letting go process or a manageable release of internal tension. All too often, habitual 
substance abuse becomes a form of self medication if psychoanalysis is unavaliable or rejected.   
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want to invigorate our concepts, we need to follow through on what different 
affects do, at different levels. The point needs to be stressed: different affects make 
us feel, write, think and act in different ways’ (2010, p72). Noting Sedgwick’s 
disturbance and Probyn’s desire, in the interests of brevity I focus here on the 
single affect of ‘shame’ because its embodiment, often its only cultural signification 
beyond academia, relates to both the phenomenological experiences seen in the 
autobiography (the source of Adaptivism) and to the goals of health highlighted in 
the case study (the creative application of Adaptivism). More broadly, however, 
both Sedgwick’s and Probyn’s words remain relevant because of the possible 
centrality of many affects to the shift from performance to performativity. Shame 
bears significant social significance in diverse fields of cultural inquiry24; it is, (like 
guilt), reflective of hegemonic social control applied through institutions such as 
religion, government, politics, finance, medicine, psychiatry, psychology and law. 
The onus of shame is borne by those entrapped by (usually) patriarchally 
dominated conditions aimed at control via shaming those who are  poor, ill, 
uneducated, vulnerable, queer, addicted, dependent, ‘mad’ and every potentially 
unashamed other. According to Tomkins, the affective origins of shame lie in the 
creation of a barrier:  

 

because one is suddenly looked at by one who is strange, or because 
one wishes to look at or commune with another person but suddenly 
cannot because he is strange, or one expected him to be familiar but he 
suddenly appears unfamiliar, or one started to smile but found one 
was smiling at a stranger. (1962, p123) 
 
Shame is intrinsic to othering and the posture of shame is ‘the lowering of the 

head and eyes in shame [to] reduce further exploration or self-exposure...’(Tomkins 
in Sedgwick and Frank, 1995, p500). As Sedgwick and Frank point out, it is, ‘the 
affect of indignity, of defeat, of transgression, and of alienation… [it] is felt as an 
inner torment, a sickness of the soul’ (cited in Wong &  Tsai, 2007, p210). The cost of 
bearing shame, whether individually experienced or collectively borne, eventually 
becomes recognisable as Tomkins describes the embodiment of shame: a 
devitalised sensory state that invites futility, despair and depression. This 
physicalisation of shame, closely resembles the psychogenic ‘posture’ of the 
wounded self. Withdrawn, contracted, fearful of discovery (and by extension, 
                                                
24 Atherton J S (2011) Doceo; Shame-Culture and Guilt-Culture [On-line: UK] retrieved 28 April 2013 from 
http://www.doceo.co.uk/background/shame_guilt.htm and Wong Y and Tsai J, 2007, Cultural 
Models of Shame and Guilt (psychology.stanford.edu/~tsailab/PDF/yw07sce.pdf, retrieved 29th April 2013). 
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further shaming), the stigma of shame imprisons the wounded self in oblivion. 
Perhaps this nullifying location is the originary of the dark horse25.   
 My first reading of the field of Affect initially led me to form the opinion that 
Affect theorists write to reveal the repressive force of punitive self-ordinance – 
negative self-surveillance, self-denial, the unrelenting inner critic of exposed 
identity. In contrast to the silent benevolence of the observer self, self-ordinance is 
a tyrannical self-assessor, a cruelty-within that dictates and manipulates feelings of 
shame and guilt in order to perpetuate representations of self that must conform to 
standard expectations of ‘normal’ conventions or be cast aside as wrong. The 
compliant self proceeds through life in an orderly display of social legitimacy; 
signifiying an imagined self through carefully constructed, industrially relevant 
displays of power and status. The disimagined self, however, may not enter ‘the 
game’ unless an appropriate interface can provide methods for (re)connecting. 
Figlerowicz’s suggestion that feelings speak ‘for themselves’, aligns with aims of 
community theatre methods that encourage fluency in feeling expression, whereby 
rigorous actor training implements the affective dexterity of emotional athletes. 
This training is clearly evident in processes devised by Boal and published in  
Games for Actors and Non Actors (1992) as well as is experienced in Schechner’s 
method of Rasaboxes. 
 Phelan’s previously described ideological sanctuary from visibility politics 
provides an extraordinary aesthetic space for creative otherness, offering liminal 
artists the freedom to perform and yet remain unseen, disaffected by external 
responses to their art. This shift in performance focus does not imply that the 
performance is not witnessed nor publicly received, rather it describes an alteration 
in the artist’s comprehension of their own performance and methods of delivery. 
The work of art is now understood to be delivered - first and foremost to the inner 
witness, …..by observation, and then, let go into exterior space. This new location 
of self-awareness signals the shift from performance to the performative26.  
 Boal also suggests that the affective dimension ‘fills the aesthetic space with 
new significations and awakens in each observer, in diverse forms and intensities, 
emotions, sensations and thoughts’ (1995, p21). Boal’s framing of the affective 
dimension leads fluently to an anthropological exploration of the aesthetic space as 
a prime location for ritual transformation, the mystic bridging of affect, 

                                                
25 Although there is much more to discuss in the dialogue linking affect, performance and Adaptivism, 
this particular ‘conversation’ has been spaced throughout the remainder of my exegesis in a way that 
enables the inclusion of additional theoretical perspectives to participate in the analysis in my case 
study.  
26 More on this transition in the next section. 
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performance and change. Clearly the understanding of relations between affect, 
performance and performativity is pivotal to working collaboratively and inter-
culturally with people and communities, particularly in projects that examine social 
and personal struggle. Painful, turbulent issues can, and do, suddenly surface for 
people during the process of learning to give oneself over to the externalising, 
narrative task of performing. 
 Graphic artist, Saul Steinberg expounds: ‘what you respond to in any work of 
art is the artist’s struggle against his or her limitation’ (cited in Vonnegut, 2005). 
Steinberg’s recognition of art as a monument to the artist’s internal processes of 
‘struggle’ is a viewpoint that compells deep analysis of the creative process. I 
would extend Steinberg’s assertion to argue that it is the ‘struggle’ that initiates and 
determines both the atmosphere and the lucidity of the creative dialogue between 
‘the real’ (the artist) and the representation (the art). It follows, in this argument, 
that the audience ‘realises’ both the art and the artist by ‘witnessing’ 
(seeing/hearing/feeling and interpreting) projected evidence of an interior 
‘struggle’ as it seeks communication with an exterior world.  
 The art (all forms of creative text written upon the empty pages of galleries, 
halls, film studios, theatres, nightclubs and bodies), is now read and returned; edited 
and subsequently altered by reactions and critical analyses made of the work. It is 
precisely at this point of return that the artist, reintegrating the altered art, expands 
their understanding of the self in relation to other/s, and in so doing, harvests new 
insights and development from the interaction. Feedback, in all of its various 
manifestations of critical acknowledgement, enables an artist to comprehend, 
explore and master new methods for transcending limitations (creative, cognitive, 
psychological etc). The completed work of art is now the testimony and the cultural 
artefact of it’s own maker’s departure from those limitations, as the artist leaps 
towards the creative challenges of new frontiers.  
 Extending this line of thinking a little further into other fields of inquiry, I 
begin to conceive the reflexive capacity of performance in its constitutive and 
iterative passages of ‘self-realisation’. The constitutive path emerges from the 
spontaneity of improvisation, whereas the iterative path is constituted by the strict 
intellectual discipline of the learned script. Pedagogically, this two-path model 
points towards philosophical dissections of deductive and inductive methods of 
learning, however that is a discussion for another time. 
 Considering cultural contexts for these emerging ideas, I refer, very briefly to 
sociologist Erving Goffman’s writing on the social mechanics of performance as it 
moves through the ordinary dramas of life, as well as in theatre. Goffman describes 
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a scenario in which an actor (either dramatic or social) sincerely expects and 
requests their audience to ‘take seriously the impression that is fostered before 
them’ (1959, p29). Goffman’s central thesis in The Presentation of Self in Everyday Life 
argues that the performance of self is always underscored by performative 
sincerity, the outcome of which determines how one’s identity is received, and how 
an audience perceives the integrity of a plausible portrayal.  
 Goffman explains that the actor’s unspoken request to be taken seriously is a 
form of non-verbal contract; a proposal of trust that seeks partnership in order to 
express a representation of self and be received. In Goffman’s ‘everyday’ or, social 
reading of drama, the performed self must deliver a ‘rings true’ quality in order to 
elicit an appropriate or corresponding ‘taken seriously’ response. The implicit 
contract undertaken between a performing artist and their audience is the 
understanding that performance requires congruence through recognisable 
conventions. Even if the performance is framed as avant garde, post-modern or 
abstract (a performance genre once dominated by the jazz category of Bebop), 
paying audiences insist on conventions and cues. What is tacitly agreed in any case 
is that the more apparently ‘real’ the performance, the more accolades are given to 
the performer. This is typically the actor who skillfully projects a recognisable flow 
of signifiers and significations for the audience.  
 Anticipating a ‘genuine’ performance as a persuasive (re)presentation of self, 
the audience buys tickets to witness and participate in the adept use of dramatic 
conventions. The audience (a single entity) must be ‘won over’, its trust must be 
engaged in order to generate a ‘warming to’ the protagonist.   
 Alternatively, a wounded self performer may well alert her audience to 
unsettling breaks in their performance flow of actions. This unsettlement is 
obviously highly manipulated by actors and directors to produce a variety of 
dramatic and comedic tensions within the performance. The audience observes; 
constantly sensing and searching for all the signals that allow understanding and 
recognition to frame the puzzling performer’s actions. An unstable show with 
unskilled performers quickly elicits disquiet and a sense of foreboding that 
translates into suspicion of ‘villainy’. Goffman’s treatise espouses the ‘true’ or 
believable performance of self is fundamentally important to, not only the 
construction, but also the consumption of identity within all performative contexts.  
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3.7 Perform a what?... A Repository of Masks and Masquerades 
 

‘You are more than entitled not to know what the word “performative” 
means. It is a new word and an ugly word, and perhaps it does not 
mean anything very much. But at any rate there is one thing in its 
favour, it is not a profound word.’ (Austin, 1979, p233)  
 
Despite Austin’s generosity, the words performative and performativity need 

clarification because they are  understood differently in speech act theory, gender 
debate, Performance Studies, science and technology and economic sociology 
(Oliver, 2003). In this exegesis, understandings relevant to Performance Studies27 
are applied. The phrase ‘performative utterances’ first appeared in language 
theorist JL Austin’s book How to Do Things with Words (1962). For him, it was a 
founding principle in distinguishing constative utterances (factual reporting) from 
performative utterances (actualisation by utterance or enactment as in ‘I thee wed’). 
The performative utterance ‘I thee wed’ enacts the declarative task ‘to name’. 
Austin also elaborated on which performative utterances were determined as 
successfully ‘operative’ or ‘doing’ by distinguishing what he described as ‘felicitous 
or infelicitous’ (1979, p247) classifications of utterances. Austin’s assessment of the 
liability of a performative utterance to failure was based on conditions of ‘infelicity’ 
within the utterer’s true or false intentions (‘I promise’), sincerity (‘I believe you’) or 
misleading through falsehood (‘I swear’). Thus, Austin perceived the integrity of 
performative utterances to be doubly determined by the utterer’s purpose and the 
potentially fallible conditions in which the utterances were performed and received.  

Perhaps the most renowned engagement with Austin comes from feminist 
theorist and philosopher, Judith Butler. Butler utilises the constitutive capacity of 
Austin’s understanding of performativity to ‘trouble’ gender (1990) and make her 
case that gender is socially constructed.  

Asserting that gendered identity is constituted through performed 
conventions of sexualised binaries, Butler maintains people are culturally bound by 
ideological forms of embodied masculinity and femininity, imposed as identity 
limits, installed and iteratively reinforced from birth. She writes ‘gender is 
instituted through acts which are internally discontinuous, then the appearance of 
substance is precisely that, a constructed identity, a performative accomplishment 
which the mundane social audience, including the actors themselves, come to 

                                                
27 Schechner argues that the word performative enacts and also describes ‘performance-like qualities’ 
(2002, p110).  
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believe and to perform in the mode of belief’ (1988, p520). Butler’s subsequent 
analysis of performativity is filtered through an exploration of identity 
representation that makes literal use of theatre vernacular describing actors, 
audiences, scripts, rituals, acts and rehearsals; nouns and adjectives are harnessed as 
metaphors in Butler’s challenging of gender’s role-playing (bondage) capacity. 
Butler acknowledges ‘[p]hilosophers rarely think about acting in the theatrical 
sense, but they do have a discourse of 'acts' that maintains associative semantic 
meanings with theories of performance and acting’ (2002, p519) and ‘the acts by 
which gender is constituted bear similarities to performative acts within theatrical 
contexts’ (2002, p521).  

Butler’s use of Austin demonstrated the complexity (indeed profundity) of 
performativity and, in a very short time, led to further recognitions of how power, 
in Foucault’s terms, can be productive. Sedgwick and Frank (1995) deployed 
Butler’s work to demonstrate that prohibition ‘produces’, that is constructs 
behaviour rather than ‘eliminates’ behavior. This recognition of the productivity of 
prohibition is instrumental to the performative construction of any ‘other’ as a 
reiterated and entrenched identity. The idea that prohibition produces rather than 
eliminates, acknowledges power relations between restriction and resourcefulness, 
between oppression and creativity, between limitation and (as I shall show) 
Adaptivism. 

Performativity, as a function of power relations is vital in producing both 
discourse and identity, as Austin and Butler demonstrate. Yet these are often 
invisible ideological ‘forces’. It is within representation that the nuances of 
performance and performativity can be better observed. Gusdorf, for example,  
suggests “an autobiographer sets out to reassemble the scattered elements of his 
individual life, and to regroup them in a comprehensive sketch” (in Olney, 1980, 
p35). He reinforces the idea that the practice of self-writing not only provides 
narrative insights for the reader, it performatively reorders the interior monologues 
of selves in transit. It is the relationship of the interior self to the projected 
representation(s) of the textualised self in exterior space that helps reshape identity 
with or against the social domain.  

As a teacher of experimental critical writing, Eve Kosofsky Sedgwick asks her 
students to consider ‘social and discursive preconditions for […] performative acts’ 
(1998, p115), such as the performative requirement for ‘one or more witnesses’ to 
enact the utterance. Sedgwick poses the following questions as stimulus to the 
assigned task: 
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• What do you think needs to change? 

• What representational acts could effect change? 

• What are the relations of address involved in these acts? (ie who is 
speaking, and to whom?) 

• Who is interpreting these acts, and how? How much control, and what 
kinds of control, do you have over this interpretive process? 

• What is the relation of these acts to preexisting media of public 
representation and advertising? 

  

Sedgwick’s questions challenge the theoretical feasibility of dividing 
‘utterances between the performative and the constative’ (1998, p115), instead, 
defining the performative utterance, in very straighforward terms, by its capacity to 
enact change. Mary Poovey also discusses relations between the ‘real’ world and 
representation. She highlights the literary capacity of ‘novelistic “worlds”’ (2000, 
p120) to define, signify, manipulate or alter meaning’. She suggests that ‘(some) 
utterances create or enact "worlds" in language that refers to nothing outside of 
itself’ (2000). At the same time, she critiques Austin’s performativity, suggesting 
that it ‘failed to maintain a distinction between constative and performative 
language’ and that ‘[p]erformative writing implies that understanding is always 
highly personal, even idiosyncratic, and that it is an outcome of recognitions and 
deferrals that are not simply linguistic’. (2000, p123). Poovey turns to the discipline 
of Performance Studies and draws on the work of feminist scholar, Peggy Phelan 
who observes that ‘performative writing enacts several, overlapping logics, the 
logic of the theater, the logic of embodiment, and the logic of psychoanalysis’ (2000, 
p125). Whilst Austin and Butler (despite using the language of the theatre) deal 
with the invisible and ideological functions of power, Poovey and Phelan ground 
their analyses in the ontological, indeed, in Phelan’s ‘The ontology of performance’ 
(1993) she writes ‘performance implicates the real through the presence of living bodies’ 
(1993, p148, my italics). Phelan further describes the dichotomous conundrum that 
‘[i]n performance, the body is metynomic of self, of character, of voice, of 
“presence”’, yet simultaneously occupies an invisible status determined by the very 
act of representing ‘”art”’	  (1993, p150-151).  

For the actor, it is this metonymy that  heralds the affective link to change by 
encouraging the testing of feelings aroused by new actions and responses whenever 
actors step in and out of unfamiliar expressions of identity. The willing of self, or 
indeed, the slipping of self, into comprehensible contexts forms the basis of every 
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cultural, spiritual, political, social, sexual, real, imagined, personal and collaborated 
pursuit of meaning. Relationship of self with other arouses and whets the desire for 
human discourse. ‘Choose me.’ Perhaps the wounded self’s bristling declaration 
‘Don’t Choose Me’ is a life-learned response to rejection, a scripted, interior 
statement, a defensive mutation of a whispered ‘please notice me’ that automatically 
shuts down hope in self-harming sensations of disconnection, affectively denying 
all desire for social acceptance before the wounded self may ever utter such 
dangerous words as ‘Choose me’.  

Phelan is talking not about performativity alone, but also about performance, 
recognising that much overlapping and (inevitably) confusion exists in terms of the 
difference between the two terms. Could it be as simple (or in Austin’s sense, non 
profound) as performance remaining temporary and performative becoming 
entrenched, discursively and in the body? Whether or not this is so in a generalised 
way, Phelan’s flexibility aligns her with Performance Studies colleague, Richard 
Schechner. Schechner argues that the word performative enacts and also describes 
‘performance-like qualities’ (2002, p110). For him, the words ‘performative’ and 
‘performativity’ are often used to capture this doubled function, ‘to indicate that 
something is like a performance without actually being a performance in the 
orthodox or formal sense’ (2002, p110). His observations are further elaborated in 
the explanation that ‘[p]erformances mark identities, and allow people to play with 
behaviour that is twice behaved’ (1998, p361). Even within the act of improvising, 
actors will, in most situations, be asked to rehearse their scene/s. For example, 
there is likely to be a ‘run through’ of the show with the other actors before the 
public performance. At this point, the audience, being ‘shown’, effectively, and 
affectively ‘realise’ the performance.   

Describing the evolution of performance from the ‘aesthetic genres’ (p361) of 
theatre, dance, music, visual arts to ‘performance art, mixed media, happenings or 
intermedia’ (p361), Schechner reveals the origins of new forms of performance 
practices that surfaced and began to attract widespread attention, and subsequently 
theoretical analyses of ‘performative behaviour’ in the 1960s and 70s (1998, p361). 
Schechner explains that theoretical interest in the performative became focused on 
behavioural aspects of gender, (re)constructed identity and the performance of 
‘slightly or radically different selves’ (p361). Pinpointing the intersection, he 
elaborates: 

 
Appearances are actualities, and so is what lies beneath appearances. 
Reality is constructed through and through, from its many surfaces or 
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aspects down through its multiple depths. The subjects of performance 
studies are both what is performance and the performative – and the 
myriad contact points and overlaps, tensions and loose spots, 
separating and connecting these two categories. (1998, p362) 
 
Schechner’s use of ‘performative’, combined with Austin’s concerns with the 

‘felicitous’, enables me to argue that improvised theatre (a lá Boal) positively 
changes people by offering actors (both social and aesthetic) opportunities to 
explore and temporarily embody identity shifts through the delivery of felicitous, 
declarative utterances. Felicitous, because performance conventions compel 
capricious creative behaviour from actors. Declarative, because each performer’s 
inner observer is also highly attentive to the enacted utterances; sensorily 
examining the embodiment of new scripts and alternative expressions of self and 
selves. The theoretical ambiguity of performed performativity is both purposeful and 
highly advantageous to the creative process of reconciling wounded identity, 
whereby the chameleonic capacity of performed performativity demonstrates 
Adaptivism by eschewing the social restrictions of ‘disability’ as a static label. Thus, 
Adaptivism’s use of the words performative (and performativity) fully accords 
with Schechner’s definition that ‘the word performative enacts and also describes 
‘performance-like qualities’ (2002, p110). The intellectual puzzle of the ‘performed 
performative’, is, for the adaptive artist, provocatively situated and philosophically 
grounded by Schechner’s explication of Performance Studies. He declares that it is: 

 
‘”inter” – in between. It is intergenic, interdisciplinary, intercultural – 
and therefore inherently unstable. Performance Studies resists or 
rejects definition. As a discipline, PS cannot be mapped effectively 
beause it transgresses boundaries, it goes where it is not expected to be. 
It is inherently “in between” and therefore cannot be pinned down or 
located exactly. This indecision (if that’s what it is) or 
multidirectionality drives some people crazy. For others, it’s the 
pungent and defining flavor of the meat’. (1998, p361) 
 

3.8 Schechner and Turner: An Anthropology of Performance 
 
Schechner’s intellectual relationship with anthropologist Victor Turner 

yielded a wealth of extraordinarily detailed analyses of the intersecting fields of 
anthropology and performance. As collaborators they published key texts on their 
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interdisciplinary correlations, supporting and informing each other’s experiments 
from within their own field of scholarly inquiry. Schechner describes Turner’s work 
as influenced by the research of Arnold Van Gennep on rites of passage such as 
initiation rituals. Van Gennep intricately described three distinct phases in such 
rituals: separation, the liminal phase, and reintegration; he also identified liminality 
or the liminal as a product of traditional societies. Turner made his own 
anthropological investigations on traditional rites of passage and initiatory practices 
of the African Ndembu tribe (1964) with particular emphasis on liminality as a time 
for withdrawal ‘from structural positions, and consequently from the values, norms, 
sentiments and techniques associated with those positions’ (Turner cited in Mahdi, 
1987, p14).  

Turner’s theory of ritual exclusion however, encompasses a variety of human 
conditions he understands to be universal. For Turner, deliberate withdrawal from 
societal structures, whether voluntary or imposed, ritually marks a quest; a need for 
meaningful change to take root in the interior self.28 Interpreting the Ndembu’s 
culture of ritual initiation, Turner asserts that ‘liminality is the realm of primitive 
hypothesis, where there is a certain freedom to juggle with the factors of existence’ 
(1967, p106). I read Turner’s assertion to mean that retreat into the self 
therapeutically produces an interior language; a self-styled, internal manuscript of 
unconscious symbols that shape and define an individual’s archetypal and onward 
journey through life. Turner claims that the purpose of an enforced period of 
separation during ritual initiation is to encourage initiates to reflect upon ‘their 
society, their cosmos and the powers that generate and sustain them’ (1967, p105). 
He argues that this liminality enables ‘ideas, sentiments, and facts’ to be ‘resolved 
into their constituents’ (1967, p105). The self-reflexive, or maturing nature of ritual 
transformation thereby functions as a totemic catalyst for permanent change, which 
in some ways marks the ritual as a definitive, grandeloquent expression of 
performed utterance. This is not merely a performative utterance of singular 
meaning nor the creative capacity of any aspect of performative spokenness, but a 
multi-layered gesture of surrender to change. Turner asserts:  

 
The arcane knowledge or “gnosis” obtained in the liminal period is felt 
to change the inmost nature of the neophyte, impressing him, as a seal 
impresses wax, with the characteristics of his new state. It is not a mere 
acquisition of knowledge, but a change in being.’ (Turner, 1967, p102) 

                                                
28 The seclusion, for example, of quarantines, lazarets, monasteries, convents, psychiatric institutions, 
sanitoriums, vision quests, meditation retreats, prisons, purdah, substance abuse, rehabiliation clinics. 
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This ritual form of self-utterance, be it danced, scarified, chanted, tested, 
isolated or endured is a powerful constitutive retreat. Unlike Van Gennep, in 
universalising this ritual as intrinsic to identity formation, Turner then wanted to 
define a parallel state within modernity, and sought a coexistent place of ritually 
marked behaviour he called ‘liminoid’ (Turner, 1974). As theatre practitioner, 
Schechner understands the ‘liminoid’ (Turner, 1974) of modernity as a cultural echo 
of traditional rites of passage. Schechner explains Turner’s anthropological 
organisation of this specific, traditional social drama to contain four parts: breach, 
crisis, redressive action (a healing phase) and reintegration (2012). Donald Weber 
elaborates:  

 

“[r]itual liminars, or ‘edgemen’”, (as Turner calls them) in the ritual 
process, possess the radical potential of cultural critique, instead of 
deconstruction. “The essence of liminality”, Turner explained in the 
late 1970s, “is to be found in the release from normal constraints”: 
liminars have the power to, “reveal the freedom, the indeterminacy 
underlying all culturally constructed worlds, the free play of 
mankind’s cognitive and imaginative capacities”. (1995, p528) 
 
Rites of passage, in other words, utilise and deploy the same capacities as 

representation, or art, itself. The relationship between art and reality is closely 
observed in both Turner’s and Schechner’s theories of ritual and performance. 
Schechner explains, for example, that ritual ‘is a way of organising behaviour into 
set patterns’ (Ritual, 2012). Schechner’s brief definition of aesthetic performance 
which opens this section, includes dance, theatre and music and he perceives each 
form functioning as a mirror to ‘ordinary reality’ – whereby the ‘art creates its own 
reality and actively interacts with social life’ (What is Performance Studies? 2012).  
Through this collaboration Schechner is able to anthropologise theatre: 

 
Over the past 75 years (at least), what performance "is" has been 
stretched, twisted, and expanded. This expansion was at first driven by 
the avant-garde and by interactions between non-Western and Western 
cultures. Later the expansion was also driven by the internet, with a 
resulting blurring of boundaries between the actual and the virtual, 
between so-called "art" and so-called "life". (Scheckner, 2013, p14. ‘Can 
We Be The (New) Third World?’ Unpublished paper presented at 
Brisbane Powerhouse) 
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The metaphorisation of transformation that occurs within the abstracted 
reality of theatre is constructed in, and reinforced by the imagined metaphysical 
realm of aesthetic space, which is, to varying extents, ritually derivative. Traditional 
theatre contains it’s own sets of cultural superstitions, myths and legends, and 
theatre craft utilises symbolic devices such as time distortion, scenographic set 
facades and perspective illusions in the staging, costuming, make-up, video 
projections, lighting and sound effects as well as in the conjuring of an unfolding 
tension of intrigue in the narrative arc of the play (be it improvised or scripted).  

Beyond all of those physically constructed forms of ritual liminality or 
Turner’s ‘liminoid’, there is also an atmosphere of transmutation that occurs during 
an audience’s immersion in the visual motion, sound profile and emotional 
projections of live performance. Theatres are manipulated, sensory caverns of 
mysteriously dark spaces that function as trance-inducing mechanisms for potent 
forms of story-telling. The creatively crafted trance inductions of theatre seek the 
arousal of emotionally empathic responses from the audience in what I would 
argue is a performative mode that rejects the relative passivity of observation. 
Schechner describes the transformative, imaginary capacity of theatre:  

 

in social life, in the arts, in politics, in economics, in popular culture, 
and so on – [as] realms that overlap each other, sometimes reinforcing 
sometimes subverting each other - performance marks identities, bends 
and remakes time, adorns and reshapes the body, tells stories, and 
provides people with the means to play with, rehearse, and remake the 
worlds they not merely inhabit but are always already in the habit of 
reconstructing. (Schechner, 2013, p15. ‘Can We Be The (New) Third 
World?’ Unpublished paper presented at Brisbane Powerhouse) 
 
Recalling Boal, theatre is a tool of agency which produces the potential for 

healing that Turner identifies as redressive action (Schechner, 2002, p75). Turner’s 
legacy is clear because the framing of the redressive phase as a healing phase is 
mirrored in Schechner’s description of ‘seven interacting spheres of performance 
actions’, or ‘goals of performance’: the first goal is ‘to heal’. The redressive, healing 
action of transformation occurs, says Schechner, 
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[e]ither permanently as in initiation rites or temporarily as in aesthetic 
theater and trance dancing, performers - and sometimes spectators too 
– are changed by the activity of performing. (Schechner, 1985, p4) 

 
This key issue of the healing capacity of performance and/or performativity 

is, according to both Turner and Schechner, constructed through ritual where 
theatre can be understood, at times, as a ritual form of art. This  is a platform that 
supports my argument that creative expressions benefit individuals and communities. 
 Describing the regenerative void, or the self-evolutionary potential of the 
liminoid phase, Schechner’s and Turner’s discourse turns to ‘[r]estored behaviour 
[which] is treating life as an open possibility of making and remaking who we are, 
what we do’ (Schechner, Restoration of Behaviour, 2012). The repetitive action of a 
‘restored’ or perhaps ‘discovered’ or constitutive behaviour is, then, performative, 
in that it enables a creative shaping of identity, the possibility of self that is playful, 
experimental with the reality of life, shifting and reordering the emphasis of social 
posture, breaking with tradition and trying new selves. Schechner uses a filmic 
analogy to explain that ‘[r]estored behaviour or the restoration of behaviour is 
treating ordinary life behaviours as if they were film scripts that you take, retake 
and edit’ (Restoration of Behaviour, 2012). The conversion of identity as described by 
Schechner and Turner as restoration of behaviour is a trigger for renewal, for self-
authorship, exhibiting and broadcasting an earned state of alterity.   

Ritual intitiation also exists in performance; principally established by the 
arduous demands of performing. Initiatory ‘tests’ include the overcoming of 
intense fears that a poor performance will bring shame and humiliation. 
Performance anxiety, a common experience for many people, also manifests in a 
variety of situations29 that demand intensely focused effort and yet also frequently 
result in outcomes of rejection. For an othered or marginalised identity, the 
pressure to ‘perform conformity’ can overwhelm.  

During performance training there is usually a terrifying moment of inner 
tension that builds during the final preparation phase, right before the opening of a 
show. For some, the tension transforms into an extraordinary ‘fuel’ that super-
charges the performance with adrenalin. This is a very positive moment of 
transformation especially when adequate training and sufficient time for focused 
preparation has been made available. For others, a physically felt wave of terror 
mounts, which can stir up deeply internalised, negative feelings. Panic, ‘stage-
                                                
29 Auditions, examinations, interviews, competitive rivalries, assessment of professional competencies 
etc. 
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fright’ and a host of other distressing emotions can collide in a defining moment of 
crisis. Particularly nervous performers may also feel the sudden urge to vomit, to 
retch, to urinate or defecate, which is a very physical, primal expression of the 
disgorgement of self. The improvised expression of affect is enlikened to an 
autonomic emptying of identity, the relinquishing of internal tension and anxiety in 
an adrenalised state. The fearful performer wonders if the unleashing of previously 
shameful feelings will cause a catastrophic breaking of Tomkin’s ‘barrier’. The shift 
from performance to performativity can be, quite literally, visceral. In discussing 
affective aspects of actor training, Schechner frequently refers to Michael Gershon’s 
research30  into the neural capacities in the ‘gut’, which Schechner describes as the 
“brain in the belly” that you don’t have conscious control over. (Schechner in Rand, 
2010). Yet, much of the practice of conventional aesthetic theatre relies on scripted 
performance, where performed emotion is crafted; the performer’s art, and the 
performance is crafted by the director.    

Working with improvisation however, my own methods of directing are 
aimed at stimulating the interior realm of the artists so that they may confidently 
self-direct their own creative expressions. Using an adaptive theory of creativity, I 
establish a conceptual framework for the performers by pairing the human values 
of ‘Survival’ and ‘Mysticism31’ (or cultural narrative). The archetypes of this 
domain, of mysticism and survival,  infuse the actors’ imaginations with universal 
templates of the ‘mythic quest’. The cultural imaginary of mythic quests contains 
hero/ines, villains, invisible forces, adversity and superhuman skill.  

Positively manipulating the direction of my cast to ‘move towards’… or 
‘move away from’…, I begin to conjure theatre. The actors may now discover that 
‘impro’ is a backstage corridor of shadows and muted lights, a liminal zone in 
which they may freely travel through their own hushed and mythic locations of 
creativity; cogent in the coded dialogue between the interior self and the desired 
projections of a performing self.   
 

                                                
30 Professor Michael D Gerson’s research is ‘focused on the enteric nervous system (ENS), the intrinsic 
innervation of the bowel, [which] is the only part of the peripheral nervous system that is capable of mediating 
reflex behavior in the absence of input from the brain or spinal cord’. 

31 Cultural narrative of myths, legends, fairy tales, spiritual parables and tribal lore. 
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3.9 Bringing Adaptivism into Play 
 

In Touching Feeling: Affect, Pedagogy Performativity (2002) feminist writer and 
Affect theorist, Eve Kosofsky Sedgwick delivers a series of poetic essays written as 
embodied critical explorations. In a similar capacity to performative writing that 
narrates ‘alongside’, Sedgwick employs the use of emotional insertion to translate 
her own inner space language of that which journeys ‘beside’. She describes her 
work to contain ‘aspects of experience and reality that do not present themselves in 
propositional or even in verbal form alongside others that do’ (Morris, 2004, p264). 
Sedgwick’s evocative narrative, particularly her use of emotional insertion finds 
resonance with Gusdorf’s assertion that ‘an autobiographer sets out to reassemble 
the scattered elements of his individual life, and to regroup them in a 
comprehensive sketch’ (in Olney, 1980, p35). As well, Sedgwick’s deployment of 
emotional insertion partners effortlessly with Deleuze and Guattari’s argument for 
the rhizomatic structure of new ideas organically taking form with ‘no beginning or 
end; […] always in the middle, between things, interbeing, intermezzo.' (1987, p25).  
 In my writing, I too explore the hidden ‘nodes and junctions’ of the interior, 
or, as Korzybski describes, the internal human abstractions described as feelings 
and sensory impressions. As well as infusing my writing with the ‘truth’ of my 
creative expressions, my inclusion of the embodied, poetic voice also demonstrates 
the mirroring capacity of Adaptivism by allowing interior reflections to exist 
alongside the scholarly voice. The mirror of Adaptivism translates back and forth, 
adjusting each literary ‘performance’ by speaking in the vocabulary that ‘rings 
true’ for the interior and the exterior. Clearly, more critical thinking is needed in 
developing the corollaries of this process, however, I reiterate that this exegesis 
seeks only to introduce Adaptivism as it emerges from practice-led research. 
Therefore, I indicate two, creative practice specific functions of Adaptivism: 
 

1. Creative Surrogacy; the utilisation of alternatives to overcome restriction/s 
2. Social Mirroring as a creative method for achieving social reconciliation 

 
Adaptivism, when applied in drama, mirrors the relationship between ‘the 

real’ and creative representation. In contrast to method acting, where trained actors 
imagine and construct a ‘back-story’ to characterise their performance, adaptive 
performers frequently use aspects of their own lived experience as back-story (‘the 
real’).  
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In the first scenario (figure 3), the trained actor uses their performance skills to 
imagine and interpret a fictitious reality of their character in order to fulfill the 
demands of the role.  
  

 
Figure 3. A trained actor draws from an imagined back-story to perform; projecting themselves ‘in character’. 

 

In the second scenario (figure 4), the untrained actor uses their own 
phenomenological experience to actualise their re-imagined self as an actor. It is this 
variable site of focus that defines the difference – what is imagined by the trained 
actor is a series of techniques and methods of delivery.  

 
 

 

 
 

Figure 4. An untrained actor draws from their own back-story and imagines/projects themselves a performer. 

 
 What is imagined by the untrained community performer is the very act of 
becoming. It is the ‘act’ of becoming performer that underscores the ‘alterative’ 
nature of social action theatre. In other words, trained actors (whose training 
realises their actor status as ‘the real’) construe their character’s imagined realities 
in order to deliver ‘authentic’ performances as the representation of ‘the real’. 
Adaptive performers imagine themselves becoming actors (the representation) 
who deliver improvised performances drawn from lived experience (‘the real’).  
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 Obviously there are cross-overs; method actors draw from lived experience, 
and many untrained actors demonstrate effortless, natural talent in their first 
performances. Yet, it is so often the painful, lived realities of many community 
theatre performers that finds the ‘voice’ of meaningful expression through the 
structural framework of theatre. In collaborated projects with homeless teenagers, 
substance ab/users, survivors of domestic violence and sexual abuse, I have 
learned the importance of equipping participants with appropriate narrative tools 
to support vulnerable people in creative engagement. In framing painful histories 
as ‘drama’, individuals and communities are able to witness and experience 
transformative relief from expressing affect-laden components of the past in ways 
that distance ‘the real’ from the creative representation. In improvised 
performance, the abstracted, performing self remains ‘unmapped’; experimental, 
mutable, porous, fluid and affectively volatile.  
 In community film/theatre, however, the wounded identity is also extremely 
vulnerable to exploitation, particularly when painful, personal history is captured 
in cinéma vérité format. Utilising the masking mechanism of drama to allow personal 
history to be explored as performance text, social action theatre protects vulnerable 
performers. This is a critical element in circumstances where residual effects of 
trauma and associated challenges continue to impact individuals and communities.  

Voicing the wounded self metaphorically, as ‘fiction’, enables Adaptivism to 
function as a creative interface between crisis, challenge, innovation and resolution 
(in this case, discovered through dramatisation). The metaphorisation of self may be 
observed as a well developed skill in an othered bodied person, principally driven by 
the desire to improve physical functionality. This initiating desire generates an 
imagined self; one that ‘performs’ multiplicities by necessity, for example: legs 
function as arms, feet become hands, eyes are ears, ears are eyes and even the 
slightest physical motion is voice. The imagined self must then ‘act32’ in order to test 
the viability of embodied alternatives, and consequently, the ‘active’ self becomes a 
prime location of improvisation.  

In many ways the adaptive performer surrenders affective control to the 
‘chaos’ of unscripted self-expression, giving way to spontaneous depictions and 
‘comprehensive sketches’ of the self. Interestingly, the practice of improvisation 
frequently induces initiatory, or trance-like states of alterity to occur in performers. 
This happens when a performer’s attention is firmly fixed on the aesthetic space 

                                                
32 The inverted commas placed around the words ‘act’, ‘active’ and ‘activate’ imply that during an 
adaptive process of learning, a person’s efforts are thought to be both physical (the real) and 
performative (representational).  
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borders between the performing self, the observer self within, and the exterior 
witness (other performers, director, audience etc). Prolonged focus of attention 
arouses the abstract realm of imagination and feelings, and rapidly engages 
subconscious processes, enabling momentary detachment from limiting self-
identifications with pain, instead, enabling the performer to float through time, 
creatively encouraged to roam through stored impressions, life exposures, 
influences and imperatives; previously discussed as Korzybski’s territory of human 
abstractions. This trance inducing feature of improvisation reflexively spans 
Turner’s ‘taxonomy’ of social drama (2012), by (re)presenting four parts: breach (the 
altered state of consciousness), crisis (the performative task of responding 
metaphorically to stimulus), redressive action (Stanislavski’s ‘active analysis’ of the 
dramatic elements) and reintegration (projection of self in performance).  

Creative metaphorisations such as performance and especially improvisation 
encourage actors to explore untested and untried models of identity through 
multiplicities that arise in positive, purposeful interactions. The coordination of 
skills required to action and refine the metaphorisation of self expands the 
embodied vocabulary of self through the rearrangement of mapped thinking and 
body parts. As exterior range coordinates of an identity shift, internally mapped 
locations of self (both physical and cognitive) expand. When exploring self-
expansion through the ‘rough and tumble’ of performance, the intricate adjustments 
occurring within require safe, stable conditions in which the ‘active’ person is not 
ridiculed, endangered or neglected throughout the testing period.  

Accessing the curiosity of an emerging, newly confident selfhood, the 
adaptive actor demands free expression of ‘unwordable’ realities in order to make 
visible what is invisible and to self-represent what is internally real. Collaboratively 
supported, the performer embellishes; testing wholly new affective planes with 
gusto. Looping back on self, this performer may also perform the dual roles of inner 
witness-as-director and (Boal’s) ‘spectactor’; privy to the emerging and 
experimental selves as and when they arise, responding, intervening, adjusting and 
adapting. Taking centre stage; (the hallowed, ritual ground of theatre), and, declaring 
herself anew, she consecrates the self-transformation to an inner witness who 
silently cedes to the ritual play of change.  
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Figure 5. Promotional poster for the film Rain Painting 2009. 

 
 
 
 

 
 
 
 
 
 
 
 
 
 
 

 
 

 
  

Figure 6. Elly performing as Karli at Il Bogan Lagoon 2009. 
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CHAPTER FOUR - RAIN PAINTING AND KICKING THE CAN 
 
In July 2008, Griffith University’s Abilities Research Program, in conjunction 

with Access Arts Queensland, hosted the Arts Intersections Symposium, a conference 
aimed at developing sustainable, research-based collaborations between 
community arts, disability, and research organisations. At the conference, I was 
approached by community health and development worker, Judith Milliken, with a 
proposal to facilitate a community arts project that could also provide technical 
training in creative performance and media production for Indigenous youth 
within Beaudesert’s Mununjali community. Judith was engaged by Griffith 
University and Logan Beaudesert Health Coalition (Queensland Health) to 
implement the ‘Be Well - Stay Well’ Program in the Logan Beaudesert region of 
south west Queensland.  

Eager to expand on a youth health theme I’d started researching when 
previously engaged as an arts worker with the North West Aboriginal and Torres 
Strait Islander Community Association, I proposed a community multi-arts 
collaboration called Kicking the Can. The project focused on the substance abuse 
issue of chroming (or solvent inhalation) and I duly forwarded my research notes 
and project proposal to Judith. Finding traction in Queensland Health’s and Logan 
Beaudesert Health Coalition’s positive responses to the idea, Judith invited me to 
prepare and present a project proposal overview at the two-day launch of the 
Banyar Ngarguh - Be Well Stay Well health promotion project at The Centre, 
Beaudesert, October 2008. 
 
4.1 Pre-production 
  
 Originally planned as a six week project, my aims were to work with local 
youth to raise stories and develop a collection of visual arts developed from 
community-consulted dialogues about key health issues (substance abuse, under-
age joy-riding etc). My intention was to curate art works that could contribute 
meaningfully to the health and well-being of the community at-large, particularly 
for people participating in the project, whilst also avoiding stereotyping and/or 
misrepresenting Indigenous culture. The project was introduced to the community 
at the Banyar Ngarguh - Be Well Stay Well launch, a two-day showcase of health-
related industries all pitching their wares to the Indigenous community of 
Beaudesert. The event was hosted by Logan Beaudesert Health Coalition.   
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At the conclusion of the launch, I was approached by the administrative co-
ordinater of Mununjali Housing and Development, Deanne Viellaris who offered 
me a business card and asked me to come and meet the staff team at the Mununjali 
Jymbi Centre (a sub-group of the Housing and Development organisation) where 
she worked. Accordingly I called, and met with the program coordinator, Karyn 
Perrett who received my project recommendations and watched some short 
excerpts of recently completed films I’d made with Indigenous teenagers.  

Karyn expressed enthusisam for the project idea and agreed to convey my 
proposal with her endorsement to the rest of the staff in order to find a suitable 
group for the project. Another meeting was scheduled for me to meet with Kaye 
Simons, the Youth Support Coordinator at the Jymbi Centre who was in constant 
contact with the Indigenous high school students in and around the Scenic Rim 
region of South East Queensland. Kaye and I arranged to meet at Beaudesert State 
High and introduce the idea to the year eleven and twelve Indigenous girls. My 
husband Steve (sound recordist and film composer) and I gathered with Kaye and 
around twenty girls, and we spent a productive afternoon exploring video cameras, 
production ideas and discussing the project’s social issues. I described the project as 
having two outcomes, a drama, accompanied by a documentary;  the ‘making of’ 
film that everyone could contribute to technically with camera operation, 
conducting interviews, treatment ideas and film editing if they were interested. 

 
Figure 7. Michelle reviewing some footage that she’d shot. November 2008. 
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Figure 8. Day one with some of the girls at Beaudesert State High, November 2008. 
 

Most of the group expressed interest in participating in the project. A couple 
of girls admitted that they were shy and a bit uncertain about their acting abilities 
or even about being filmed at all. We agreed to meet again and develop the project 
idea further. The next task was for me to meet with the senior staff of Mununjali 
Housing and Development, where I’d asked to interview the General Manager, 
Brad Currie, and the Cultural Development Officer, Brad’s brother, George Currie. 
 The opportunity to connect with the commuity leaders allowed me to explain 
my project intentions in person, and have the opportunity to recieve specific 
guidelines to help me in preparation to work with the community. I could 
understand that people may very well baulk at the prospect of an unknown, non-
local, non-Indigenous filmmaker coming into the community to film vulnerable 
people (Aboriginal youth dealing with substance abuse issues). Brad Currie 
comments: 

 

What I’d like to see happen is this community to have the ability to 
‘self-heal’ itself. To provide it’s own support networks. Not relying on 
government grants, not relying on the mainstream programmes. So if 
we have issues here in Beaudesert that needs to be addressed, I’d like 
to see this community get together and be able to come up with a 
strategy of, ‘how do we deal with it?’ (Currie, B. Kicking the Can, 2009) 



 

 
 

92 

Staff at the community organisation were, quite rightly, very protective of the 
local Indigenous youth, and may have been cautious about the potential that my 
proposed film could bring negative consequences to an already burdened sector of 
the community. The second issue that I considered was that members of the 
community organisation may well have assumed that my production fee was high 
(it wasn’t), and that the money being spent on film production could be better 
utilised by their own cultural program facilitation, not taken by a total stranger 
with unknown motives and ethics.  

 

Because we’re all from Mununjali, we’re all Mununjali people here, 
(there’s only three in our team that isn’t), we have a fairly in-depth 
knowledge of our own mob, and basically we gather information from 
what they’re saying, and we put in place preventative measures to 
actually counteract, basically, just negative behaviours. I don’t think a 
lot of it is really negative behaviour, it’s just kids being kids, and 
they’re going through that learning cycle as we all do, and once we 
start talking to them, the biggest things they want to learn about is 
about our culture,... is about our land. (Currie, G. Kicking the Can, 2009) 
 

 Around this stage of the project, Judith Milliken resigned from Logan 
Beaudesert Health Coalition, and in order to refresh the project and redefine its 
objectives I requested a meeting with all the film project stakeholders. I composed a 
concise project outline and a brief report of issues I perceived needed to be clarified. 
My desire to recalibrate the project to be more feasible, based on the shifting time 
conditions resulted in my writing a draft script outline of Rain Painting. This was 
devised after several consultations with the participant group and staff at 
Mununjali Jymbi Centre. The script outline provided a narrative framework that I 
considered an achievable short feature drama within the constraints of: an 
extremely short time frame for rehearsals and production, a very large cast of 
untrained actors, no budget for complicated equipment, trick shots, night lighting, 
special effects, makeup or costumes, etc. I also used the script as a means of 
addressing the following questions that were developing in my mind as the project 
progressed: 
 

1. What happens when we allow American culture to determine and 
overwhelm Australian culture (Indigenous and non-Indigenous)? 

 
2. What are the consequences for families and whole communities 

when substance abuse occurs? 
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3. What support do communities really need to help prevent and heal 
these issues? 

 
4. What are the social consequences of abuse occurring not only to 

people, but to landscape as well? 
 

5. What else can we do to stimulate healthier experiences and 
excitement in our young people, as alternatives to self-harming and 
community-harming ways? 

 
 
4.2 The Beautiful Desert: a place of Rivers and Mountains and Lagoons 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 

 
Figure 9. Coming to Beaudesert, November 2008. 

 

Coming into Beaudesert community, you get a real sense of the 
community, but there’s been a lot of tragedy and things that have 
affected not only families of the community, but a large part of the 
community as well, whether it be from car accidents, to cancer, to just 
doing silly things. It not only affects the people that it happens to, but the 
wider community, and I guess that sorrow is felt throughout the whole 
community. (Blow, A. Kicking the Can, 2009) 
 
A vital key to the rapport building of a collaborative relationship with the 

staff and community in Beaudesert emerged from an important feature of my 
personal life. My family. My husband and creative partner, Steve Reinthal is a 
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music composer and audio producer, and we usually work together on film 
projects, which has meant that, accordingly, our children, Phoebe and Mischa, have 
always accompanied us to rehearsals, film shoots, recording studios, production 
camps, music performances and live theatre gigs. We are a packaged deal. It’s a 
great arrangement; I hustle all the bugs out of the financial contract (if there is one), 
negotiate the project parameters, write the script, develop the production schedule, 
manage the budget (if there is one), shoot, direct and edit the final films, whilst 
Steve records sound, composes and produces the film music, solves all the audio 
problems in post production and takes good care of me. He also participates in 
community film projects by building great relationships with people while I’m 
occupied in rehearsing with the actors or camera operating.  
 I noticed some of the male staff at Mununjali Jymbi centre had started having 
a joke with Steve. Several members of the staff commented to me that they had 
observed a particularly strong bond between Steve and our children, and we all 
enjoyed the sense of familiarity that was building when we went to Beaudesert on a 
weekly basis for rehearsals.   
  

  

Figure 10. Kaye Simons, Beaudesert 2008. 
 

 A key person in the project’s overall success was Kaye Simons, the Youth 
Support Coordinator at Mununjali Jymbi Centre. Kaye volunteered for the film 
project to be incorporated into her own programs with the Beaudesert youth, and 
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Kaye’s enthusiasm for the project, as well as her close and committed relationship 
with the teenagers paved the way for our project to become fully realised. Kaye was 
constantly supportive to everyone, positively promoting the idea of the films out in 
the community; reinforcing the potential benefits to be gained from everyone’s 
participation, she was extremely generous with her time and a terrific partner to the 
entire production; without Kaye’s involvement, Rain Painting would just never 
have happened. It was agreed that we would shoot the film during a three day 
production camp at The Outlook33 in Boonah, about fifteen minutes drive out of 
Beaudesert. It was an ideal location, and it also meant that we had access to a bus, a 
campsite, comfortable and safe accommodation for everyone and, amazingly, the 
production was to be catered so we could just concentrate on filmmaking.   

We continued weekly rehearsals in ‘Beauy’, either at the Jymbi Centre or at 
the Mununjali community hall. Kaye and Jason Sandy, cultural leader and youth 
worker were on board to supervise and make sure that everyone had transport 
home after rehearsals. The Health Coalition had provided funds for me to puchase 
a video camera as a project resource for the Jymbi centre. Fortunately Steve found a 
filmmaker in Melbourne who was selling his Sony HDV1P (the same model camera 
as mine), so I was able to duplicate the camera equipment which meant that all the 
footage would conform to the same format and I could train staff and students who 
wanted to shoot some of the documentary footage. Karyn Perrett was very keen to 
learn and had a great eye for framing beautiful landscape shots. I handed the 
camera around to everyone, explaining the basics of use so that anyone could 
capably pick up a camera and contribute footage to the KTC project, which was 
really helpful if I was busy shooting and directing Rain Painting.  

There’d been some difficulty in finding a male lead for the story, as the young 
men participating in the film project all lived quite some distance out of 
Beaudesert34, which made it problematic for them to get to the weekly rehearsals in 
town. I decided to ask my son Mischa to take on the lead character ‘Cracka’, as he is 
a gifted and experienced performer, and I’d wanted a non-Indigenous male lead to 
play the villain. I’d listened to many Indigenous youth and young adults in the 
communities of Brisbane and out in regional areas describing the pain of being 
targeted and apprehended by police based on racial identification and vilification.  

                                                
33 The Outlook is situated on the outskirts of Boonah approximately 70 minutes south-west of Brisbane 
and has been operating since 1979 as an experiential and adventure learning centre. 
 
34 Beaudesert is a regional centre with a number of smalle satellite townships spreading out from the 
centre to a radius of approximately 60 kms. 
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Figure 11. Horsing around at rehearsals, Beaudesert 2009. 

 

My choice to invite Mischa to play the role of Cracka also enabled me to push 
him to make a far more menacing depiction than I’d have been comfortable to 
inflict on an untrained actor, especially given the limited time available for 
rehearsals and pre-production. However, the role presented stressful consequences 
for Mischa, in that he was only thirteen years old (luckily with a deep voice), and 
the rest of the cast ranged in age from 15 to 21. Many of the cast were already quite 
worldly from their exposure to some difficult life experiences, and some were 
pretty tough kids so it was critical that Mischa ‘matured’ before he even arrived in 
Beaudesert and assumed the character of Cracka from the moment that we arrived. 
Most of Mischa’s performances as Cracka occurred off-screen in the interactions he 
shared with the cast, he set the performance pace by showing examples of 
improvisation so that the other members of the cast could also explore and begin to 
feel comfortable with the exploratory depictions of their own characters. The girls 
didn’t quite know how to read him, they never called him Mischa, only Cracka, the 
boys were just a little wary of the enigma of Mischa, and made way for him to lead.  
 I had already selected two girls to undertake the lead roles during our 
preliminary meetings. One of the girls, Elly, had expressed keen interest in the 
project, but had said she was more than happy to stay ‘behind the scenes’ 
providing technical support to the crew and cast or camera operation. In reviewing 
the rushes I’d shot on day one for the KTC film, I was able to see Elly’s strong 
screen presence and hear her vocal strength. I immediately knew that Elly’s role 
was definitely going to be ‘front and centre of the scenes’.  
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 Another girl, Toni, was very enthusiastic about the project right from the 
start. She was confident and clearly a very popular girl who was a terrific asset to 
have on-board, the other girls saw her as a rapport leader which meant if Toni was 
in… everyone else wanted to dive in. Considering the casting, I had observed the 
performers’ personality shapes and features (identifying such qualities as vocal 
projection, strong or timid performance presence etc) as well as people’s physical 
energy characteristics such as extroverted, nervous/fidgetty, solidly planted, 
centred, restless, uncertain, confident, intriguing, dominant, funny, fierce etc. I 
wanted to identify characteristics that could be extended in order to help drive and 
sculpt the film’s narrative and relationships. (eg, casting the arty girls versus the 
party girls).  
 Rehearsals started with a series of round-table talks about the story arc, the 
characters and various relationship developments in the plot. We followed up the 
discussions with some simple improvisational exercises; for example, I asked 
several girls to follow the ‘new girl’ around and bombard her with questions and to 
develop an increasing amount of aggression and invasiveness in their pursuit of 
her. These small exercises were aimed at loosening up the physical expression of 
the characters’ relationship ideas into actions, and also gave me an opportunity to 
observe the overall profile of the performance as it developed from the rapport 
leaders in the group. This enabled me to identify the ‘naturals’ so I could engage 
their interest in key roles which meant that the less confident members of the group 
could take their cues from the group leaders.   
 Although some of the girls were reasonably confident about expressing 
themselves, there were a number of girls that either kept their hoodies up over their 
heads, or sat with their hands in front of their faces, and when prompted during 
discussions about their responses to the story, merely looked at each other or 
looked away. I interpreted the girls’ actions to mean that they were teenagers; 
socially bound by the relationship structures and existing pecking order roles that 
they shared with each other, to the degree that they were unable to break free of the 
characters they were already performing. There were also a few girls that stridently 
challenged my authority as director by making several attempts to derail the 
rehearsals by being cynical, making snide comments and laughing at each other’s 
initial attempts at performing. The rest of the group looked to me with confusion 
and some mounting concern: 
 

When we first started doing this, a lot of them said “No. Shame! 
Shame!” you know, “I don’t want to get in front of a camera.” But I 
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guess during that process and being able to get together as a group – 
being able to go through that as a journey, as a team, it’s allowed a lot 
of them to think, “Hey, maybe I can do this. I don’t need people telling 
me that I can or can’t do things.” And I guess if you do enjoy 
something and you do like doing it, go for it. (Blow, A. Kicking the Can,  
2009) 
 

 As a youth worker for ten years in Sydney, I’d seen plenty of ‘attitude’ before. 
After several creative attempts at persuasion, I decided that it was time to ‘take the 
bull by the horns’ and so I told the group a story. I gathered everyone into a tight 
circle and we stood together in the twilight as the sun speared its last, best javelins 
of golden light between the mountains and down across the great bowl of 
Beaudesert’s grazing fields. In the gathering darkness, I recounted my time as an 
arts worker for an urban Indigenous community centre a couple of years earlier 
where I’d met two young women, sisters aged 14 and 15 years old. These young 
women lived on the streets. They had no idea who or where their father was, and 
their mother had been in gaol since they were very small girls. The sisters were 
habitual chromers and we’d started to make a short film about chroming when they 
revealed to me one day that they slept in a cemetery, they hid a couple of green 
plastic garbage bags stuffed with a blanket and a few spare clothes behind some 
bushes in a dark part of the cemetery, and they went there at night to sleep. I asked 
the sisters why they slept there and they told me that it was great because no one 
ever hassled them or even found them sleeping behind the large, stone monument 
in their corner of the cemetery.  
 They were very, very excited that their mum was soon to be released from 
gaol and so they made a really big effort to clean up their act for her. The youth 
workers at the community centre helped them to get some clean, second hand 
clothes, and gave them a small amount of money for a hot meal and a shower just 
before she was due to be released. I saw them several weeks after the big day and 
they were a complete mess. Filthy and high and totally wild. It turns out their mum 
didn’t want to see them at all. She went straight to an old boyfriend’s place and got 
drunk and just told the girls over the phone to ‘fuck off’. They were devastated 
after waiting years for her return. They’d been fostered, sent to sleep in shelters, 
stayed with distant relatives and lived on the streets with all their hopes pinned on 
everything in their becoming normal and safe ‘when mum gets out’. I saw that all 
the light was gone from their eyes.  
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 By this stage in my story I was sobbing, I could hardly get any words out but 
I was determined not to quit. I told the rest of the story in ugly, gasping shudders 
and all the while, ten pairs of eyes burned into me, riveted to my pain and my 
connection to the girls in my story. I explained, ‘y’see, Rain Painting is partly the 
sisters’ story, you know, all that pain inside our film’s characters, Karli and Cracka, 
and so, you’re going to help me tell the story, because it’s a story that has to be 
told’.  
 I asked the ‘Beauy’ girls to spend five minutes to just sit in silence, as the sky 
turned purple and crimson over us, I asked the girls to sit away from each other, 
and to just reflect on how it is for some Indigenous girls of the very same age, …to 
think about the feeling of sleeping in a cemetery when it’s raining and you’re 
starving hungry, and you have your period, and no toilet, and no warm clothes, 
and no light and no money. I went inside and blew my nose and  splashed cold 
water over my red, blotchy face. When I returned, I asked each one of the girls 
about their commitment to the project and I found an army reporting for duty. 
 

…yeah, that blew me away, the night when you asked them, you 
know, to be committed to the project and why… even though they were 
committed, just after that meeting, a few nights before we went away, 
was amazing to see that from them and they…they were fantastic, so 
we’re proud of them and their parents should be proud of them too. 
(Simons, Kicking the Can, 2009) 
 
 

4.3 Boonah - An Enchanting Location 
  
 The production camp started well. Once everyone had settled into their 
rooms, and straight after dinner, we gathered for a planning meeting where Karyn 
Perrett (Program Coordinator from Mununjali Jymbi Centre) laid out the 
housekeeping rules about behaviour, logistics and general expectations. After she 
spoke I took the floor. I talked about the imagined lives of the characters in Rain 
Painting. 

 

There’s limited choices in this town. Limited opportunity to do things 
and in that instance kids around here, they get bored, so they find 
things that’ll keep them occupied; like drinkin’ up, going for a charge, 
smoking some drugs, sniffing…it just takes them way from reality. 
(Blow, A. 2009) 
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 My overall experience with teens is that most of the time, they are gorgeous 
baby adults. They walk around pretending to be tough guys, but just under the 
surface they are still harbouring a deep love of ice cream, teddy bears and bed-time 
stories. As long as all information about that is kept secret (and therefore can’t 
interfere with their principal goal at making a big impression on the object of their 
sexual desires), it’s a beautiful mix.  
 As a parent, I also know the creative and therapeutic value that occurs from 
telling a great story. It starts with a soothing, even, steady tone of voice, that 
gradually, imperceptibly increases in speed and slows down again, slightly altering 
and shifting the patterns of the narrative stream ever so slightly, adjusting the 
volume, incrementally up and down.  
 
  
 
 
 
 
 
 
 
  
 
 
 
 
 
 

 
 

Figure 12. First night at the Outlook, Boonah, 2009. 
 

 I observed the cast settling into a very quiet, reflective state as I spoke at 
length about our characters in the Rain Painting story. I spent quite a lot of time 
defining the distance between the character’s imagined lives and our own, taking 
great care to ensure that every actor knew that this was only performance, a fiction, 
pretending. I described that acting requires us to use real emotions, true feelings, just 
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as if they were colours laid out on a painter’s palette, to be mixed and diluted as 
needed.  
 Gradually I began to connect some of the unique, performative skills and 
talents I had observed during our rehearsals, and I began to describe how those 
characteristics might be matched to, or expressed through the characters in our 
story. Slowly and gently I invited the group, one by one to stand up, in character, 
and deliver a short, improvised monologue, just to address the rest of the group 
whilst staying in character. One of the girls, Stacey, was usually very quiet in 
rehearsals, although she was gentle, I sensed that she was also a powerful young 
woman with a lot going on inside. She was usually a little shy in front of me and 
had held back in every rehearsal from ever speaking loudly or moving very far 
from the other girls. I invited her to stand and show me the ugliest side of her 
character, Big D, to voice the brutality of Big D, show us her truly dark side.  
 Stacey stood up and at first seemed uncertain of what to do. I walked towards 
her and began heckling her. I called her a chicken, a wimp, I told her she had no 
balls. ‘C’mon, Big D, what’s the big deal?’ She reached down inside her self and a 
man’s voice growled out something vile, it was incoherent, menacing, gutteral, 
primal. I needled her, stepping closer, ‘What? What did you say’. Stacey 
disappeared and the most ominous, malevolent voice burst out from deep inside of 
her, ‘You fuckin’ heard me’.  

Everyone gasped. It was remarkable, spine-tingling, brilliant, a ventriloquism 
from hell. Not loud in volume, yet utterly penetrating by its focus and intention, a 
ton of bricks, a wall of power. She shook a little, her eyes became a little teary and 
then she laughed and smiled at me. We all applauded, stunned by her courage and 
raw ability. Everyone wanted to play acting games with me after that.  

Lead actors, Elly and Mischa describe their own intellectual processes in 
character development after they’d taken a long walk together to figure out the 
relationship between their characters, Karli and Cracka: 
 

I reckon once you get a story and you kind of feel for it…you imagine 
yourself in their shoes and how you’d feel, and you just try to act 
like…you know. (Blow, E. Kicking the Can, 2009) 
 
Just sort of thinking about how people in that situation would act and 
trying to interpret that and show that through myself. (Reinthal, M. 
Kicking the Can, 2009) 

 



 

 
 

102 

 After our warm up exercises we moved on to shoot the bedroom scenes. 
Karyn familiarised herself quickly with operating camera two, working with the set 
protocols involved in blocking and then shooting the scene, running a walk-
through, cueing sound, rolling camera and calling ‘action’. The rest of the evening 
was dynamic, fun, stimulating, challenging and exhausting.  
 Working rapidly through improvisation, I described the purpose of each shot, 
it’s narrative content, (for example, ‘tell the new girl that you want her to go with 
you to a party’), showing the physical spaces and locations that needed to be 
covered and filled through the performative actions (for example, ‘start the 
dialogue outside the room, enter mid-sentence, pause, look around at the other 
girls, and then continue the action, you want to sit down here, and then stand 
again, pace around in this corner of the room’).  
 The girls were fantastic. Their dialogue was fresh, easy, natural and the 
improvisational performance was uncluttered. I absolutely trusted their ability to 
be in charge of delivering the story and they trusted me to take care of them in the 
process. It was a remarkable moment of creative intimacy, of real collaboration. 
Karyn just flowed around me, shooting at my feet or behind me for additional 
angles and safety footage (in case mine was flawed) and Steve recorded sound just 
as quickly as I hopped from shot to shot, giving direction, impulsively going with 
spontaneous scenic treatment and sudden inspiration – no tripod for this scene etc. 
 I believe in running full-pelt through a shoot, never labouring the shot, not 
exhausting the actors with too many repetitive takes, never drowning the magic of 
spontaneity with too much technical elaboration. This places enormous pressure on 
the sound recordist (barely enough time to swing the boom, check for good sound) 
and the editor (forced to cut with shaky, blurred or badly lit shots, or struggling to 
cut a scene together from insufficient coverage), but it guarantees fresh 
performance and fosters an enthusiastic cast and crew.  
 The performers also see rapid progress as mounting evidence of their talent, 
that they are ‘doing it right’; it’s exhilarating for them to gather evidence of their 
own unfolding skills. The dialogues are a mutually constructed game of me saying 
something like ‘well I want you to loom over her, be threatening, menacing, and 
you can swear like a trooper, if that’s what you need to do, but when you’re ready, 
I want you to back off slightly, and slow down your delivery, and tell her you’re 
gonna get her, gonna smash her, bring her down. I want you to say that in your 
own words, show me how… start there, at the end of the corridor, come round the 
door and do it now, let’s go.’  
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 It’s a bit edgy to work this way, in that, there’s not much time at all for the 
actors to wonder how, it just happens, immediately; once, or twice or three times at 
the most, just to get better audio, a different angle, a close up, a long shot, a 
different amount of emotion, and then on to the next shot straightaway…. ‘Judy, 
you’re up next’. The adrenalin flows which keeps the performance energy high.  
 Deciding to reshoot some scenes on Sunday, we ‘hit the sack’ around 11.30pm 
in order to rise at 4.45am for the pre-dawn shoot. Ashley Currie was due to arrive 
at 5am to perform the role of Dad with Kaye Simons performing as Mum. They 
were both very gracious about the early call, especially Ashley, as he had to drive 
half an hour to get to Boonah by 5am. Jason Sandy, our cultural consultant and 
youth worker (both real and performed) grumbled about it for hours, but everyone 
knew he was having plenty of fun with it.  
 
 

 
 
 
 
 
 

  
 
 
 
 
 
 
 
 
 

Figure 13. Jason and Ashley as the Youth Worker and Dad in Rain Painting, 2009. 
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4.4 Drama Verité 
 
 

Let’s get going then. So boys, if you can put yourselves in position 
around that tree. Jason, if you can be just out of shot so that you come 
in slightly after. You don’t need to say anything…and I’ve been around 
enough Murri men to know that they talk volumes without a word 
coming out of their mouths. So I want that interaction to be shown. 
(Reinthal, T., Kicking the Can, 2009) 

 
 First light in Boonah during May was very cold. Somehow the necessary 
shoot conditions (fair weather and keen performers) prevailed. Remarkably, 
everything went according to plan. The adults, Kaye, Ashley and Jason were 
terrific, they performed with the capable professionalism of community leaders 
who are frequently called upon for almost any and every kind of task, and they 
took hold of the performance challenge with ease, talent and tremendous efficiency. 
The teenagers were so focused on the story that by now, the adults effortlessly 
slotted in and everything flowed.  

Figure 14. The dawn shoot. The Outlook, 2009. 
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 Being so familiar with each other, the group were as close as family, there was 
no awkwardness or distance, the hugs were real, the anxiety believable, their body 
language true. Lacey recounts: 
 

I think working together in a group with all the girls and seeing their 
confidence grow, it made… helped mine grow as well and I didn’t feel 
as much shame in expressing myself as much with all the girls around. 
And it was a really good group, even the boys - got on heaps good 
with them and working with all you and Kaye and Karyn and 
everyone, made it heaps easier. I feel… when I interact more with 
people, now I can express myself more. I don’t hold back as much as 
what I used to, and I sort of don’t care as much what people think. 
(Blow, L., Kicking the Can, 2009) 
 

 It’s important to mention three of four of the Blow sisters, Amy, Lacey and 
Elly (their oldest sister was not involved in Rain Painting). My first introduction to 
the family was with Elly who was now capably preparing for the lead role of Karli. 
Her sisters, Amy and Lacey were both employed at the Jymbi Centre, Lacey 
specialised in early childhood and after school care activities, and Amy was a part 
time youth worker who also worked at The Outlook as an Indigenous community 
cultural officer, facilitating adventure-based learning programs for youth. Amy and 
I hit it off at first meeting, she is an extremely capable, generous and articulate 
woman who demonstrates a deep love of her community and takes great pride in 
her Indigenous heritage.  
 I saw an incredible strength in all of the Blow sisters, their mum, Heather, 
was the office manager at Mununjali Housing and Development and I could see 
that there was a very close bond in the family. Amy very quickly became my ideal 
production assistant. She knew the environment as well as the back of her hand, 
she drove cars, buses, trains, planes and helicopters (almost) and literally knew 
everyone in her community. It was as if Amy belonged to everyone, her positive 
energy lit up a room when she entered. I asked Amy to be the presenter for Kicking 
the Can and she willingly took on the role. Amy also performed as the Camp 
Organiser in Rain Painting whilst fulfilling the role of production assistant, driving 
the girls around on a bus for the traveling scenes, interviewing the boys for KTC, 
counselling the teens when they needed support and advising me on logistics and 
location details. Amy was a tremendous asset and a key to the success of both 
productions in so many ways.   
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 There were a large number of film activities happening all at one time, which 
meant that I had to constantly keep checking with my second unit to make sure that 
they were getting adequate coverage for the KTC interviews. At various times, I 
was shooting and directing scenes of the girls on the bus, the new girl arriving, girls 
painting, and the shower fight scene for Rain Painting, while Karyn and Steve were 
gathering landscape shots and incidental footage for KTC. As soon as the Rain 
Painting day shots were ‘in the can’, I rushed down the road to interview Amy and 
supervise the rest of the KTC interviews. It was all a flurry of activity and my head 
was spinning with the potential for chaos. Thankfully, Kaye and Jason were on 
deck with a lot of behind the scenes organisation – preparing those that weren’t 
involved in film activites for the night scenes, and generally keeping everybody 
connected to the process.  

Figure 15. Karyn Perrett on camera 2. The Outlook, 2009. 
 
 At times like this, I find it difficult to speak or communicate effectively 
beyond the task that I’m creatively working on, but I have learned that my sensory 
acuity somehow manages to keep track of all of the satellites of the project orbiting 
around me. I recognise that this skill is directly related to my fragmentation, and if I 
defer to the observer self, somehow I’m guided, instinctively to give my attention to 
people and events in an order that doesn’t necessarily make any sense to me.  
 After breakfast, Ashley Currie and I sat on the large verandah and I recorded 
his voice-over for the opening scenes of Rain Painting. Ashley told me the story of Il 
Bogan lagoon, and unfortunately, there was a lot of extraneous noise coming from 
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the semi-trailers that were barrelling past on the highway, and some very odd noise 
coming from an unknown source which sounded like people speaking through a 
PA just over the hill. It was difficult to get a clear run at recording the audio, but we 
did the best that we could. Fortunately all of the scenes on our shotlist were being 
collected effortlessly, and it was thoroughly enjoyable for everybody, as we 
completed each take. Karyn, Steve and I scouted around The Outlook for some 
beautiful landscape shots. I filmed some long-distance footage of the mountains 
around Boonah, and also shot some long-distance footage of the camp. Karyn and 
Steve offered to go out at sunset and shoot some scenes of the cemetery up on the 
hill at the entrance to The Outlook. After lunch I filmed the outdoor scene with all 
the art girls talking about Caroline, and straight afterwards shot the scene with Big 
D and Tilla having an altercation outside the showers. We spent quite some time 
tweaking the intensity of the girls’ exchange until we were all satisfied with it.  
 Everyone took a rest break for an hour or two before we set out to prepare for 
the campfire scene. My daughter, Phoebe had taken up a key support role with the 
girls as drama coach. They’d adopted her into the group and she was helping them 
construct dialogue and monologues that developed their characters. Their laughter 
was highly contagious and there was a frenzy of activity going on as they prepared 
their hair, makeup and costumes for the party scene. 

Figure 16. Stacey shows us how to build a ‘proper’ campfire. The Outlook 2009. 
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 We arrived at the campsite just on dusk. Jason and the boys had prepared our 
fire-making materials; there were stacked logs and sticks and twigs for kindling. As 
the cultural consultant to the project, Jason formally started the evening with a 
welcome to country, respectfully acknowledging and asking permission of ancestors 
and spirits of the land to allow us to be in the space. Stacey showed us how her dad 
had taught her to build a proper campfire. She applied great care and attention to 
building a wonderful, steady fire that burned well and lasted for hours. Karyn and I 
set up the two cameras and talked through the framing and coverage of the shots 
that I wanted (long shots, close ups, and ways of keeping out of each other’s line of 
sight). Amy was briefed on driving the car into the scene from out of the dense 
darkness, and we arranged it so that Cracka would appear to exit the car from the 
driver’s seat. I talked everyone through the scene again, and I asked all the people 
that weren’t performing and had huddled up together, off to the side, just to remain 
totally silent, to never engage with the actors whilst they were performing, not to 
call out, or make comments or laugh. I explained that any distraction from them 
would drain energy from the performers who were working hard to craft a 
dangerous, atmospheric scene.   
 
 
 
 
 
 
 
 
 
 
 
 
  
 
 
 

 
Figure 17. This party’s just getting started. The Outlook, 2009. 
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 In my pre-production research I’d viewed several filmic depictions of 
substance abuse, and especially solvent inhalation, and I had been irked by so many 
gratuitous close-ups of teenagers sucking on plastic bags and other paraphernalia 
such as glue tins, and bottles. It all seemed too obviously key-lined for the film 
audience. I never wanted to intrude on my young performers’ own analysis and 
creative responses to their performative task, this was their critical moment, the 
epicentre of the project. We were co-creating a shared quest to discover the story. In 
my mind, I drew a ritual line that prevented me from entering the bubbling alchemy 
of their performer’s circle; it was their stage, their collaborative discourse. My 
imagined line of demarcation acknowledged that here was the impenetrable wall of 
the actor’s domain, the liminal zone of their own self-initiation, their own place 
between worlds.  So began the dance of Caroline’s initiation. 
 At this point an unexpected thing occurred. The annual Boonah Show started. 
It was so close to our campsite, just over the hill behind us, and there were all kinds 
of speedway cars hooning around, and PA announcements blaring out. This bizarre 
noise assault totally destroyed the ambience of our scene and any eerie spookiness 
that we were hoping to create in the firelit darkness. Now I understood what the 
noise was that had invaded the early morning voice recordings with Ashley back at 
the camphouse. It was sound-check for the audio equipment being set up for the 
show. We pushed on regardless, and by and large, the performance went according 
to plan.  
 At some point in the proceedings the actors’ energy dropped. It was very 
difficult for the group to convey the gradual change from being sober to wild and 
then utterly wasted. The artifice of it all was hard to overcome, people felt a bit silly 
or somehow exposed by pretending to be high, so I just kept up a constant barrage 
of encouragement, egging them on, baiting the boys especially, as they’d not had the 
benefit of performance training or preparation in the rehearsals that we’d been 
having over the last couple of months. The boys struggled to match the girls with 
the same degree of ease and comfort at performing a pretended state of high. 
Mischa’s performance began to seem forced in contrast with the other boys’ 
restrained sense of self-consciousness, and the girls became unsure exactly where to 
pitch and pace their own energetic throw, either full-on, in step with Cracka’s style, 
or more subdued with the other boys.  
 Fortunately I’d asked Mischa and Elly to spend time together working on their 
character’s back-stories, which they’d fleshed out with great detail. They decided 
that their characters were cousins, Cracka was fostered and desperate to get ‘outta’ 
town. Karli urgently wanted to leave with him, and they’d hatched a plan to have a 
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‘cracking’ farewell party and then for Cracka to disappear, sending for Karli once 
he’d settled in Melbourne. The rapport between Elly and Mischa kept the party 
scene together, they were able to drive the pace in partnership; mirroring and 
matching each other’s projections easily, asserting a dominant, energetic presence in 
the scene.  
 Within the circle, I recognised Cracka’s character was also functioning as a 
pattern-breaker, he was rapidly emerging as the other. Mischa was suddenly and 
starkly being recognised as the non-Indigenous boy from outside of Beauy’. The 
juxtaposition was causing an identity ripple to travel across the cast, in that, within 
the circle, Cracka clearly wore the face of an outsider, his foreign, city accent tore 
into the local ‘dialect’ like a jagged imposition, his was the threatening posture of a 
stranger garbling at everyone in the invasive brogue of Brisbanites. Cracka’s timing 
and delivery were, according to the colloquial way, all wrong. This ‘strange’ boy’s 
actions were perceived as disjointed, disconnected, displaced, dispossessed, 
definitely ‘not from around here’.  

 Figure 18. Mischa, Raph’ Josh’ and Warwick considering the party scene. 
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 In hindsight, this was probably the very effect that needed to arise as the 
group-awareness subtly shifted from the performance of individuals and small 
cliques, to a group force of one; a shared identity closing ranks and guarding against 
that which threatened them all with toxic implications imported from beyond their 
close-knit community. These kids were suddenly protectors, each considering how 
to ward off the ‘alien’, seeing Cracka as a metaphor for every dangerous element 
thrust upon the most vulnerable of the Mununjali people and all of Beaudesert’s 
youth. This perceived shift registered within the group’s altered response to Cracka, 
now becoming one of cooperative defense, coalescing into an unspoken idea that 
‘we must be vigilant and take care of each other, teach and guard our little ones 
against the ever-present threat of harm’.  
 The ‘wild’ caricatures of teenagers that had entered the circle completely 
disappeared in the swirling smoke and darkness, and in their place, all that 
remained were the imperceptibly exquisite buds of young adults; a circle of parents, 
teachers and leaders emerging.  
 At this point, a strange tension began building in the space all around us, the 
darkness seemed to be drawing in upon us, the actors were steadily losing more 
energy and withdrawing into themselves as the night deepened. It was to be 
expected, it had been a huge day that had started before dawn. It was very cold, and 
Karyn and I just kept circling with our cameras, like surveillance sharks in the 
invisible black space around the actors. My voice must have been whining like some 
annoying insect attempting to be heard over the sonic maelstrom of the speedway 
cars. In all the darkness, with the craziness of the Boonah show soundtrack 
swallowing everything, I couldn’t really tell how it would all translate on video 
tape, it was pitch black out there, and we had no lighting other than the firelight, 
and it was getting colder and colder.  
 As director, I was entirely focused on supporting the performers in coming to 
their own creative conclusions. I did not want to insert my words into their 
dialogues or suggest alternative actions. I didn’t want them to try and please me, by 
portraying my imagined consumption of drugs and alcohol. The substances and the 
methods of ingestion have radically changed since I was 16 years old and I would 
not be invited to Karli’s hypothetical party. In their eyes, I was a dinosaur. Here, in 
this ceremony of unlimited possibilities, I had no business telling them how the 
dangerous dance of self-obliteration should, or could unfold. This well-funded, fully 
resourced and carefully constructed pretend-party was merely a blank canvas on 
which these young people might sketch their own ideas for social reconciliation. My 
role was merely to provide the best conditions in which they could actively 
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determine the path of their own responses, so that they could feel relaxed, 
confident, experimentally fuelled and absolutely safe to explore the performative 
boundaries of themselves interacting and in motion. Technically I could definitely 
urge them to move, or to be still, to be louder, to be silent, to show change, to take 
risks, but never imposing ‘how’. I was determined to trust their creative 
interpretation of their characters’ activities in the scene. 
 Several hours after we began, a strong breeze picked up which caused the 
campfire to suddenly smoke quite a lot. One of the girls performing in the scene 
took in a lung full of smoke and began to cough, and the coughing very quickly 
escalated into an asthma attack. Unfortunately there was no ventolin with us at the 
campfire, so we called it a night, and the youth workers took the frightened, 
coughing girl in one car back to the house, while the rest of us hurriedly packed up 
and walked or piled into the other car to drive back to the accommodation. It was 
suddenly quite surreal because we couldn’t find the road, and we were driving 
across the fields in a car filled with actors and equipment all just thrown in, in a 
hurry. We went racing across the paddock, bumping up and down in all directions 
until we finally found the road. Back at the house, the girl with asthma was very 
distressed. Although the youth workers were taking great care of her and had given 
her some ventolin, by now she had become hysterical. Kaye and Karyn decided to 
call an ambulance for her.  
 A solemn mood descended and I sat on the floor in the loungeroom with 
everyone, else, just reflecting over the intensity of the day, the night time shoot, and 
just being present with each other while we were all feeling very concerned for the 
girl’s wellbeing. The ambulance came and treated her, and even though they felt she 
was okay, decided to take her to the local hospital just for safety’s sake. 
Unfortunately at this moment, another girl lost consciousness during a seizure, 
which lasted for 40 minutes. She’d recently been having a series of health problems, 
which the youth workers and I were aware of, and they had been advised that if the 
seizure continued past 20 minutes, that she needed to be taken to hospital. Therefore 
Kaye called the ambulance back again. Prior to the camp I had emailed this girl’s 
parents, expressing my concern that the intensity of the production actitivies may be 
stressful enough to result in a problem, however her parents had considered her 
intense desire to participate in the film as very important to her, they wanted her to 
have the positive benefit of being fully involved in the project, rather than being 
depressed and disappointed at home. Medically she had been assessed as OK to 
participate, but by this stage, everyone was feeling very strained and jumpy, and 
several girls began to cry. As the youth workers were very heavily engaged in 
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taking care of the unconscious girl, it was up to me to provide reassurance and 
comfort to the others. We sat in a circle and I asked everyone to talk about what was 
happening and to express how we all felt about it. Everyone was able to express 
their feelings, and eventually we all calmed down and regained some positive 
perspective on the creative purpose of our camp.   
 At this point, everyone wandered off to get coffee or tea, shake out some of 
the tension, and a young woman quietly came to me and asked for some help. She 
said that a small group of girls were very upset and sitting outside, crying. I could 
see from the young woman’s distress that some help was needed. She told me that a 
close family member had recently passed away, and that the group of girls were all 
still struggling to come to terms with the loss. Intense anxiety was arising from 
seeing two of their friends being taken away in ambulances, all of which just added 
to the total exhaustion of an extraordinary day. I went outside to sit with the group 
and I could immediately see how terrified they were that they were going to lose 
their buddies. We talked for a long time, and together we worked through the issues 
to identify that what was happening at the camp had no real connection to the 
circumstances of their grief. They were separate issues. We voiced our shared 
concerns for the girls at the hospital, but by this point, we learned that the girl 
who’d had the asthma attack had already returned to camp, feeling quite normal 
again. Wiping our eyes, we all hugged and went back upstairs and we rejoined the 
whole group. We thoroughly debriefed the events of the day and night. I 
acknowledged that everyone had done a fantastic job, and that it really had been a 
huge day. I explained that I’d been worried that the dramatic events unfolding may 
well cause everyone to want to go home and ditch the project. I truly didn’t want 
anyone to have a negative outcome from such a marvellously creative activity. To 
my amazement, every single person expressed renewed commitment to finish Rain 
Painting. It was another clear moment of the richness of collaborative discourse that 
allowed me to experience, just briefly, an extraordinary connection with an 
extraordinary community.  
 As a group, we clearly knew that this was not how Hollywood produces films. 
We were merely experimenting, trying a different way of storytelling, and we also 
knew that our project was not at all about the film aesthetic, not destined for 
mainstream cinematic distribution, not intended for television broadcast. We were 
developing a kind of filmic theatre as a community project, a cultural artefact of 
what’s possible when people get together in creative practice. We were focused on 
the process, the exciting chance to try things, and to safely ‘fail’ and have another 
go. It was a theatre of self and community, unfolding in a remarkable moment of 
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supported performative play. We, each and every one of us, were having an 
incredible time, disasters and all. Amy Blow recounts: 
 

For a lot of people it was probably the experience of a lifetime. I know 
for me it was probably one of my biggest experiences. I guess, just 
being open and having that chance to be able to act out, I guess, being 
in that character and being… having that choice of doing it has just 
given them a whole new perspective on life. (Kicking the Can, 2009) 
 

 We all drifted off to our beds for a well-earned sleep. The next morning some 
very odd things began to emerge. One person came to me and told me that he’d 
seen some old men spirits at the campsite the previous night, and that during the 
night a spirit had visited him. He’d had a terrifying encounter with the sensation of 
someone coming into his room and attempting to choke him. Another one of the 
boys had also been awakened by strange noises in his room, and he’d been really 
unsettled by it.  
 Quite separately, some of the girls reported that they’d felt someone breathing 
on their neck whilst they were in bed, and another girl had felt an odd pressure on 
her bed, from someone or something that wasn’t there. Another girl said she had 
gone back to the room to get something the previous night when all the group had 
been debriefing, and she’d felt an ominous presence in the room that made her run 
straight back to the dining room to be with everyone else. As we were talking, some 
doors in the building began to slam so suddenly that everyone really jumped, and 
the parents of the second girl who’d been taken to hospital after a prolonged seizure 
arrived while we were having a discussion about the mysterious ghostly activities.  
 It was as if a non-verbal conversation went back and forth between the men – 
between Jason, and the father of the hospitalised girl. Being both Mununjali men 
and community leaders, they went away and had a talk about it and I went out to 
the verandah to film some more interviews for KTC. The girl who’d had the asthma 
attack suddenly began screaming, it was a terrifying sort of screaming that made 
everyone just come running. She was coughing again and claimed that she could see 
and feel someone trying to choke her; she insisted a shadowy figure was squeezing 
her around the throat.  
 Another girl told us that she could also see a malevolent figure choking the 
girl as well, and she too was becoming extremely upset by what was happening. I 
gathered people together and we left Kaye, Amy, Lacey and Karyn to try and calm 
the two distressed and very frightened girls (a crowd was not helping) and then 
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after a while, we went back outside to finish filming some more interview footage 
with Elly and Ashleigh for KTC.  
 The screaming suddenly started up again, and at that same moment my 
camera just seized and completely stopped working. I couldn’t play or record 
anything. It was totally jammed. By this time, I recognised that I was very, very 
tired and my nerves were pretty strained by all the intensely strange events that 
kept on happening. I really didn’t know what to make of the drama, and in so many 
ways I felt culturally ‘outside’ of the experiences. I felt as if I couldn’t properly 
evaluate or assess what was happening as I had no cultural authority to interpret 
the events clearly within this scenario.  
 Once again I was ‘outside’ the boundaries of cultural and spiritual matters and 
so I just didn’t, and couldn’t form any assessments. I didn’t know what to believe, 
or disbelieve, and I didn’t even know how I felt about it all. 
 My emotional capacity to navigate through any more sudden screaming or 
ambulances arriving was stretched pretty thin by now, I was doing all I could to 
reassure more and more girls that were coming to me in tears over their own 
emotional strain. It was very stressful for everyone (as well as utterly intriguing) 
and I had so many questions swirling around in my head. I knew that I had to take 
direction from Jason, as he was the project’s cultural consultant, and I was a only a 
guest. Partly, the filmmaker in me wanted to film the unfolding phenomena, it all 
seemed so incredible, but it wasn’t what I’d come to do, and besides, my camera 
had removed that option.  
 As a group we decided it was definitely time to go home. Unfortunately that 
decision cut into some of the scenes that I’d still hoped to film, but we were all, 
energetically ‘done’. We packed up our gear, hugged everybody and left for home.  
 The girl who’d stayed overnight in the hospital was discharged, and she was 
fine, and a final, amusing thing happened. In one of the other camp-houses, just 
down the hill from us, there was a large group of state-emergency service workers 
on a workshop retreat, whose food was being prepared by the same woman who’d 
catered for us. She told me after our breakfast that they’d requested, pointing 
towards our camphouse, ‘whatever that mob are having, please don’t feed it to us’, 
as they’d seen the two ambulances come and go during the night. 
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4.5 Developing a Visual Vocabulary 
  
 The missing scenes forced me to have to rethink the story and shoot some 
additional scenes with Elly and Mischa back in Beaudesert over the next couple of 
weeks. In a way, this turned out to be the very best thing that could’ve happened. 
We really winged it. By now, Mischa and Elly had formed a great working 
relationship, they were very comfortable with each other and this enabled us to 
elaborate and improvise the story and shoot the film’s opening scenes at the lagoon, 
with some additional dialogue and back story shot at a run down old shed in town.  
 Toni came and joined in for some stunt-car scenes on the winding country 
back roads heading out of town. Miraculously the Jymbi centre happened to own a 
low car trailer which meant that we could borrow a suitable car (ours was an 
ancient jalopy in which no-one in their right mind would attempt to go hooning), 
and we put Mischa in the drivers’ seat, Toni in the passenger seat, and Steve secured 
the camera so it was mounted on the trailer, focused in through the driver’s 
window. Brad Currie towed the car trailer and Steve filmed the scene, clutching the 
camera whilst perched on the edge of the trailer. I stood by the side of the road with 
the second camera and filmed long shots of the ‘stunt’ for KTC. It worked really 
well. Afterwards I filmed Brad driving the ‘hoon car’ pretty swiftly up and down 
the same road and disappearing into a tight corner at the bottom of a hill. We shot 
that several times at dusk and finally called it a wrap.  
 Karyn and Leroy (one of the male students) gave me their camera tapes with 
the footage that they’d shot at Boonah, and I returned home with hours of footage to 
sort through and begin the editing process.  
 My thoughts returned to the strangeness of the inexplicable events that had 
concluded our production at the Outlook. Jason had explained that Indigenous 
people in the communities of Ipswich and Beaudesert were aware of many 
hauntings occurring at the Outlook. It was then that I suddenly remembered Judith 
MiIliken had told me a few weeks before she resigned, that she had stayed in the 
camphouse and she’d warned me not to stay there, she said the place was really 
haunted, she too had experienced the disturbing sensation of someone coming into 
her room and trying to choke her while she’d been asleep. I’d laughed it off at the 
time. On reflection, I knew that the camphouse we stayed in was located right near 
the old cemetery, in which we’d fully intended to film the final scene of Caroline’s 
spooky initiation before the asthma event had happened. By now, I was very glad 
we hadn’t attempted to do that. I didn’t automatically assume that spirits come out 
of cemeteries to scare people, but the events that had unfolded would have been 
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very much more disturbing if we’d been performing amongst the moonlit graves in 
the dead of night. Later I heard some very sad anecdotes that the Outlook had been 
built on land that had once served as a central camp or mustering location for 
Indigenous people that had been hunted down by white fellers and dragged into 
camp in chains, imprisoned and eventually sent off to missions. These were such 
terrible histories, but I didn’t know if there was a connection to those stories in 
relation to the Outlook, or if they bore any relevance to our experiences there. 
Although the mysterious events at Boonah were strange to me, and deeply 
troubling in many ways, they were also part of a cultural business that prevents me 
from speculating about the issues.  
 The circumstances were once again, reminders that I was an outsider, not 
from Boonah, Beaudesert, nor a Mununjali woman. That’s not to say that the 
enigmatic nature of the experience was an Indigenous-only experience, as there 
were also a number of non-Indigenous people present at our film camp. However 
my own acknowledgment that I was not local to the history, and not a community 
member enabled me to judge the situation as something of a shared cultural 
experience that would never fully reveal itself to me, and one that I couldn’t fully 
comprehend in any reflexive capacity other than to note the impact that the 
shortened film camp had on my editorial process and subsequent film narrative. 
Therefore, I have only reported on the events that I personally encountered, and 
that had a direct bearing on the production path. On a final note, Steve and I 
participated in a staff debriefing session of the camp once we returned to 
Beaudesert, it was a very polite gesture from the Mununjali staff to include us and 
helped us to contextualise what had occurred.  
 I’d already decided, in designing the documentary treatment of KTC, that I 
was not going to make any direct, visual references to young people chroming, 
huffing, sniffing or drinking alcohol, however I also knew that this decision was 
probably the exact moment that I departed from everything I had ever learned 
about mainstream documentary filmmaking. This choice represented my deliberate 
leap from solid ground into an abyss, having made a terrific (late) start as a 
community filmmaker with many films on the go, I knew that this was a defining 
fork in the road ahead. One path pointed to an aggressive push to make some sort 
of gritty, hard life doco about Indigenous youth getting wasted on solvents.  
 The other path, the one that I chose, most likely, professionally went 
nowhere, my films would only become ‘safe’, positive, community-endorsing 
pieces. I also knew that this choice obliterated any possibility of me attaining 
mainstream film finance, achieving peer cred’ and industry accolades, or gaining 
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academic recognition for producing a ‘cutting edge’ social commentary film. I knew 
that I was walking away from the serious filmmaker’s chance to ‘witness’ the ugly 
truth of what is happening ‘on the street’. Yet, my overwhelming instinct dictated 
that all of my loyalty and my responsibility was with the Mununjali community. It 
wasn’t really a ‘worthy’ decision, it was simply a recognition that I’d aligned myself 
fully with their own ‘dark horse’ sense of self-determination. It matched my own 
sense of self. I discovered that I just really liked the Mununjali mob so much more 
than I’d ever liked anyone I’d ever met in the film and television business.  
 An ambitious part of me became irritated and depressed by my own decision; 
in some way I felt that I was giving up, taking a coward’s way out, and that my film 
practice would probably end. Nonetheless I couldn’t, and wouldn’t ever use my art 
to hurt anyone. I have always loathed films that scar; I see them as the exploitation 
media; a kind of quasi-news reporting that rapaciously consumes people’s miseries 
and broadcasts them with a detached ‘voice-of-God’ voice-over to reinforce the 
‘shameful’ images in some sort of sanctimonious tone of social or moral judgement. 
This genre of film perpetuates exclusion – the hard earned tax payer versus the 
social miscreant, the ‘hard-arsed’ doco dictated by a producer’s brief to go in hard, 
go for the jugular, create maximum shock value and use catastrophic 
sensationalism in order to sell cars and fast food.  
 By contrast KTC and Rain Painting were very low-budget, community films 
made with a cooperative creative approach that focused on the participatory 
process as a shared meditation on positive, creative ways to implement change. The 
films would be exhibited, not broadcast, given away freely to anyone, left behind as 
cultural artefacts of a creative collaboration that happened… once upon a time. I 
had learned community media methods from working with the Yarrabah 
community in far north Queensland. In fact,  I’d been finalising the editing of the 
Yarrabah film at the time I’d first met Judith Milliken, so the examples were still 
very fresh in my mind. The Yealamucka Aboriginal Health Corporation in 
Yarrabah had asked me to produce a half hour film about teen pregnancy (Just Love 
Them, 2008), and during the briefing had shown me an Indigenous community 
DVD that they felt contained a pretty good example of the kind of coverage they 
wanted. Yarrabah community wanted a very similar film, only made in Yarrabah, it 
needed to speak ‘Yarrie way’, with the sound of the ocean breezes blowing in, and 
all the buildings and the landscape shots had to be local landmarks with Gungandji 
people featured in their film. The project evolved to be entirely different from the 
example originally shown to me, but the Yarrabah community were really 
delighted with our collaboration.  
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 I wanted Rain Painting and Kicking the Can to be projects the Mununjali 
community would be proud of, not cringe back from in shame and humiliation. I 
asked Brad Currie, the General Manager at Mununjali Housing and Development 
and youth worker Bob Smith to answer some specific questions about chroming; to 
describe what chroming is and how it’s done, what are the consequences, and why 
it had become widespread.  

 

It normally involves people just putting paint in a bottle, walking 
around with it under their shirt so they don’t get noticed, or seen, or 
put in trouble or anything like that. Another thing, you’ve got the 
deodorants, all that sort of stuff. Anything that’s got a high base to it, 
they normally take too, cause it gives them a high and it’s cheap. 
(Smith, Kicking the Can, 2009) 
 

A large issue that has raised its head, probably in the last three or four 
years, is chroming. We had an issue where it started off a small 
number of people that were involved in it, and it grew pretty fast to 
about 60 to 70-odd people that was involved in chroming on a regular 
basis. What we actually try to assist in doing is ask, ‘How do we deal 
with that?’ for ourselves? Because the statutory systems that were 
there, just weren’t helping. It was actually having a domino effect 
where a person would be chroming, the police would come along, 
they’d get arrested, so that’s just another thing tagged upon that 
individual who had another issue to deal with. (Currie, B., Kicking the 
Can, 2009) 
 

Some people get to the point where they get high… high as anything, 
and they can be walking along a bridge, and they see things, images 
that aren’t even there. They have flashbacks of their life. Happy 
moments, bad moments, whatever, you know, just walking along a 
bridge, and you go to reach out for something that’s not there, you’re 
dead. (Smith, Kicking the Can, 2009) 
 

 Fortunately I was able to negotiate some extra money from Logan Beaudesert 
Health Coalition (LBHC) to pay Amy for three days of production assistance. This 
enabled me to return to Beaudesert and shoot the final pieces with Amy’s vital 
assistance. LBHC also paid for my accommodation for three days so I could work 
closely with Amy and we could just get everything done. We worked intensively, I 
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interviewed Amy, she interviewed youth, elders, community workers and some of 
the participants in the overall project.   
 While I was finishing off the shots in Beaudesert, Steve and Mischa composed 
some great music for the film soundtrack. Karyn had also provided some excellent 
footage from the second camera, particularly of the scenes at the campfire, one in 
particular that captured a swirl of smoke with the actors walking into the smoke 
and disappearing into nothing. It was a terrific shot. It was spooky, and highly 
effective as a means of finishing that scene.  
 Due to the problematic noise coming from the Boonah show over the hill, 
Steve and I worked very hard to scrape together the ADR (additional dialogue 
recording) soundtrack made up of little bits and pieces of ambient sound captured 
during quiet moments between the noise of rally cars and PA announcements. 
There was a lot of copying and pasting of sound chunks. Steve worked on the 
music to create a bottom-heavy ‘womping’ bass sound of car audio from ‘the boys’’ 
car as it approaches the campfire in the initiation/party scene.  
 During my previewing of all the rushes, I began to consider the deep, 
spiritual connection to land that so many of the Mununjali people speak about. I 
wanted to incorporate beautiful landscape shots very much as a visual vocabulary 
supported by sound. For example, after the party revellers disappear into the 
smoke, the screen goes black. The very next shot is preceded by the sound of 
kookaburras just as dawn breaks. At each point of the film’s punctuation, the 
landscape shots work to grammatically separate the paragraphs of the story. Each 
panoramic shot is supported by musical motifs that reprise certain emotional 
markers, such as Mischa’s piece, “Cold Sweat”, which appears a couple of times, 
initially as a single instrument playing arpeggios and later reprised as a full band 
playing out the credits.  
 I wanted to create a picture-driven narrative revealing a thread of cultural 
congruence throughout the film. I sought to repeatedly make visual links back to 
the landscape in and around the Scenic Rim. George Currie had spoken of the 
Mununjali people’s connection to their traditional culture being maintained and 
reinvigorated through cultural and educational community programs that took the 
children and youth out bush. George was fully occupied in teaching the young 
people about traditional hunting, about recognising the spiritual and cultural 
significance of landmarks, he is a wonderful story teller, sharing many very old 
stories and imparting a strong sense of responsibility to the Mununjali people’s 
custodial ethic. Many healing camps were organised for the young men and, 
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separately for women, and other camps were held for the whole community to 
come together and share in their traditional identity. Family. 
 I spent hours reviewing the magnificent mountain profiles that I’d shot in 
various lights; early morning, midday, sunset, wide open in bright golden 
sunshine, or brooding under blackening skies as heavy stormclouds gathered and 
rolled in. There were some terrific shots of kangaroos and wallabies bounding 
across the land at sunset, as well as birds flying into trees to roost, shimmering 
creeks and lagoons rippling with crimson, silver and purple reflections as the dusk 
cast luminous ripples across the surfaces of the water. There was a wealth of 
wildlife, and panoramic splendour from which to create a powerful cultural context 
in the story. I needed to walk alongside these Indigenous elements, knowing I 
could not directly reference those sacred and spiritual matters in any sort of tourist 
or postcard style. I could merely journey beside, pointing at the beauty, weaving 
the story around and through the local meanings that I could not explain or utter. It 
was a visual vocabulary that punctuated the story, signifying changes, connections, 
chapters, links, unfathomable and non-verbal similes and structure. The land 
images were driving me, I wasn’t imposing a director’s cut, I was simply mirroring, 
by paying attention with the area of my consciousness that observes; that 
witnessing self that dwells silently in the interior realm, picking up tiny pieces of 
data as if they were the fragments of our story, each piece alerting me to subtle 
variations in tempo, colour, facial cues, muscle tension, audio clues, tiny markers 
and giant flags. The combination of the narrative drama and the unconsciously 
selected threads of sounds and images somehow wove together in a collaborative 
discourse of filmmaking.  
 Returning several times to Beaudesert to share the progress of the editing 
process, several girls from the cast spent time with me over a period of days in 
order to collaborate and gain some experience in the process of film editing. Time, 
distance and financial constraints prevented this process from being as intensively 
hands-on as it could have been, but as a group, we agreed that it was now my task 
to complete the editing. This handing over reinforced the theatre aspect of our 
collaboration, by focusing on the community’s participation as largely the 
performative elements of the project. My creative task was to render a cultural 
artefact as a positive mirror of our work. The editing was the aesthetic space for my 
creative performance, and at several stages of showing the group rough cuts, they 
expressed their enthusiasm for the ‘cut’ but also their desire to wait for the finished 
film before they watched any more. This was logistically helpful, because many 
members of the cast had already left school, left home and also left Beaudesert. I 
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carried on and shared whenever I could. Admittedly I have great difficulty 
communicating when I am in the process of editing a film, my inner witness 
commands my full attention and I cannot speak.   
 Rain Painting’s visual vocabulary was my way of honouring the Mununjali 
people, by demonstrating that I had paid very close attention, that I had been 
receptive to their teachings, and that I had recognised the uniquely beautiful, 
cultural features in the editing of our film. The opening scene was constructed as a 
visual overlay effect depicting the ghostly image of the little girl who walks into the 
water. Elly performed the rain dance on the banks of Il Bogan lagoon, and it was 
such a beautiful image that I layered it with shots of the mountains around Boonah. 
I wanted the combination of images to make a visual link between myth, sorrows, 
history, and present troubles arising. When I showed the opening sequence to 
members of the cast, they were delighted. The images underneath the film credits 
return us to the dance, showing that Rain Painting is a dance of sorrow that 
endures, irrespective of the time and the stories that come and go. When I showed 
little snippets of the emerging film to Kaye and Karyn and to a group of the girls, I 
wanted to show them just enough images so that they would very much feel 
connected with the process, but at the same time I held back from letting them see 
too much. I wanted their response to the film (at the launch) to be totally fresh. 
 
4.6 The Launch 
 
 The Be Well Stay Well project launch was held in July, 2009 at The Centre, 
which is a large, modern community centre located in Beaudesert. The Centre is the 
premier venue of the region and was an excellent choice of location with a high 
quality auditorium, seating for 338 patrons, a full sized cinema screen and 
projector, large stage and excellent audio facilities. The evening was amply catered, 
and on display was a wonderful photographic exhibition of pre-production and 
location photographs that Steve Reinthal had shot over the course of the project.  
 Queensland Health had generously paid for several copies of the images to be 
printed in very large and small formats for the launch and also to present to 
Mununjali Housing and Development staff as a record of the journey. The Centre’s 
art gallery director requested that the photographs remain on exhibition in the 
gallery for a month, so there was a nice representation of the project in an 
unexpected quarter. The launch attracted a large and enthusiastic attendance, 
comprised of Queensland Heath staff, Logan Beaudesert Health Coalition staff, 
Mununjali Housing and Development staff, local government members and 
councillors, many curious community members as well as most of the cast, their 
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families and friends. The films received great acclaim. Many family members of the 
cast came forth to make special mention of how proud they were of their kids and 
how the project had made such a positive impact in the community. As soon as 
Rain Painting finished and the credits started to roll we all heard one very loud 
male voice proclaim ‘deadly!’ and everyone laughed and applauded.  
 
4.7 The Dreaming 
 
 In October 2009, I was contacted by Rhoda Roberts, the Artistic Director of 
The Dreaming35, and invited to screen Rain Painting, Kicking the Can and Blue Colour, 
(my first, short, feature film) in the festival’s film programme alongside some just-
released and high profile feature films; Samson and Delilah and Bran Nue Dae. Acting 
on the suggestion of hip hop performer, Kaylah Tyson36 to visit my website, Rhoda 
had watched the films and was very enthusiastic about having them screen at the 
festival and also including Indigenous youth representation from the Yugambeh 
language group37 for the 2010 event. Rhoda invited me to bring ten members of the 
cast to participate in a discussion forum after the screenings, whereby they could 
discuss their experiences in the film production and directly answer questions from 
the audience. After many conversations with the staff at Mununjali Jymbi centre it 
was decided that the actors who’d played the main characters (seven girls and 
Mischa) would come to the Dreaming festival, and we’d camp there for the four 
days accompanied by Heather Isaac (the office manager at Mununjali Housing and 
Development as well as the mother of Amy, Lacey and Elly) and Jason Sandy.  
 The festival allocated us ample camping space in the performer’s area, and 
each of us received a per diem of $50 to help with hunger. It was a small gesture, 
yet it was a terrific symbol for the cast to see their creative efforts being received, 
acknowledged and celebrated at a premier annual event showcasing Indigenous 
culture. It was an unexpected and wonderful conclusion to the project. Each 
member of the cast that attended the festival received a glossy brochure with their 
own biography included for posterity and we had a terrific (if freezing cold) time 
together. After the forum discussion, several members of the cast were interviewed 
by Northern Territory Indigenous radio and it was wonderful to observe these 

                                                
35 The Indigenous Dreaming festival ran as a stand-alone event at Woodford’s Folk Festival site  from 
2005 until 2010 (Friday 11 June – Monday 14 June 2010) growing in attendance annually with an 
audience in 2010 of over 28,000. Since 2011, due to extensive flood damage at the festival site,  The 
Dreaming was postponed and has now become incorporated into the annual Woodford Folk Festival 
as a featured component of the week long celebrations. 
36 Kaylah Tyson had performed in Blue Colour as Cheetah, and her Brisbane-based rap/hip hop group 
The Poetic Murriz also collaborated with Steve Reinthal and I on the film’s soundtrack piece ‘Flat Land’. 
37 The Yugambeh region includes the Gold Coast, Scenic Rim and Logan region.  
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young women in full flight; articulate, proud, confident… emerging leaders 
speaking to the world. 

Figure 19. Cherece, Lacey, Elly, Toni, Ashleigh, Mischa, Amy and Stacey at the Dreaming 2010. 

 
 Although the following text was originally intended to precede the film, I 
decided not to preempt the story with unwieldy documentary notes, rather, to let 
the films speak for themselves, and allow the audience the freedom to consider their 
own responses. It is however appropriate to include the notes here as part of the 
reporting of the project. 
 
SCROLLING TEXT …The Rain Painting story is entirely a work of dramatic fiction, and 
all characters are imagined, and not based on any real persons, living or otherwise. This 
story is a community creative response to an examination of social and health issues relating 
to substance abuse, whereby the film aims to function as an educational resource as well as 
provide quality entertainment.  
 
 
 
 
 
PLEASE VIEW THE FILMS AT THIS POINT IN THE EXEGESIS 
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CHAPTER FIVE – ADAPTIVISM: Analysis and Conclusion 
 

When in-depth stuff needs to be spoken about, the people who’re 
involved and make the decisions, that’s only when they speak, you 
know, the Mulga (sic) fellers. (Currie, G. [interview, KTC], 2008) 

 

Straight after my very first video interview in Beaudesert with Mununjali 
Cultural Development Officer, George Currie, I reviewed the captured footage and 
stopped the tape to consider an intriguing statement from George referring to ‘the 
Mulga fellers’. I became enthralled by the idea of revered, Mununjali ‘power-
brokers’. I wondered where these fellers might be, and if I would ever get to meet a 
Mulga feller? I pictured a group of ancient, grey bearded men sitting together in a 
dried up river bed, somewhere out in the ‘back country’ of the scenic rim, 
communing with the spirits of their land. Next time I went to Beaudesert, I asked 
George, ‘who are the Mulga fellers?’ George looked quizzically at me and 
shrugged, ‘never heard of them’.  

Pressing him to remember, I showed him the video footage. The other staff at 
the Jymbie centre gathered around us, and then Brad Currie, George’s younger 
brother burst out laughing. That’s not ‘Mulga fellers’, George is saying ‘them older 
fellers’. Everyone roared. Chiding George for speaking in his particular country 
drawl, I became aware of the kindness and the warmth with which the Mununjali 
people directed the joke at George, when in fact the silly error was all mine.  

Culturally, I had wandered into the heart of Mununjali territory, entering and 
leaving, a stranger.  Perhaps I had momentarily walked alongside, for a brief time, 
but I could not stay. It was neither their desire nor mine for our collaboration to 
impose ‘permanent residency’. I also recognised that I had much to learn from the 
lesson of the ‘Mulga fellers’. In many ways George, Brad, Ashley, Jason, Shane, Bob 
and Uncle Bevan were, for me, ‘the Mulga fellers’. I had merely superimposed my 
own, imaginary projections of ‘mysticism’ and ‘survival’ over their otherwise 
down-to-Earth, normal lives.  

There were many intercultural threads interwoven throughout the 
production path of Rain Painting; those that held social significance, those that 
contained creative implications, and others that interrogated the very nature of 
collaborative dialogue mapped across the whole. In pragmatic terms, I now ask: 
what does my exegesis offer to academia at large, how does it expand 
understanding, and what must it (for now) leave unsaid, slated for future 
discussions? As identified in the introduction, Adaptivism is the object of my 
research, and its scholarly debut is defined herein by its emergence as a set of ideas 
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that arise from the theoretical aspect of practice-led research. Indeed, Adaptivism is 
the fruit of this research and the films are cultural artefacts. The major task of the 
exegesis has been to report on the studio practice and to collate the intellectual 
territory of my learning. In returning to the stimulus question - how do creative 
expressions benefit individuals and communities? – in culturally ethical terms38, I argue 
that the community’s response to this question may only be answered by the 
community members who participated, therefore their reflective comments are 
shown in the accompanying film, Kicking the Can, through numerous interviews 
and reflections on the issues of chroming, substance abuse and the benefits of 
participating in creative community programs. Kicking the Can is, therefore, the 
artefact of our collaboration. Our film ‘speaks’ to demonstrate the mutuality of our 
investments and returns, and as such, I have included a transcript of Kicking the Can 
as Appendix item four.  

In the analysis of Rain Painting, and its relationship with Adaptivism, I have 
walked very carefully through the crisis that pervaded our production camp, I 
understand that is not appropriate for a non-Indigenous outsider to ‘unpack’ 
cultural meaning of Indigenous spiritual matters via the observational lens of 
academic, ethnographic or anthropological analyses of the events. I have however, 
reflected on the events from my own perspective. My reflections are limited to the 
comments and reference points of an artistic director actively engaged in directing. 
I am not, in that instance, an outsider, an observer, a translator or mirror, I speak 
only as an artist.  

 
Entry Seven 

 
My inner witness is accustomed to reading the patterns and sequences 
of outer landscapes and transactions. Mirroring human interactions, I 
confirm or dispute my own, interior beliefs at the frontier of self in 
relation to all others. My inner fragments, all, are actors; performative 
representatives of a complexity of subjectivity; utterances in motion, 
each actor-shard declaring the outer spaces of reality to harbour 
constant threats of danger, or havens of joy.  
 
My inner witness, drowsing in the constancy of the patterns of reality, 
delegates, waving the filtration of data on to the reticular activating 
system within the hypothalamus, streaming recognisable patterns of 
data, maintaining the deep trance of congruence;… same, same, same, 
same… until different chimes; awakening me, rousing me to change.  

                                                
38 Please see Appendix item 1- A Director Prepares: - Indigenous Protocols, Cultural Considerations 
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5.1 The Wisdom of Embodiment: Adaptive Technologies in a Studio Practice: 
 

Revising the territory of my research I now summarise the journey. Working 
from a phenomenological basis, I positioned my own voice in the research as a 
means of identifying and claiming socially constructed marginalisation. In so 
doing, I determined that I am the subject, and Adaptivism is the object of my 
research. This subjective positioning of self has provided several structural benefits 
to the task. The major advantage was the claiming of cultural authority to speak 
about marginalisation from an authentic, lived experience, rather than from the 
privileged location of outsider.  

Early in the exegesis I frequently referred to concepts of fragmentation, 
wounded identity, marginalisation, liminality, social reconciliation, social action 
and affective analysis as explored within the creative practice of performance. This 
list of descriptors was first used to recount personal experiences, but was also used 
to point beyond, to a positive progression of states that Adaptivism strives to 
promote through collaborative discourse with others. Imagining the reconciliatory 
journey of all of my selves as a migration of archetypal characters, from wounded 
self to reconciled self, I recognised the social action potential of creatively applied 
Adaptivism. I saw many benefits arising from the creative process of reframing the 
phenomena of fragmentation and liminality in socially resourceful ways.  

In the autobiographical chapter, I described how my 'self-identity formations' 
became disrupted, then fragmented, and I explained how my personality fragments 
functioned as metaphoric self-representations whenever I experienced sensory 
overload. I further explained how the very ‘act’ of ‘mirroring’ others enabled me to 
gain social cohesion, providing a pivotal survival skill, an adaptive coping 
mechanism within my wounded identity ecology. Using discrete entries of 
performative writing, I showed the formation of, and expression pathways of 
isolated portions of my identity. In so doing, I demonstrated how poetry and other 
masking, or coded, forms of performance assisted my wounded self to emerge, 
interact and engage with others. Referring back to the illustration ‘Timeline of selves’ 
(Fig. 2, p67) I have shown a linear depiction of the journey of an artist moving 
towards social reconciliation through the act of creative self-reflection in an 
autoethnographic inquiry. The reflective becomes reflexive at the fulcrum of 
achieving deeper sociological understanding of how an intuitive art practice finds 
its own theoretical location. This ‘way forward’ must first be tested in practice with 
others before it claims its theoretical home. It is the social interaction of such an 
idea, the outward movement that realises it.  
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In the exegetical transition from self to other, from individual to community, I 
discussed the ethical problem of identifying other people as marginalised, 
acknowledging that there are, of course reasonable grounds for using the label 
‘marginalisation’ merely as identification of factors considered outside of centrality, 
thereby causing minoritisation. I described the overarching ethical conflict that 
arises in the status naming of others, particularly when intercultural qualifications 
may separate. Therefore, I claimed ownership of the liminality, and I allowed an 
intercultural ‘fluidity’ to exist in the use of the words ‘marginalised and liminal’. 
This mutable position served the broad concept of describing communities 
perceived as aligned with cultural variables not necessarily reflective of the 
mainstream population.  

Progressing to the critical chapter, I explored the political scaffolding of 
phenomenological experience through a brief interrogation of Disability Studies. 
The critical field of Disability Studies yielded vital findings. The very nature of its 
own label revealed the disciplinary rigidity of social constructions that: potentially 
lock identities to injured capacities, restricts and is wary of the phenomenological 
voice, serves the medical model of assessment by identifying people pathologically, 
thereby ignoring what is inherently healthy, strong and resourceful. Disability 
activists fight passionately for the removal of such social barriers, and in my current 
understanding of the field, in relation to my own phenomenology, I applaud the 
courage of the many that strive to bring about positive change. I do, however, reject 
scholarly identification with an academic discipline and field of cultural inquiry 
whose very name entraps.  

My investigation also considered various post-modern perspectives on social 
and creative constructions of identity. This was explored through the performative 
literature of Eve Kosofsky Sedgwick, Peggy Phelan, Elspeth Probyn and Ronald J. 
Pelias. In addition, the literature of Georges Gusdorf on autobiography guided 
much of my thinking throughout the exegesis on the philosophical integrity of self-
writing.  

Engaging Richard Schechner’s codification of Performance Studies in 
conjunction with J.L. Austin’s Speech Act Theory, I explored performativity: 
blending, in a calculated move towards Adaptivism, facets of Austin’s theoretical 
establishment of performative utterances as they are overlapped by Richard 
Schechner’s linguistic use of performativity. I considered the social action potential 
for change in Austin’s assertions that performative utterances ‘enact’. Revisiting 
Sedgwick, I considered how the penetrating questions she poses in teaching 
experimental critical writing may even be relevant to the examination of 



 

 
 

129 

Adaptivism in this exegesis. Therefore, I pondered Sedgwick’s questions in relation 
to the social action ambitions of Adaptivism. Thinking about Rain Painting, I posed 
Sedgwick’s questions: 

 

• What do you think needs to change? 

• What representational acts could effect change? 

• What are the relations of address involved in these acts? (ie who is 
speaking, and to whom?) 

• Who is interpreting these acts, and how? How much control, and what 
kinds of control, do you have over this interpretive process? 

• What is the relation of these acts to preexisting media of public 
representation and advertising? 

 

Although Sedgwick’s questions (1998, p115) were devised to serve a highly 
specific task relating to the understanding of performative utterances, I was also 
able to benefit from considering how they may apply to performative acts of: 
improvisation, metaphorisation of self, social mirroring translation, and other 
creative forms of social interaction. I imagined the scenario of, for example, a new 
performer who learns to improvise for the first time, and therefore projects an 
untested expression of ‘I’ through the spontaneity of their performance. This actor 
moves and speaks in affectively experimental vocabularies of speech patterns and 
postures that are witnessed in equal measure by the interior witness as well as by 
the exterior realm. This performed performativity is aligned closely with 
Schechner’s explanation of the dual use in Performance Studies of performativity. 
He shows the word to function as Austin intended, as well as being an adjectival 
description of performance-like qualities. Schechner’s duality claims use of the 
word for theatre practitioners and for scholars of Performance Studies describing 
actions related to performance. Furthermore, Schechner shows the possibility of 
social change through inter-cultural correlations between theatre and anthropology. 
Describing ritual as a key location for the transformation from one state to another, 
Schechner, in company with Turner, provides a positive, purposeful role for 
liminality as a location ‘betwixt and between’ worlds, a location of gestation. I have 
used this ‘cross-pollination’ of theories adaptively, to argue that the combination of 
performativity with performance ‘writes’ into reality the act which is being 
witnessed, thereupon declaring ‘felicitous’ forms of new selfhood as witnessed by 
the observer self. This active, or ‘doing’ nature of the ‘performative performance’ 
implements therapeutic changes generally sought by social action theatre.  
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Boal’s contribution to this exegesis is a clear recognition of theatre’s 
‘extraordinary power’ (2003), to bestow visibility. This is a visibility of the self to an 
inner witness or observer self. Boal describes the affective dimension as a location 
of interiority, a place in which ‘the observer observes, the spectator sees: she feels, is 
moved, thinks, remembers, imagines’ (Boal, 1995, p22). My own reflection on Boal’s 
argument for the self-visibility empowerment of theatre, leads me to recognise that 
it is the cultural artefact of a filmed performance that provides the performative 
element. For the cast, the film becomes a mirror, a window to the interior realm of 
their affective dimension. This viewing of the emergence of creative expressions 
enables reflection, as performers, to look back in order to move forward.  

The field of Affect Theory has been briefly excavated in order to examine, 
specifically, the embodiment of shame. The purpose of the inquiry supports an 
emerging system of thinking that recognises a link between negative affects and the 
transformative capacity of performance. This relationship heralds the next stage of 
research which seeks to raise discussion of the sociology of performance; examining 
relations between affective ecology, performance-as-autobiography and creative 
pathways for social change. 

Throughout the exegesis I have included several quotes from an essay written 
by Georges Gusdorf titled Conditions and Limits of Autobiography39 (1956 [1980]). 
Gusdorf’s writing continually illuminated the journey from reflective writing to 
reflexive analysis through his evocative descriptions of the relationship of the 
interior realm to the exterior. He writes ‘[i]f exterior space – the stage of the world – 
is a light, clear space where everyone’s behaviour, movements, and motives are 
quite plain on first sight, interior space is shadowy in its very essence’ (in Olney, 
1980, p32). Gusdorf’s essay constantly encourages consideration of the source of self 
within the interior realm; a profound point of origin which has conceptually paved 
the way for the metaphoric Dark Horse to be the sigil for this inquiry.  

Tracking back through this research, I acknowledge that I have merely 
opened the first page of Adaptivism by introducing several adaptive concepts of:- 
wounded selfhood, identity fragmentation, technological surrogacy, 
metaphorisation of self, social mirroring and pattern-breaking as may be explored 
through improvisation. Seeking theoretical links in the critical fields visited, I see 
that these concepts demand deeper and more prolonged investigation; they are, as I 
have established throughout the exegesis, emergent concepts harvested from the 
practical elements of my doctoral research. I undersand that the process of 
contexualisation is an ongoing endeavour that points to many more academic 
                                                
39 The original essay, written in French, is translated into English and published by James Olney, 1980. 



 

 
 

131 

pathways. I recognise the potential for Adaptivism to find application in 
educational contexts, and I currently seek new ways to test its mettle in my 
teaching methods. These rhizomatic explorations must expand into new cultural 
fields, simultaneously forming new nodes and junctions, sprouting in non-linear 
configurations and formations, just as Bhabha’s ‘in-between, and Sedgwick’s 
‘alongside’ as voices that guide the unruly fecundity of my creative inquiry. 

 
5.2 Adaptivism in Rain Painting 

 
In my introduction to Adaptivism I described it as: the creative utilisation of 

resources based on immediate needs and availabilities. I showed where Adaptivism 
meets performance through the metaphorisation of self, by explaining how, 
particularly in people of othered bodies, the metaphorisation of self is a key form of 
physical surrogacy. I explained that an adaptive person substitutes the functionality 
of an absent forefinger by experimenting with other available digits or physical 
planes to equip the hand to grip and to hold. By adapting and modifying the 
substitution, the user refines mechanical process/es until competency and 
eventually mastery follows. Psychologically, I asserted that Adaptivism meets the 
metaphorisation of self through explorative projections of self, such as social 
mirroring.  

In creative applications such as drama, I contend that Adaptivism utilises the 
social and functional resources of mirroring and surrogacy in order to develop a 
performative persona. The very act of projecting the self outwardly, systematically, 
through all forms of communication, is undeniably a wholly creative, complex 
process. The ability to interact and communicate with others relies on 
comprehension of the exterior through the translation and formation of internal 
thoughts and abstract ideas into expressions of self. It is these projected expressions 
of self that enable cogent streams of self-representation. Additionally, it is the 
capacity for self-representation that allows the forging and maintaining of social 
locations of belonging. Performance training offers strong, structural support for 
explorations of identity in ways that stimulate new understandings of the self.  

The reflective analysis and (re)interpretation of one’s own art, especially after 
an improvised performance, encourages cognitive development by inviting actors 
to wonder how best to embody new selves. New selves are explored 
metaphorically as characters that travel throughout liminal zones to play with 
difference, become the other, sense the strange, to creatively explore the stark and 
unusual interior realm of the artist. These creative enactions activate and engage 
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significant inner impulses that powerfully stimulate and trigger right brain 
hemispheric dominance when we begin to wonder….what if?  

In the figure below, Adaptivism is mapped by the key concepts of: inner 
observing, translating, utilisation of inner resources, metaphorisation of self, 
mirroring/projecting, affective expansion, integration and social reconciliation.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
These aspects are additionally overlaid, or matched by the production stages 

of Rain Painting. Intersections are found in the drawing of analogies between the 
key elements of Adaptivism and the practice elements of: consultation, narrative 
script development, performance (throughout every stage from actor training to 
filmed performance and public performance), editing, exhibition, reception and the 
integrative, healing aspect of becoming. This statement of ‘becoming’ encompasses 
the community’s undertaking of many creative roles, performers, crew/technicians, 
story-tellers, artists, community participants. It is the successful undertaking of 
these roles that results in the ‘redressive’ or healing behaviours that Turner and 
Schechner previously bridged in their inter-disciplinary explications of 
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performance and anthropology. Turner and Schechner argued specifically for this 
healing capacity, especially in relation to the liminal zone of ritual/performance. In 
Schechner’s words he explains that: ‘[r]estored behaviour or the restoration of 
behaviour is treating ordinary life behaviours as if they were film scripts that you 
take, retake and edit’ (Restoration of Behaviour, 2012).   

Rain Painting’s intercultual or, intersectional, liminal zone was a ‘place’ of 
trial, the aesthetic space of performance that supported the ‘trying on’ of new forms 
of expression and identity. Here was the ritual location of the dark horse. I argue 
that ritual, although ‘costumed’ for the show, is always enacted in the interior space 
of the self. The performative ritual is realised by the inner oberver, whether the 
performative action occurs ‘on stage’ in the conventional sense of performance, on 
the ‘sound stages’ of cinema, video or smartphone camera production or in the 
sheds and street corners of community theatre. This ritual change is made 
internally, because it is not the environment that declares the utterances, it is the 
performer. In many ways this is exactly what Boal asserted in his argument that: 
‘[i]t’s not necessary to perform in a theatre, theatre does not need a theatre to be 
theatre’ (2003).  

I have extrapolated on this progression of Adaptivism, by arguing 
throughout the exegesis that the metaphorisation of self is not only integral to one’s 
identification with family, with community and with social groups,  it is also the 
performance of self that determines self-cognition. Signifying self through cogent, 
or recognisable patterns of identity, a person may come to claim continuity of place 

within the social constructions of life. This concept of continuity relies on congruent 
projections of self through recognisable patterns and conventions that show that 
‘things are exactly as they should be’. Conversely, pattern breaking (typically 
known as the expression of otherness) shatters the facade of life’s recognisable 
ordinariness.  

Performed, or intended pattern-breaks are the best method of constructing 
the ‘state-change’ of humour, or horror in film and theatre. The shock of disrupted 
congruence causes audiences to laugh or to recoil in fear – the sudden, unexpected 
move/scream/pratfall – these are powerful destabilisation devices for affectively 
breaking the audience out of their trance. The trance of theatre40 is powerfully 
induced by performers commanding a staged focus of attention on the narrative 
patterns (cultural conventions) of the show.  
                                                
40 This idea of the pattern and pattern breaking phenomena is flagged as an extremely critical area of 
future research, however it suffices to say, that pattern breaking and narrative conventions are an 
intrinsic feature of the conceptual links between affect, performance and performativity.  
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The example that best illustrates the rapid state-change that occurs through 
pattern breaking is the exposition of an extremely painful series of events that I 
narrated in my pre-production session with the cast of Rain Painting. Several 
features of this pattern-breaking example were instrumental in altering the 
dynamics of our communication stasis. By externalising the burden of the wounded 
identity, there was an immediate alleviation of fear that perhaps our film might 
vilify its own participants or negatively identify people in the community. There 
was also pre-existing tension among some of the participants who were struggling 
to negotiate the group task of creative experimentation without transgressing into 
hierarchical issues of community discourse amongst the group. Who would be cast in 
the roles of villains or heroines? Who would lead? 

The pattern-break came from the telling of a heart-wrenching true story of 
two unnamed girls from an unknown location as a means of rallying social change. 
My edict that ‘this was a story that needed telling’ and that it needed willing tellers 
to ‘help it be told’ elicited a shift almost immediately. My visible, emotional 
connection to the story dissolved any concerns that Rain Painting would negatively 
reference members of this cast or persons within their community, I was now 
perceived to care. An empathic response from the girls followed. My story, 
functioning as an adaptive mirror, revealed shared characteristics; two Indigenous 
girls of roughly the same age as the cast, trapped in extremely distressing 
circumstances. The story elicited an automatic community ethic and response, to 
care. My own, raw response to the story was clearly real and very distressing for 
me. Sharing my emotional vulnerability by ripping away the mask of my 
composure, I revealed something true in my commitment to social change.  

It’s worth noting that the pattern-break cleared the table of other issues and 
revealed a match in our core values; a human sense to care. The collective 
compassion of the cast was aroused by the woundedness of the anonymous girls in 
my story. The possibility of trust was earned in this expression of pain, I made an 
offering of something that is typically kept inside, the shame of personal sorrow, a 
public, disheveled display of grief. For one instant I was no longer an outsider, I 
was merely colourless, formless, an older woman crying and leading by example – 
‘it’s OK to show yourself’. A non-verbal contract was signed in this shared moment 
of reckoning, we dropped our masks and moved forward ‘in-step’. My affective 
expression (and dishevelled state) was not anything but genuine and difficult, yet 
my intention was simply to show that very real expressions of feelings are keys to 
change; they are what connect us.  
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The accretion of pain-laden feelings can significantly block the spontaneity of 
creative expression. Actor training is a highly effective resource for alleviating 
residual pain and emotional burdens through exercises that offer sustainable 
methods for actors to safely explore and (re)open expression pathways. The safety 
aspect comes from the (adaptive) utilisation of the fictitious buffer of dramatic 
performance. This ‘imaginary’ buffer is a feature of the creative ecology that is 
tacitly assumed in dramatic representation. All items used in performance, used ‘on 
stage’ become meaningful and also othered. Chairs become trains, desks become 
mountains, ships, buildings and all props found on stage assume performative 
meaning. This collectively imagined transformation is an integral aspect of the 
ritual landscape of theatre. Creative ecology also avails the actor with time and 
distance from adverse reactions to affective expression, their own and the reactions 
of external witnesses. Largely due to the time-shifting capacity of performance, 
there is a safeguarding of the actor from emotional vulnerability. This occurs in two 
ways. Firstly, the performer has generally rehearsed the scene, exploring the 
affective landscape with the rest of the cast and crew. Schechner calls this the 
‘redressive’ or healing phase of the crisis. He describes it as a scene that the actor 
‘takes and retakes’ which provides a period of testing.  

The second time-shift that occurs in performance stems from the tacit 
understanding that the performance is ‘drama’; fiction, made-up. This buffer zone 
enables actors to physically release all manner of feelings, and it further 
demonstrates acceptance and reception of the feelings from the cast, crew and 
audience. In the final self-analysis of one’s own performance, an inner recognition 
arises that affective expression is normal, expected, all of which finally brings 
affective relief from the recognition of a difficult job ‘well done’. This internal 
(re)formulation of positive feelings reveals affect to be at the very centre of social 
action drama, it is a performative resource that functions by speaking 
simultaneously to the interior realm whilst communicating with the exterior.  

As an adaptive director, I approach creative development by fully allowing 
each intuitive impulse to engage in collaboration; so that, everyone is encouraged to 
challenge, analyse and name performative actions that may otherwise be assumed 
as unreadable, unknown, hidden expressions and gestures. Typically, trained 
performers embody a wide range of affective expressions very clearly, it is a skill 
which directors seek, and audiences observe as a physical vocabulary. When 
untrained performers embody the postures of negative affects, we typically see 
conditions such as: heaviness, exhaustion, flinching, downcast head, tense posture, 
motion reluctance, folded arms, clenched jaw and headache. Conversely, a re-
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energised and expanded affective vocabulary includes: direct gaze, well-projected 
voice, confident posture, rapidity of responses to stimuli, laughter, spontaneous 
gestural flexibility. This expansion occurs when the performer comes to expect, 
through performance training, that they are required to, and that they can, reach 
beyond embedded, habitual patterns of communication and find new ways in 
which to explore and express their ideas.  

Prolonged immersion in negative affective states such as shame, fear and 
distress causes a depletion of core energies; a draining of intrinsic, homeostatic 
resources that otherwise provide buoyancy, or the ability to move through 
adversity with flexibility. In particular, shame short-circuits spontaneous freedom to 
express playfulness. The collaborative, participatory function of affective self-
analysis that happens during and after experimental and improvised performance 
stimulates a powerful exchange of energies – a sort of ‘old energies for new’ trade 
that first occurs during the rigour of performance training exercises. The training 
develops affective acuity which is vital to performers.  

The affective postures of performers show vital pieces of information to 
directors, enabling support to be focused towards the development of each 
performer. For example, a participant in Rain Painting was attempting to convey a 
very forthright delivery in a key scene, yet she struggled to locate an anchor point 
in her body that would allow her to unleash the right amount of ‘aggro’ energy and 
still feel safe. Noticing an enormous amount of tension in her upper body, and 
rigidity across her shoulders, neck and jaw, I saw that she was locked in a concave 
pose from habitually hunching her shoulders forward and contracting her head and 
neck (I describe this as the turtle pose). The posture was restricting energy from 
flowing through the very parts of her body that were needed to be open, vocal and 
stable enough for her to powerfully project or throw her message out. Having 
worked together over a period of months in performance training, there was a 
sufficient level of trust between us that I felt comfortable to place my hands on her 
shoulders and apply steady, gentle, downward pressure until she let go some of the 
tension and relaxed. I lifted her chin very gently with the back of my hand to show 
her a more direct angle for projecting, for making the required combative eye 
contact in her performance. I firmly placed the open palm of my left hand on her 
sternum, just below the base of her throat and placed my right hand at the 
corresponding point on her back, between her shoulders. I asked her to feel the 
anchoring position of my palms and to just grow taller from there, not by extending 
her legs, not from stretching her whole spine, but just to extend her chest and lift 
her self up all the way from her chest to the top of her head. I described the motion 
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as a stretch from the heart to the crown. ‘Lift, lift, lift. Now breathe and relax, but stay 
very tall’. The kinaesthetic sensation of making physical contact when collaborating 
on performance technique is very important. The artistic purpose of the directive is 
powerfully reinforced by non-threatening, non-sexual, non-violent touch. 
Sculptural shaping of the performer’s body as the art medium is devoid of any 
‘affection’; it is only an artistic adjustment that realigns the body to better enable an 
ease of the affective expression required.  

We practised this scene a few times with several other actors watching until 
she released the locked turtle pose and assumed ‘the queen’s posture’. I asked her 
to keep her head up, to gaze straight into the face of her opponent and just ‘let it 
rip’. The difference was remarkable, and what was also very important was that 
she’d physically shifted her vocal projection location and in so doing, discovered 
greater capacity to express anger and frustration (whether real or performed). The 
additional physical space created by the postural shift allowed her to revise her 
stance, to relocate her centre of gravity, and to feel the quality of confidence in her 
own affective expression as it emerged, like drum beats resonating from a larger 
cavity or interior space, finding a greatly improved acoustic throw. Thus, the 
performative feature of her expressive shift was demonstrated, not only to the 
audience but also to herself. This example showed how a simple postural shift re-
embodied, or re-housed the performer in a creative expansion of corporeality. 

In opposition to Foucault’s poststructural stand against the philosophical 
validity of the meaning-making subject, ‘the embodied’, (Hughes in Tremain, 2005, 
p9) this example of affective development shows the physical arrangement of 
collaborative partnership within the aesthetic space of creative practice. As an 
example of social action ‘theatre’, the interaction shows how collaborative discourse 
operates to reshape the creative conveyance of performed communication and 
affective meaning in situ.  

Philosophically, this reinforces the adaptive assertion that creative expression 
relies upon physicality to represent self, through urges, aversions, expression 
pathways and interior mechanisms of feelings. The artist, journeying through the 
creative process, constantly checks and compares affective sensations against 
behaviour patterns that may be ‘stuck’, in contrast with those that yearn for change 
and those that already exist in motion.  

The body, therefore, is now understood to be central in the enactment of 
creative expressions.  
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5.3 Ritual: A Marvellous Paradox of Liminality 
 
In many ways, I understand Schechner’s and Turner’s dialogue across theatre 

and anthropology to postulate liminality as a portable, cultural screen, affording 
visible/invisible status and unlimited creative potential for the artist/initiate to 
‘shape-shift’ in and out of interactive locations of the transformative conditions of 
initiation. Concordantly, I assert it is not in public spaces, but internally that 
Adaptivism finds affective clarity, personal purpose and generates modified form 
as self-initiation. In the introduction of the exegesis I suggested that the concept of 
resilience may be described as an external assessment of a person’s ability to prevail 
and endure in spite of conditions of difficulty. I argued that alternatively, 
Adaptivism describes an internally nuanced, creative response to external 
conditions; it is a private, intuitive manipulation of the interior realm where and as it 
meets the exterior. If resilience describes an external assessment of a person’s social 
value according to perceived character traits of exemplary stoicism, Adaptivism by 
contrast, generates an infinite number of unknowable (mysticism) internal strategies 
and cognitive resources for life’s challenges (survival). Adaptivism dwells in a 
constant state of curious anticipation, wondering at all times ‘what if?...’ This 
question is the default location of the inner witness. 

It took me a long time to process the link from the pivotal fire scene in Rain 
Painting with Turner’s anthropological assertions about liminality and the ritual 
process. I have no cultural authority or desire to speak on Indigenous matters of 
spirituality. In my analysis of events that occurred during the production of Rain 
Painting I refer only to the performative aspects of initiation from an artistic point of 
view. Looking back, it is possible to identify symbolic moments that began with a 
ceremonial beginning, and ended with the phenomena of girls falling ill, people 
reporting on seeing apparitions and experiencing ghostly activity, panic rising, 
doors slamming, cameras seizing and everyone feeling frightened or unsettled. 
Later, and after much deeper investigation of the arc of the story about a new girl 
being initiated into Karli’s gang, and the juxtaposition of Cracka – performed by an 
outsider representing threat, danger and tragedy, I recognised many constructed 
elements of the ritual process being intuitively performed and enacted.  

In many ways this was the meeting point between the liminal and the 
liminoid; a peak mystical moment for self-transformation. During the fire scene, 
each of us underwent change, it was a co-created, collaborative ritual journey. 
Working adaptively as a group, mirroring and translating, we formed two social 
layers – initiates (the cast), and guides (the crew). We each summoned our own 
cosmological forces into play, (acknowledgment of ancestors, fire safety, 
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performance ceremony, logistics and house-keeping, film production protocols), all 
of it sound-tracked by the frenzy of the Boonah annual show. We transformed our 
ordinary cars into paddock bashers, we switched hats from filmmakers to trauma 
counsellors; to stand-in aunties and uncles, to family as required. As a collaborating 
group, we re-emerged with a renewed commitment to complete our creative task, 
to follow through with the challenge of standing, each of us in the centre of our 
own performative circle of change. I have finally come to understand that our 
performed ritual process located our collaboration in a place between worlds; it was 
a dialogue between generations, a story between cultures and a sharing of deeply 
personal matters of self-transformation. What occurred in the inner-most circle of 
Rain Painting was not ever destined for the exterior, it was an encounter with the 
affective dimension and the oneiric dimension; a dark, inner place of dreams and 
feelings, an aesthetic space of performative power in which to focus on the meeting 
place of mysticism and survival.  

As a set of applied, creative methods, Adaptivism seeks to shift the habitual 
reliance on limited patterns of physical vocabularies and negative affects to an 
enhanced, enriched flow of new and experimental expressions. The practice yields 
a rich harvest of interactive learning resources. What is developed is greater 
experimentation through intuitive contact with an inexplicable array of life’s 
patterns, and the pattern breaks that flow through daily lives. In contrast with the 
fixed denouement of disability, Adaptivism wholly anticipates lasting, sustainable 
change within; it activates transformative processes by offering identities the 
freedom to become freer. It is an intuitively curious ability that meets challenges 
with the human capacity to (re)construct, solve and innovate change.  

 
5.4 Enacting Social Action: 
 

 How do creative expressions benefit individuals and communities? 
 

Change may also be defined as a pattern-break; signified by an altered 
sequence of events, or disruption to the flow of what is expected in life, such as 
happens when an othered body is recognised as different41. Social responses to the 
pattern-breaking child can be cruel; other children’s automatic reactions are 
generally to exclude, reject and demolish that which is not the same. Referencing 
my own, embodied break from pattern, Adaptivism was originally coined as a 

                                                
41 For example, the sight of people using Auslan (Australian sign language) to perform in a theatre 
production ‘interrupts’ the pattern of how performance is typically perceived by hearing people.  
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‘tongue-in-cheek’ word I used in preference to being labeled disabled, because, for 
me, Adaptivism names the philosophy and not the person. As well, Adaptivism is 
inclusive; as a technology, it may be used by anyone, because it describes the 
mechanisms of problem-solving and change. Figuratively it blends the values of 
mysticism and survival by initiating a quest to find an other way. It does so through 
the creative practice of imagining and striving for alternatives, which are, in 
essence, deliberate, positively constructed pattern breaks. Thankfully, art is one of 
few sites where pattern-breaking is celebrated and finds its own location of 
congruence. Great art also mirrors humanity, pointing to the extraordinary in new 
sounds, patterns and shadows that break through the patina of social conventions.  
 Artistic collaboration is a critical element in the creative community 
development process of discovering social reconciliation through performative 
performance. For instance, the collective reframing of internal performance anxiety 
as successfully projected dramatic tension shows actors how to commence their 
own process of redefining internal selfhood in more positive (re)negotiations with 
the imaginary of external projection.  

The process of making dramatic interpretation through the physicalisation of 
affects initiates a dynamic process requiring fuel for creative expressions. It is the 
adaptive utilisation of the affective vocabulary that purposefully consumes 
negative and oppressive internal conditions such as anger/rage, disgust, dissmell, 
distress/anguish, fear/terror, shame/humiliation (Kelly, 2009). The fuel 
consumption occurs when a performer’s attention is entirely focused on the 
immediacy of improvisation; interpreting, translating, imagining, preparing, 
scripting and performing. The required automatic responses demand close 
attention to external social stimulus, which results in the performer’s trust bonding 
with new external connections.  

The interactive nature of improvised performance is, as Boal articulates42, a 
series of games that thrill and exhilarate, games that challenge, games that cause 
actors to wonder, to seek alternatives, to (re)create new meaning, to solve. 
Improvised performance is also an Adaptivism; creatively collaborating in public 
spaces through a series of externalised survival mechanisms (instincts and 
intuitions) that are fully engaged by the rituals of performance in community film 
drama. I would add that it is very reasonable that theatre practitioners and 
filmmakers know performance as a powerful imperative for social change; the 
cathartic energy and excitement of each unfolding performance is palpable and 
effervescent; particularly when new work is progressing, there is a euphoric 
                                                
42 Games for Actors and Non-Actors, 1992. 
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contagion of collaborators (inner and outer) discovering, innovating, recognising 
and realising mutual goals upon the shared production path, all of which is highly 
stimulating and personally rewarding for everyone.  

It is now five years since the Rain Painting and Kicking the Can projects were 
launched, and in that time, my relationship with the participating members of the 
Mununjali community and staff at the Jymbi Centre has continued to grow. I have 
since been commissioned by Mununjali Housing and Development to produce two 
more community films43, I have collaborated on an experimental short film with 
Amy Blow44, and my family and I have maintained a positive relationship with 
many of the staff and performers from Rain Painting. All of the participants have 
long finished high school and many have moved on to other places for work and 
life adventures, but whenever I return to Beaudesert, I experience a warm feeling of 
connection, and a welcome familiarity. I have also met two new members of the 
community, Jeffrey and Holly, beautiful babies born to two young women who are 
now proud Mununjali mothers.   

The Dark Horse, in so many ways, has been an iconic figure of 
conceptualisation, lunging for the most promising pathways of creative expression 
in this inquiry. Collaborating performatively in writing with the fragments of my 
own selves, the past selves, the present selves and the future, I have sought a best 
way of locating an unbridled state of self in all the narrative. Using art to express 
the unspeakable, (the unwordable), I have recognised and used my artistic 
expressions as primers for learning my own interior vocabulary and I have learned 
that art seeks communion, art yearns for relationship and art hungers for 
engagement with the world. Art is the interior realm projected into exterior space 
…to the audience.  Performance art is a custom designed dialect that speaks uniquely 
and privately to every beholder, - individually and collectively – it is a projection 
from the interior realm that gestures in bold and timid motions, textures and 
sounds.  

Rousing the Dark Horse has been a complex, multi-layered research project that 
has produced a cascade of compelling new possibilities, each of which have flooded 
the landscape of my inquiry, revealing countless new streams and tributaries, each 
inspiring further investigations and creative engagement. I am mesmerised by the 
mysterious depths of so many wondrous new ideas appearing in the philosophical 
immersion.  

                                                
43 The Dharjums Camp, 2010 and What’s A Team? 2012 
44Amy Blow is Falling in Love, 2011 



 

 
 

142 

My hunger for artmaking is now impatient to test and to challenge new 
methods, new tools and theoretical resources as they infuse my imaginings. 
Perhaps this is the only true purpose and perfect nature of conducting research, 
that by the very action of traveling through the holographic universe of thought in 
order to complete the project, the search becomes formally marked, ritually igniting 
a new torch of inquiry, to research whole territories of innovations and ideas. 
Perhaps each new discovery is made possible, made instinctively and with 
emerging confidence in the harvest of findings that have defined the boundaries 
and features of each critical field. No matter how much literature is consumed in 
the course of the inquiry, endless fields of dynamic new voices and perspectives 
loom on the horizon. The very idea of the performed performative, as a key concept in 
stimulating social action, also coalesces with the fragmented identity’s notion of 
‘grouped selfhood’, a figurative ‘I’ which is an invitation to step in and out of ‘I’ at 
any time, offering the autonomy to agree ‘yes, this is me’ and also affording the 
choice and freedom to step back and away, determining ‘no, this is not I’ at this 
moment’.  

In considering the fluidity of selves presented herein as a collective ‘I’ (and 
my) as an inclusive, unbounded, all-embracing identity; an ‘I’ that circumvents the 
scholarly question ‘who is we?’ (a question that challenges the assumptive or 
‘universalising’ use of ‘we’) my use of ‘I’ may be read as first person participant as 
well as an open-ended group self, the figurative ‘I’. The notion of a group ‘I’ invites 
every self to be ‘with’ or ‘not with’ the cultural qualifications of a multiplicity of 
selves. Perhaps this is merely an imagined location of selfhood that offers the 
possibility of collaboration, a ‘play’ of reciprocity in non-duality45 that is both 
personally and simultaneously representative of every self; all mine and all others. 
As well, the totality of selves are acknowledged as a constantly moving 
arrangement, a river of parts; multi-portions of an ego and its personality traveling 
in and out of interactive conditions for social assertion, (dis)engaged by social 
discourses according to available internal capacities and momentary perceptions. 
 I assert that we (the universal I) are all internal observers of our own dramas, 
we are the body-as-theatre, we are executive producers of the mysterious minutiae 
of every, momentary, fragmentary choice-point; to breathe in or out, to be or not? 
We variously subscribe into collective trances; religion, servitude, debt, political 
hypnosis, cosmetic projections and we each consume until we die. We are the 

                                                
45 The origins of the theory of nondualism are found in the Eastern spiritual traditions (Hindu Vedas 
and Buddhism) and have been extensively explored, (intellectually and creatively) by Schopenhauer, 
Stanislavsky, Artaud, Grotowski, Schechner, Brook and many others in the field of Performance 
Studies.  
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actors, spect-actors, and the spectators of all our own dramas, we are the authors 
and the loyal fans of all our own imagined celebrity selves.  
 Conceivably, we are also theatres of the oppressed; capable, through every 
various genesis of identity, of envisioning and actioning ontological validation of 
self through an intense dedication to generating bold new opportunities for creative 
expression and social debate. Adaptivism is, in its essential ground of becoming, a 
theatre of self; a co-ordinated, staged production of identity portions directed by an 
inner witness, made performative by the felicitous, declarative action of projecting 
an externalised identity that may be exhibitive, provocative and interactive.  

Herein lies an opportunity, within life’s crises, to reflect upon, and 
deconstruct the internal social oppressions, causing new dialogue to filter through 
our interior realms, out into the community, making small-talk, raising 
conversations as cogent performers with our peers, family, organisations and 
associates in ways that alter the central script, rearranging power centres, re-
authoring social places... discovering self-belonging.  

Adaptivism, functioning as translator between ‘the real’ and the 
representation, speaks to the interior realm of exterior spaces, to fractured selves of 
an observer self, to performers of performances and audiences, to the performance 
of the performative, to individuals of communities, to the liminal of the centrality. 
Adaptivism whispers to the dark horse,  

 
‘run…’.  
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APPENDIX ITEM 1.  
 
RAIN PAINTING DRAFT PLOT OUTLINE 

 
CAST - Karli, Caroline, Cracka, Nell, Big D, YT, Trae, Tilla, 
Brandy, Ben, Dave, Mintie, Dikhed, Maree, Lee, Amy, Mum, 
Jason, Karyn, Aisha, Dad 
 
SYNOPSIS - Tough teenager Karli recounts events from a school 
camp where she and her girls elect to initiate newcomer 
Caroline into their gang culture of chroming, competitive 
binge drinking and withstanding mindless acts of cruelty. 
Circumstances turn terribly wrong when a group of boys arrive 
in the dead of night.   
 
Voice Over –      KARLI  

My uncle used to tell me this really old 
story about the lagoon outside the town… he 
said there was something in the water. He 
said you couldn’t swim there, especially by 
yourself.  
 
My uncle said there was this little girl who 
used to walk along beside the bank of the 
lagoon, but her dad told her - ‘don’t go 
swimming by yourself, never by yourself, but 
it was the middle of summer, it was so hot 
and she started to put her feet in the water, 
and then she walked out up to her knees… and 
she could feel things moving around in the 
water…’ 
 
I never thought it would change me… but once 
that new girl went missing, everyone blamed 
me… no one thought how I would feel, y’know, 
I suppose I am to blame. Cracka said he was 
going to take me away from this small town, 
he said we’d just go away, make a fresh 
start.  
 
But it didn’t go the way it was meant to… we 
had no choice…I made that new girl come to 
the party. She went with him because she knew 
he’d give her freedom… He gave her the wrong 
kind of freedom, and now I’m stuck here  

 
DRAFT/SAMPLE SCRIPT 
 
SCENE 1 EXT/DAY 
A small bus is being loaded with bags and girls. Some girls 
are preparing to get on the bus, a few are in the nearby 
park, smoking. Youth Worker, Deena is hustling to get 
everyone on-board. Caroline, a new girl is with her.  
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       AMY 
You girls better get on the phone and find 
out where on earth Big D and Nell are. They 
were supposed to be here 20 minutes ago and 
this bus is leaving in 3 minutes… 
 
Big D, I want you to sit with Caroline, 
she’s new and you can tell her all about the 
fun stuff we'll be doing this weekend, 
y'know, clue her up on all the goss', and be 
nice! Nell! you get to sit up the front with 
me. 

 
The girls groan and shove each other. The doors close and the 
bus drives away and all the girls faces are at the windows, 
poking tongues and giving their fingers. 
 
SCENE 2 INT/DAY 
Amy speaks to everyone on the bus, introduces Caroline, asks 
for help in making her welcome to their art camp. 

 
SCENE 3 INT/DAY 
Karli and her gang ‘suss out’ Caroline, ask her some rude 
questions, check out her background, clothes, status etc etc. 
A couple of the ‘arty’ girls warn Karli to ‘back off’ and 
just let the new girl chill with them for a while. 

 
SCENE 4 EXT/DAY 
The bus arrives at the camp. The camp staff greet everyone, 
and introduce themselves. Big D ditches Caroline and throws 
her a scathing look over her shoulder. Caroline stands still 
watching the other girls rush inside to get the best rooms. 
The ‘arty’ chicks attempt to befriend Caroline, warning her 
all about those ‘bad bitches’  

 
    AMY 
YT, can you help Caroline get into a room 
and get herself sorted, she doesn't know her 
way around, and I've got to get the kitchen 
fired up. 
 

  YT 
Yeah, alright …So, Caroline… you want a 
smoking or a non-smoking room? 
 

  AMY calling back down the hall 
I heard that. 

 
 
SCENE 5 INT/EVENING 
Big D and Nell are huddled up on the floor with Karli. They 
whisper, laugh and high five each other. Karli throws her 
phone at Nell. 
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    KARLI 
You talk to him, Dikhed’s talking some shit 
about coming here with Ben, and I don't want 
to hear his voice, and I don't want to see 
his stupid, ugly face either. 
 
    NELL 
Yeah, she wants you to come, we're going to 
throw a welcome party for that new chick, 
…yeah, you better bring 'em. I dunno, yeah, 
fuck you too. …throws the phone back to 
Karli 
 
    BIG D 
I’m gonna go and get Caroline… 
 

SCENE 6 INT/NIGHT 
Caroline, blindfolded is led out of her room by Big D.  

    
    BIG D 
Don’t worry Caroline, nothing bad is going 
to happen to you. It’s just a bit of fun. 
You’ll see. We’re just taking you to a 
private party. 

 
SCENE 7 EXT/LATE AFTERNOON/EVENING  
Images of the camp and surrounding landscape. Girls at 
dinner, settling into their rooms etc 

 
SCENE 8 INT/EVENING  
Inside their room, Karli and her gang are plotting to 
initiate Caroline into their little gang. Cracka texts Karli 
and the girls agree to invite the lads to come to a party at 
‘art camp’. Karli tells the girls to go and get everything 
ready for a really good night out in the bush! 
 
SCENE 9 INT/NIGHT 
Karli and the girls tell Caroline they are taking her to her 
own welcoming party and that they have to blindfold her and 
take her out for ‘a night to remember’. Caroline behaves as 
if she’s tough enough but doesn’t speak much.  

 
SCENE 10 EXT/NIGHT 
Karli and her girls ceremoniously light a campfire. The girls 
sing some trashy pop songs in a parody of U.S. gang culture 
and they tell Caroline she has to perform for them later too.  

 
SCENE 11 EXT/NIGHT 
Headlights of a car are seen coming toward the campfire. Loud 
music can be heard. The lights and music disappear as we hear 
the sound of car doors closing. 3 or 4 boys walk towards the 
girls at the fire.   
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SCENE 12 EXT/NIGHT 
Cracka and the other boys drop their bags at the campfire and 
greet the girls. 

 
SCENE 13 EXT/NIGHT 
Backlit by the fire the party is now in full swing. Smoke and 
laughter and a menacing tension surfaces from the 
accelerating energy coming from the boys. Karli orders the 
official events to begin and tells the boys to scout around, 
see what’s out there. She orders her friends to dress 
Caroline in special party clothes. Once dressed, they take 
away the blindfold. Caroline sees that she and everyone is 
dressed in clubbing clothes. Karli reassures Caroline that 
they’re just going to have some fun.  
       
       KARLI 

   we’re gonna have heaps of fun tonight 
 

SCENE 14 EXT/NIGHT 
The boys come back hooting and woooooo-ing about ‘a real 
scary place’ they found out there.  
 
SCENE 15 EXT/NIGHT (in silhouette, backlit by the fire) 
Everyone is quieter. The group appear to be smoking yarndi 
and a few are inhaling from plastic bags. 
 
SCENE 16 continues (close up on Caroline) 
One of the girls asks to hear the story about the haunting 
that happens ‘out here’. Karli tells a frightening story 
about an event from long ago. Caroline is given a joint and 
told to smoke it…  
 

go on, you gotta smoke it all 
 
When she’s finished, Cracka puts the blindfold on her again 
and the boys start making weird noises. They grab Caroline 
and lead her out into the darkness, making spooky weird 
sounds all around her. 

 
SCENE 17 EXT/NIGHT 
Karli calls out to Caroline who is still blindfolded 

 
You have to stay there until we come 
back, you can’t take the blindfold off, 
and remember, we might be watching you, 
so don’t even try. But, don’t worry, 
we’ll be back to get you in no time 

 
Laughter is heard as the group run back to the campfire. 
 
SCENE 18 EXT/NIGHT 
Caroline is cold and afraid. She is stumbling uncertainly and 
the camera pulls away as we hear her responding to rustling 
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noises in the dark 
 

Who’s that? Where are you? What’s going on? 
 

SCENE 19 EXT/NIGHT 
Back at the campfire. Everyone is laughing and making 
‘ghostly’ noises. Cracka suddenly says 
 

   Shut up. What the fuck is that? 
 

Everyone is silent. Distant moaning and a scream is heard 
from the direction of where they’ve left Caroline. 
  
       CRACKA  
    I’m not getting blamed for this shit, I’m  
    gone. 
 
he bolts back to the car. We hear him hoon off down the road 
and see tail-lights disappear. 
 
SCENE 20 EXT/NIGHT 
       KARLI 

   We gotta go and get that dumb bitch and get 
    back to the camp  
 
The others don’t want to go, but she forces them to come with 
her. They search around in the darkness, desperately calling 
out her name, but find nothing. 

 
SCENE 21 EXT/SUNRISE 
The art camp. Everyone is emerging from the building, Jason 
is pulling on a jumper while Amy is telling him what’s just 
happened.  
 
Karli’s girls are crying and the boys (minus Cracka) are 
sitting against the wall with their heads down. Karli is 
telling Jason and Amy what happened and pointing all around. 
Jason is looking along the horizon and cars start arriving.  
 
Caroline’s mother and father have arrived. Caroline’s dad, 
strides straight to where Jason is waiting.  
 
The 2 men give each other a quick nod and start running 
towards the campfire area.  
 
Karli’s girls are now wrapped in blankets, crying and 
shaking, and Caroline’s mother is desperately screaming out  

 
   Caroline, Caroline  
 

and she starts running after the men.  
 
More girls are coming out of the dorm, clearly shaken and 
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completely upset by the descriptions of what’s happened. 
 
SCENE 22 EXT/DAY 
The 2 men are at the campsite. Blackened ashes and fire 
remains.  
 
Some cans of spray paint, a squashed plastic bag with paint 
inside, Caroline’s jacket and one shoe are left scattered 
across the ground.  
 
Wailing and crying and repeated calls for  

 
    Caroline, where are you?  
 

SCENE 20 EXT/DAY 
A long shot of Cracka’s car hooning along a road. Screamo 
music is playing at very loud volume. Extreme close up of 
Cracka head-banging and completely pumped behind the wheel.  
 
Camera pans across to the passenger seat. Caroline is sitting 
there, singing at the top of her lungs, laughing and 
manically hyped with her arms wrapped around Cracka.  
 
She yells 

    
   Faster, go faster… 

 
We hear the engine roaring and hear a long sound of brakes 
squealing as the car slides into a hairpin bend. Screen goes 
black.  
 
 
Credits roll 
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APPENDIX ITEM 2.  
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Table 3. Production Schedule/Shot list 2009.	  	  
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APPENDIX ITEM 3  
 
TRANSCRIPT - KICKING THE CAN 
 
Super’d on screen: 
 
 The following film respectfully acknowledges 

the traditional Mununjali people of 
Beaudesert… Past, present, and future. 

 
Visual of a duck swimming on a lake, we are informed through 
text that, ‘teenagers’ names have been omitted from the 
following interviews to protect their privacy.’ 
 
Visual of cows in a field at sunset,  
 

V/O: Coming into Beaudesert community, you 
get a real sense of that community, but 
there’s been a lot of tragedy and things 
that have affected not only families of the 
community, but a large part of the community 
as well, whether it be from car accidents, 
to cancer, to just doing silly things. It 
not only affects the people that it happens 
to but the wider community, and I guess that 
sorrow is felt throughout the whole 
community. 

 
M C/U Day. Ext.      
Text reads – ‘Amy Blow – Production Assistant and Indigenous 
Community Development Officer’ 
 
        Amy 

My name is Amy, my role in the community is 
designing adventure-based learning programs 
for community-based organizations with 
intent to build capacity in communities. 
Many communities around Australia have an 
underlying issue that is affecting not only 
the young people, but the whole of 
community. Whether it be smoking, chroming 
or injecting.  
 
Not only are they harmful to the users, but 
it has a huge impact on the families and 
communities involved. Many people don’t 
realise that substance abuse comes in many 
forms. Some grow up surrounded by it, some 
use it as a way of forgetting hardships, and 
others are pressured by family and friends.  
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Super’d    Teone Reinthal Productions… in association 
    with Mununjali Jymbi centre, Logan   
    Beaudesert Health Coalition and Queensland 
    Health Presents… 
 
KICKING THE CAN: Conversations about chroming and how 
creative expressions can benefit communities. 
 

Girls voice introducing dance to audience. 
 

The first dance is a welcome dance called 
Gari Gynda Narmi. Which is performed by all 
tribes across South East Queensland…when the 
Bunya trees bared fruit. 

 
Dissolve to six indigenous dancers performing Gari Gynda Narmi.    
 
C/U. Int. Day.      Amy 

We made a film, which is Rain Painting. Um, 
my involvement with that was helping to 
produce, I was pretty much an assistant um, 
for the film. Helping to find the site um, 
and working with the youth of the community 
to develop this programme and the project so 
that we could figure out solutions and ways 
that we can work through these um, the 
substance abuse that is in community. 
 

Super’d   Rain Painting premiere, The Centre,   
    Beaudesert July 2009 

Auntie Lorraine Iselen, Mununjali elder 
 

MidShot. Int. Evening.  
 
        Aunty Lorraine 

I would like to open the night by 
acknowledging the traditional custodians of 
this land the Munanjali people to pay our 
respects to elders and leaders both departed 
and present. They are the ones who hold 
memories, the traditions, culture, hope and 
indigenous Australia. I am pleased to 
acknowledge and be part of the “Be Well, 
Stay Well” project…(fades) 
 

Super’d   Brad Currie, General Manager, Mununjali  
    Housing & Development 

 
M C/U Int. Day.      Brad 

A large issue that has raised it’s head, 
probably in the last three or four years, is 
chroming. Um, we had an issue where it 
started off on a small number of people that 
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were involved in it and it grew pretty fast 
to about 60 to 70 odd people that was 
involved in chroming on a regular basis. Um, 
what we actually try to assist in doing is, 
“How do we deal with that?” for ourselves? 
Because the statutory systems that were 
there just weren’t helping. It was actually 
a domino effect where a person would be 
chroming, the police would come along, 
they’d get arrested, so that’s just another 
thing tagged upon that individual who had 
another issue to deal with. 
 

M C/U Day. Ext.      Amy 
Seeing not only the young kids chroming here 
but drinking and that, you just, it’s like 
they’re losing a part of themselves every 
time they do it. Even if it goes from 
occasional to habitual, I guess just taking 
that, you can actually see the life draining 
out of them. 

 
M C/U Int. Day.   

    Brad 
What I’d like to see happen is this 
community to have the ability to ‘self-heal’ 
itself. To provide, um, it’s own support 
networks. Not relying on government grants, 
not relying on the mainstream programmes. 
Um, so if we have issues here in Beaudesert 
that needs to be addressed, I’d like to see 
this community get together and be able to 
come up with a strategy of, “How do we deal 
with it?” 

 
Wide Shot Ext. Day Distant mountains. 
 
Super’d   Consultation ,Project Development, 

Rehearsals and the Production Camp 
 
Montage  School kids meeting with director and 

discussing project. 
Learning about production equipment. 
Community members socialising. 
Script, casting and production meetings. 
Location set-ups. 
Rehearsals. 
Dramatic extracts. 
 

V/O         Amy 
I guess some of the highlights of it were, 
just getting that youth together. Um, giving 
them the chance to try something new that 
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they haven’t tried before, and I guess 
listening to their experiences that they’ve 
had and maybe ways that they have dealt with 
that in the past, and ways that they could 
teach younger generations to deal with it in 
the future. 
 
When we first started doing this a lot of 
them said “No. Shame! Shame!” you know, “I 
don’t want to get in front of a camera.” But 
I guess during that process and being able 
to get together as a group – being able to 
go through that as a journey, as a team, 
it’s allowed a lot of them to think, “Hey, 
maybe I can do this. I don’t need people 
telling me that I can or can’t do things.” 
And I guess if you do enjoy something and 
you do like doing it, go for it. 
 
There’s limited choices in this town. 
Limited opportunity to do things and in that 
instance kids around here, they get bored, 
so they find things that’ll keep them 
occupied; like drinkin’ up, going for a 
charge, um, smoking some drugs, sniffing…it 
just takes them way from reality. 
 

Mid Shot Int. Day Painting hanging on a wall. 
 
Super’d –   Community Narrative… identity, cultural 

heritage and Challenges 
 
Man enters shot. 
 
Super’d    Shane Paulson, Mununjali Jymbi Centre Family 

Support Worker 
 

Shane 
Well, this painting was done by my nephew 
Rickie. On the right there the mountains 
from around the area and the animals like 
the traditional, there’s the goanna and 
there’s a snake in the middle there and the 
tracks around it’s like home. 
 

M C/U Day. Ext.      
 

Super’d   George Currie, Mununjali Jymbi Centre 
Community Cultural Development Officer 

 
George 

Because we’re all from Mununjali, we’re all 
Mununjali people here, there’s only three in 
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our team that isn’t, we have a fairly in-
depth knowledge of our own mob and basically 
we gather information of what they’re 
saying, we put in place preventative 
measures to actually counteract um, 
basically just negative behaviours. And I 
don’t think a lot of it is really negative 
behaviour it’s just kids being kids and 
they’re going through that learning cycle as 
we all do, and once we start talking to 
them, they, the biggest things they want to 
learn about is about our culture. Is about 
our land. 
 

M C/U Day. Ext.  Ashley tells the story of Il-Bogan Lagoon 
for Rain Painting    

 
Super’d   Ashley Currie – District Coordiator, Service 

Planning & Development Aboriginal and Torres 
Strait Islander Health 

 
Ashley 

…and she sat there for a while and she could 
feel things moving around in the water 
thinking that they might be small fish or 
something like that…and she was looking 
around and she couldn’t see her father 
anywhere and she was all by herself. She 
started to feel tickling on her legs, it 
didn’t worry her too much but then she 
started screaming and she couldn’t get 
herself out of the water… 
 

Midshot Int. Day. Woman with three young women. 
 
Super’d    Auntie Lorraine Iselin, Mununjali Elder 

 
Lorraine 

Seargent Croddie always made sure that Dad 
knew when the ‘Little Brown Car’ was coming. 
And he’d say, “Paulie, the ‘Little Brown 
Car’ is coming this week, this weekend to 
round up the children” and we’d go around to 
him saying “Uncle‘s coming lending Dad his 
truck today and taking all the kids out for 
a picnic out to Kerry, and we just thought 
we were going out for a picnic and going 
swimming you know? and we never ever knew, 
we never got told.  
 
You see, Mum protected us really well and 
um, we never caught on to anything like that 
until later on as we got older and the 
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Little Brown Car was the police car coming 
in plain clothes to round up kids. 

MC/U. Int. Day.  
        Amy 

I think with the stolen generation, it not 
only effects those that were involved with 
it but it does effect the whole community. 
Especially when you know aunties, uncles, 
your Mum, your Dad they were a part of that 
era, and I guess, even if they talk about it 
or not, in some way it still effects you as 
a community, as being part of that family. 

M C/U Day. Ext.  
        George 

When in-depth stuff needs to be spoken 
about, the people who’re involved and make 
the decisions, that’s only when they speak, 
you know, them older fellers. When the time 
comes to let everyone know, that’s when they 
bring in the younger generation, so to 
speak, I suppose, to have input. 

Black 
 
Ext. Day.   Rippling water.  
 
Super’d    Rain Painting – the trailer 
 
V/O        Karli 

My uncle told me this old story…there was a 
little girl walking along the lagoon not too 
far outside of town. Her Dad told her, 
“Never go swimming by yourself” because 
there was something in the water…but it’s a 
hot summer’s day so she went and put her 
feet into the water and she slowly was 
walking out until the water went up to her 
knees…but then she felt something moving 
around in the water… 
 

Montage of shots from Rain Painting 
V/O cont.. 

Everyone started to blame me once the new 
girl went missing. It wasn’t my fault…well, 
it kind of was coz I took her to the party. 
Cracka said that he was going to take me 
away, to get out of this small town bull-
shit, but, instead of giving me the freedom, 
he gave it to her. Everyone’s kicking me 
about it blaming me but she’s the one that 
went with him.  
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She saw freedom in him so she went running. 
That wasn’t my fault, and now I’m stuck 
here. 
 

M 2 shot. Day. Int. Lead actors Mischa and Elly.  
 

 Elly 
I reckon once you get a story, and like, you 
kind of feel for it. Like, you imagine 
yourself in their shoes and how you’d feel, 
and you just try to act, like…you know? 
like…yeah.  

MC/U Day. Ext.   
     Bob 
It normally involves people just putting 
paint in a bottle, ah, walking around with 
it under their shirt so they don’t get 
noticed or seen or put in trouble or 
anything like that. Um, another thing you’ve 
got the deodorant all that sort of stuff. 
Anything that’s got a high base to it um, 
they normally take too, cause it gives them 
a high thing and it’s cheap. 

 
M2 shot. Day. Int. Lead actors Mischa and Elly.  

 
Mischa 

Just sort of thinking about how people in 
that situation would act and trying to 
interpret that and show that through myself. 
 

M C/U Day. Ext.   
     Amy 
When someone’s taken a hit you notice 
straight away whether it be from their eyes 
rolling back into their heads to them just 
having a dazed look on their face…um, it’s 
like they’re off in their own little world, 
floating on a cloud but I guess in a sense 
of seeing it from my perspective, it’s like 
they’re floating away from that support 
network that they have within community and 
family…and I guess, for some kids it’s their 
way of forgetting all their problems and 
their hardships that they’ve had, but it’s 
only making it worse for them. 

 
M 2 shot. Day. Int. Lead actors Mischa and Elly.  

 
Elly 

We went on a walk and like talked about how, 
what our characters backgrounds are gonna be 
and how we know each other and like the 
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stuff we’ve been through and it’s just going 
to make it a lot easier for us to do the 
role. 
 

MC/U Day. Ext.  
     Bob 
Memory loss, aah, age faster, just and in 
the long term a lot of people end up with 
no-one. 
 

Group shot. Ext. Night. Dramatic extract from Rain Painting 
Kids around campfire taking drugs and sniffing paint 
encouraging, Caroline, the new girl to join in. 

 
M C/U Day. Ext.  

     Amy 
Once people take their first hit they’re 
always looking for that next hit and that’s 
the only way that they can find it. It’s 
their way of escaping from reality and I 
guess it’s the easiest way that they can 
find. They don’t know any other way to do 
it. 
 

M 2 shot. Day. Int. Lead actors Mischa and Elly. 
 
     Elly 
Well, it’s kinda like understanding how, 
like, people would feel. How, like, how 
different it would be from the way I was 
brought up to the way they were brought up 
and you just try to understand, like, what 
they’ve been through and how it’s like 
effected them. 
 

C/U Day. Ext.  
 
Super’d    Bob Smith – Indigenous Youth Support Worker 
  

     Bob 
Some people get to the point where they get 
high… High as anything, and they can be 
walking along a bridge, and they see things, 
images that aren’t even there. They have 
flashbacks of their life. Happy moments, bad 
moments, whatever, you know, just walking 
along a bridge, and you go to reach out for 
something that’s not there, you’re dead.  

 
C/U. Int. Day.      Kimi 

Stress… They might have problems at home. So 
they just want to go chroming. 
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C/U Int. Day.      Michelle 
They prefer drugs than working and getting 
money and caring for their family and 
friends. 

 
C/U Ext. Day.      Bob 

You can die from a short term of doing 
sniffing or chroming or you can do it long 
term, if you do it for a long term its going 
to fry your brain. It does your body inside 
and out, and not only that, depending on how 
long you’ve done it, or doesn’t really 
matter how long you’ve done it but if your 
family disowns you from doing chroming, or 
your friends and family umm, you end up by 
yourself, you feel like you’re alone. 

 
C/U Int. Day.      Kimi 

They always look like, a little drowsy, they 
can’t walk properly, and I don’t know… they 
change. 

Super’d titles    
Teone Reinthal Productions… In association 
with: Mununjali Jymbi centre, Logan 
Beaudesert Health coalition. Queensland 
Health Presents… KICKING THE CAN 
Conversations about chroming and how 
creative expressions can benefit 
communities. 

 
Ellie  

Well it’s kinda like understanding how like 
people would feel how like how different it 
would be from the way I was brought up to 
the way they were brought up and to just try 
to understand like what they’ve been through 
and how it’s like effected them. 
 

Ashley 
If people see what stuff like that can do to 
you, then maybe they might decide not to do 
it. 

 
   Amy (talking to 3 young guys) 

What can you say to support someone who is 
caught up in harming behaviour so they might 
change their mind about how they’re doing 
things? 
       
     Leroy 
Help them change their mind about decision 
about ?? and all they do. 
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     Amy 
Do you think there’s a way that you can get 
other community members involved? 
 
     Leroy 
Yeah, stuff like programs and all that…like 
take them to the beach. 
 
     Amy 
I think by doing them programs where they 
are actually taken out bush by one of their 
elders it gives them…it takes them out of 
their comfort zone. So, they don’t…they 
can’t just run back to their car, run back 
to their house.  
 
They’ve got to actually look after 
themselves. It’s about self care. 
 
     Teone 
...got to look after the ones that are here 
and wait for Mum and console all the women 
and sort that out…Jason’s just waiting for 
Ashley to arrive and they’re just going to 
go.   
 
Let’s get going then. So boys, if you can 
put yourselves in position around that tree. 
Jason, if you can be just out of shot so 
that you come in slightly after (Jason and 
Ash talk)   
 
     Teone 
You don’t need to say anything…and I’ve been 
around enough Murri men to know that they 
talk volumes without a word coming out of 
their mouths. So I want that interaction to 
be shown. Is that cool? You comfortable with 
that? 
 

Ash and Jason both nod yes 
 
Dramatic extract 1. 
 

Amy  
What!? What’s going on?  When did you last 
see her? Well I’ve had to call her parents. 
Her parents are on their way now. 
 

Ellie  
Shit. 
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Amy  
Did youse go looking for her at all? 
 

Ellie 
Yeah, last night, but we couldn’t find her. 
 

Amy  
Where abouts? 
 

Ellie  
Down there. 
 

Amy  
How far around did you walk? 
 

Caroline’s Mum  
Where’s Caroline? Where is she? What’s been 
happening? Where was she? 
 

Amy  
They went to a campfire. We haven’t found 
her at the moment but we’re still looking 
for her. 

 
Caroline’s Mum  

Well where was she? 
 
Jason  

They snuck out last night. I’ve only got a 
little bit of information… but she snuck out 
with the girls and they invited some boys in 
and all came here to the campfire 

 
Ash  

Well, boys, was anyone watching what was 
fucking going on?   
 

Jason  
No they snuck out…middle of the night…yeah 
we all thought that they were tucked up in 
bed. That’s all we know at this stage. 
 

Everyone  
Caroline! Caroline!    
 

End extract 
 

 
Presenter 

as kids leave the stage 
…and thank you Kaye for all the work that 
you’ve put in… 
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Kaye 
I see them in the street and knowing why 
they’re at the shops. Seeing what’s in their 
pocket… knowing what they’re about to do and 
all that sort of stuff… and encouraging when 
they do sort of stop it for a while I can 
tell…you know, yeah… just, I suppose, just 
to continue to be there and not give up. 
 

Kaye 
I actually really enjoyed the filming, I 
really enjoyed watching the talent from the 
young people. That, yeah, that blew me away 
and also, the night when you asked them, you 
know, to be committed to the project and 
why…, even though they were committed just 
after that meeting a few nights before we 
went away, just was amazing to see that from 
them and they…they were fantastic, so we’re 
proud of them and their parents should be 
proud of them too. 
 

Amy 
I’ve heard stories of people who have been 
really affected by chroming, but with 
support from community and their family and 
actually having that intervention there, 
they’ve been able to built themselves up 
back to getting out into community, being 
able to jobs again and I guess just building 
that self respect and self esteem back up 
within themselves. 
 

Bob  
Rain Painting, I thought was a big issue 
that touched a lot of things that happen in 
communities, not only Beaudesert… it happens 
everywhere, but the whole bullying thing, 
racism thing, it touched a lot of factors 
that actually happen.  
 
It’s not just something you see on TV, it’s 
actually something that real people are 
going through and real people have gone 
through and still are.  
 
Yeah, just fitting into groups, everyone 
knows what it’s like to fit into a group.  
 
Especially when you’re not used to hanging 
out with a specific kind, whether it be 
Indigenous people, Chinese people or 
anything like that; to fit into a group that 
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does things totally different to how you’re 
used to living and that when you have 
restriction..no drinking, no smoking all 
that sort of stuff, and to be able to get 
forced into doing al that sort of stuff it 
shows reflections on how they feel, how 
scared they are…you know all the sorts of 
stuff that people actually feel, it’s 
actually amazing how much in depth it went 
to the point where, it was the truth. 
 

Dramatic extract 2. 
 

Girl 1 
Excuse me! 
 

Girl 2 
Where the fuck do you think you’re going? 
 

Girl 1 
Going for a shower like everyone else. 
 

Girl 2 
Don’t fuckin’ think so! 
 

Girl 1 
Who the fuck do you think you are? 
 

Girl 2 
Fuckin Big “D”. 
 

Girl 1 
Yeah, “D” for Dead! 
 

End extract 
 
Toni  

Just telling them that there’s better things 
to do than all that stuff that they do. 
 

Ashleigh 
…show them that they can be positive about 
things and not just do stuff to make them 
like, feel better, when they’re not really, 
inside. 

Bob 
It could carry on even to the extent where 
it got right in, to adding other purposes of 
what happened in town and that, but for the 
first main session of that video was really 
good.  
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..especially when you’re dealing with kids 
that got kicked out of school with bullying 
and everything like that it would be a first 
resort that you’d use, especially Munanjali 
I reckon, because we like to use our own 
people, our own session time, everything 
like that to show kids that are getting 
kicked out of school what it does and 
everything. 
 

Toni  
More trust in the people because you’ve gone 
through, not just training and everything 
with them, but you’ve done personal stuff as 
well.  

Jason 
I don’t trust you Karyn, see the red light’s 
on, look! I know all the tricks. Yep, media 
savvy. 
 

Karyn  
You can tone it down, we won’t tell anyone. 
 

Jason 
No, it lacks the punch when it’s all toned 
down. So, sorry, you miss out this time 
audience. 

 
Raff 

My friend the unicorn pushed me into alcohol 
using peer pressure…fucked my life up. 
 

Ashleigh 
The people that aren’t fully confident in 
themselves have come out of their shells 
while they’ve been here. 

 
Dramatic extract 3. 

Girl 1  
I think we should go get Caroline.  
 

Girl 2  
No just leave her. 
 

Girl 1 
Well just can’t leave her like that. 
 

Girl 2 
She made a choice. 
 

Girl 1  
I don’t care. 
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Girl 3 
Um, I’m not too sure about that. 
 

Girl 4 
I hate people going through my stuff… 
 

Girl 1  
Someone has to them. 
 

Girl 2 
Is that going to be you? 
 

Girl 1  
Yep, you watch me. 

 
End extract 

 
Amy 

For a lot of people it was probably the 
experience of a lifetime. I know for me it 
was probably one of my biggest experiences 
for me. I guess just being open and having 
that chance to be able to act out, I guess, 
being in that character and being, having 
that choice of doing it has just given them 
a whole new perspective on life.  
 

Lacey 
I think working together in a group with all 
the girls and seeing their confidence grow, 
it made… helped mine grow as well and I 
didn’t feel a shame in expressing myself as 
much with all the girls around.  
 
And it was a really good group, even the 
boys - got on heaps good with them and 
working with all you and Kaye and Karen and 
everyone made it heaps easier. I feel when I 
interact more with people now I can express 
myself more. I don’t hold back as much as 
what I used to and I sort of don’t care as 
much what people think. 
 

Ellie 
It was great! Well, I think I came out of my 
shell, like, more and it made me more 
confident and made me closer to these girls 
and like meeting new people and, yeah, it 
was good. 

 
Lacey 

Had an awesome time, built great 
relationships with all the people and just 
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fun had learning about all the camera work 
and the film and doing that for the 
community. 
 
 

Ellie 
I thought I wasn’t going to be “in it” I 
thought I was going to be like behind the 
stages,(scenes) but nah, I’m glad with how 
it all turned out. 
 
Well maybe go on and do acting school or 
yeah… 
 

Bob 
It works in a lot of ways. Not only with the 
parents, it works people like us – support 
workers. What other issues we should be 
targeting, ah, but yeah that is a big thing 
that, I think if they sit there and they 
watch it and that it’s their friends and 
family that are there actually doing the 
acting, um, especially in Beaudesert, they 
want to sit there and they want to watch it 
and they get zoomed into it because they 
think, “oh my friends are doing that, I 
wonder if that really happened” and in most 
of the cases it is what really happened in 
school and when you go on camps and stuff 
like that, it actually happens. 
 

Samantha 
Well for health, it’s about having a strong 
community. You know there are other end 
results which is chronic disease which is 
what Logan/Beausert Health coellition is 
sort of focusing on but I guess to achieve 
that you just need to look more broadly 
around employment, education, you know, I 
know they do a lot of programmes 
around…working with the youth about their 
self esteem so I think this project broadly 
touches on all those things, it’s looking at 
skills development in those that are 
involved, you know from Mununjali and the 
programme workers through to the kids that 
have been involved. 
 

Bob 
A lot of people that do chroming and that 
want attention. If they feel like they can 
share their reflections and someone’s 
actually caring about what they want help 
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with, ah, their long term goals, and they 
feel like they have confidence in telling 
yourself or the community how much they’ve 
changed and why they’ve changed and what 
they were actually suffering from, it would 
change a lot of peoples ideas of sniffing 
and that. Ah, because there is help out 
there and that will show there’s help out 
there and people have improved and people 
have stopped. 
 
     Samantha 
I guess it’s been really exciting for me 
just to seeing it come together at the end. 
So just seeing, um, this camp happen you 
know the great things that are happening at 
this camp, what Mununjali has contributed, 
what you yourself, Teone, have 
contributed…so it’s been a great learning 
experience to see that all coming together. 
 

Teone 
What do you think you’ll take away from this 
weekend? 

 
Mischa 

A really sore hand! 
 

Ellie  
Yeah! Ha ha! 
 

Teone 
Show me why? 
 

Mischa and Ellie perform complex handshake. 
 

Ellie 
Yeah! We did it. 

 
Samantha 

For someone in the community to have health, 
I guess they need to, um, look at their 
local strengths and I guess, um, this 
project has done that and I guess it’s 
about, um, some skills transfers, some 
community development locally, just um, 
hearing everyone talking about what they’re 
getting out of this, how much they’ve 
enjoyed it you know the little, those little 
things that happen throughout the two days 
really you see that that it’s worthwhile.  
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I guess that it’s um, building supports 
amongst the… these that are here, um to 
think about these issues and how they can 
support each other, um, and I think that’s a 
great success.  
 
Um, I think it’s about Mununjali staff and 
the local youth having that skills now to 
use in the future for any other projects or 
topics that they might want to focus on. So 
um, I guess seeing what I’ve seen over the 
last couple of months…I would say yeah, It’s 
a definite success. 
 

Ashleigh 
Auntie Lorraine for me is one of the most 
beautifullest aunties and…yeah. 
 

Teone 
What has she given you? 
 

Lorraine (whispering) 
Nothing yet! 
 

All 
Ha ha. 
 

Ashleigh 
Um, just…love and she shows us that we can 
do… anything. 
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