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Abstract
This thesis formulates a taxonomic framework for performance drawing in order to explore the 
potential, processes, scope, and position of the practice. Performance drawing is examined 
using a practice-led methodology through execution, reflection on, and analysis of, performance 
events, exhibitions, video, and documentation. The core elements of the act of drawing, the role 
of the spectator or witness, the experiential or phenomenological dimension, and exchange are 
identified and analysed to establish the defining characteristics of performance drawing and to 
highlight its potential to enhance human consciousness. 

Performance drawing is posited as an interdisciplinary practice that favours the sociability and 
temporality of performance over the singularity and solitude of the artist and viewer that has been 
conceptualised in traditional drawing practice.
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gestural mark-making as performance. It has become increasingly necessary in my research to discuss, consider, 
and analyse the conditions of this field to unite these disparate practices into a cohesive but flexible structure that 
synthesises the constellation of practices at this intersection point of drawing and performance.

This research posits a taxonomical framework for performance drawing in order to explore the potential, processes, 
scope, and position of the practice. In employing the term taxonomy, I refer to the principle of the foundational 
elements or taxa that establish and constitute the practice. Importantly, my primary terms or taxons—act, witness, 
experience, and exchange—are not specifically associated with any of the disciplinary or arts fields that make up 
the practice of performance drawing. This taxonomy establishes performance drawing as a discipline sub-set of 
both contemporary drawing and performance practice but also offers a variable structure, which could distinguish 
a critical framework to enable interpretations and understanding outside of the limits of any existing expectations 
for drawing or performance. 

Deanna Petherbrige contentiously avoided any proscriptive definition for drawing as an act and artefact in her classic 
volume on contemporary drawing, The Primacy of Drawing. Petherbrige suggests that searching for a definition 
of drawing “… invites frustration or obsession in attempting to clarify something, which is slippery and irresolute in 
its fluid status as performative act and idea”.2 In light of this premise, rather than to irresolutely define this practice 
where drawing intersects performance as essential, I will focus on persuasive evidence; that for performance 
drawing to be described as such, it must be witnessed in order to enact its particular ability to trigger a conscious 
or hyper awareness of the act of creation or, as Raymond Tallis put it, to arrest “becoming into being”.3 

Just as Petherbridge explains drawing in her study by an accumulation of various exemplars that reveal the scope 
or expansive nature of contemporary drawing, so I will here focus on diverse examples of performance drawing, 
with the goal of identifying and investigating the core elements of the practice, not just to understand the processes 
but to also develop a taxonomy for critical discussion. 

Performance drawing is here posited as an interdisciplinary practice that favours the sociability and temporality of 
performance over the singularity and solitude of the artist and viewer that has been conceptualised in traditional 
drawing practice. It is through execution, reflection and analysis of performance events, exhibitions, video and 
documentation as practice-led research methodology that this finding is realised. The core elements are identified 
and analysed to establish the defining characteristics of performance drawing and to highlight its potential to 

2 Deanna Petherbridge, The Primacy of Drawing: Histories and Theories of Practice (New Haven: The Yale Press, 2010), 27.

3 Raymond Tallis (with Julian Spalding), Summers of Discontent: The Purpose of the Arts Today (London: Wilmington Square   
 Books, 2014), 47.

Introduction 
Carolee Schneemann’s Up to and Including Her Limits (1973–76) is considered a revolutionary transformative work, 
one that unified and encapsulated the potential of the physicality of the body and the dynamics of performance 
mark-making. This iconic feminist work was first performed in 1973 as a retort to the male-dominated art scene; 
in particular, the New York abstract expressionists. In Schneemann’s radically embodied performance, the artist, 
naked and harnessed, marked surfaces with dynamic gestural drawings and text. This work, along with subsequent 
exhibited documentation and video installations, can be framed as both performance and drawing.

Schneemann was awarded the 2017 Golden Lion for Lifetime Achievement at the 57th Venice Biennale. This 
well-deserved and important recognition of Schneemann’s oeuvre signals the increasing significance given to 
performance practice in contemporary art. It also indicates an acknowledgement and re-evaluation of works 
originally made within the ethos of performance and second-wave feminism as avant-garde and/or activist. As 
these drawings were made through the action of Schneemann’s body as a witnessed performance, I also propose 
Up to and Including Her Limits can be re-appraised in terms of performance drawing, 

Diverse and complex, performance drawing has broad contemporary and historical presence, of which Schneemann’s 
seminal work is testimony. This research identifies work that occurs at the intersection of performance and drawing as 
performance drawing. I suggest that it is in witnessing the drawing through the action of the artist’s body, or designed 
agent, that an experiential encounter can occur. And this experience of witnessing the act of drawing has the potential 
to offer transcendent moments of consciousness.

Up to and Including Her Limits was a live performance that has been continuously remounted and remediated.1 It 
has been installed as a two-channel video (Betacam Digital and DVD; colour, sound), as an installation of six TV 
monitors, and as multiple wall and floor drawings, often including a harness, rope, and projections. This multimedia 
and multifaceted work demonstrates the diversity of performance drawing. Versions and documents of the work are 
in the permanent collections of the Museum of Modern Art (MoMA) in New York, the Reina Sofía in Barcelona, and 
at the New Museum, New York, which held a retrospective of Schneemann’s work also titled Up to and Including 
Her Limits in 1996. 

The traditional boundaries that defined many of the disciplines or fields that make up the visual and performing 
arts have variously expanded or collapsed in recent decades; this is not solely due to the impact of digital media 
but could also be a reflection of the shift towards a vocational directive in art education. Performance drawing can 
involve aspects of dance, sound, video, live drawing, street theatre, along with phenomenological and 

1 Jay Bolter and Richard Grusin, Remediation: Understanding New Media (Cambridge, MA: MIT Press, 2000), 47. Remediation in  
 this exegesis is used in terms of Bolter and Grusin’s definition, where it is visible through media, “The work becomes a mosaic in 
  which we are simultaneously aware of the individual pieces’ and their new, inappropriate setting.”



43

Other important contributions to this field include Tracey,8 a contemporary online drawing journal that began in 1999, 
which surveys, hosts and publishes diverse drawing research. Tracey’s second publication in 2012, Hyperdrawing: 
Beyond the Lines of Contemporary Art and Drawing Ambiguity, edited by Russell Marshall and Phil Sawdon,9 
examines the indistinctness of drawing when it extends beyond the frame of the exhibition walls. In 2014, PAJ: A 
Journal of Performance and Art published an issue titled Performance Drawing, featuring articles and interviews with 
Morgan O’Hara, Tony Orrico, Joan Jonas, and Carolee Schneemann,10 and in 2016, Marsha Meskimmon and Phil 
Sawdon published Drawing Difference: Connections Between Gender and Drawing, which explores simultaneous 
critical developments and parallels in feminist art history and key moments in contemporary drawing.11 This text 
examines the agential intra-active12 qualities of drawing, and its possibility as a cooperative exchange with the view 
to the making-drawing experience. These attributes will be discussed further in Chapter 2.

Finally, the event performance drawing symposium Draw to Perform, which occurs in the UK, is now in its fifth year. 
It features international artists performing works, and holding discussion forums, workshops and artist presentations 
concerning performance drawing. While Chapter 2 will expand the survey of the field, it became clear to me during 
the research for this doctoral project that there is not yet a vast constellation of texts available to offer a solid 
foundation for an understanding of performance drawing. 

The key elements of the taxonomy I apply—act, witness, experience, and exchange—encompass varying degrees 
of emphasis and application across performance drawing. Not unexpectedly, the critical analysis of my own 
practice takes primacy here and it is through my performance drawing practice that I have come to understand 
how witnessing drawing frames the performance drawing manifestation and that it is here we locate the register in 
comprehending performance drawing. 

8 Tracey is an electronic open-access journal dedicated to the discussion of contemporary drawing and visualisation and is based 
 in the school of the Arts at Loughborough University, UK. See http://www.lboro.ac.uk/microsites/sota/tracey/journal/index.html. 

9 Russell Marshall and Phil Sawdon, eds. Hyperdrawing: Beyond the Lines of Contemporary Drawing Research (I.B. Tauris:   
 London, 2012).

10 Having a journal publication specifically dedicated to performance drawing is significant exemple of the contemporary presence  
 of the practice. 

11 Marsha Meskimmon and Phil Sawdon, Drawing Difference: Connections between Gender and Drawing (I.B. Tauris: London, 
 2016). As the description of the book outlines, this text addresses the “intimate interplay between drawing and feminism”, which 
 “is best characterised as allotropic, a term originating in chemistry that describes a single pure element which nevertheless 
 assumes varied physical structures, denoting the fundamental affinities which underlie apparently differing material forms. The 
 book takes as its starting point three works from the 1970s by Annette Messager, Dorothe Rockburne and Carolee Schneemann, 
 that are used to exemplify critical developments in feminist art history and key moments for drawing as a means of expression.”

12 The term intra-active is attributed to physicist, scholar of the philosophy of science and feminism, Karen Barad as explored in her 
 article “Posthumanist Performativity: Toward an Understanding of How Matter Comes to Matter.” Signs: Journal of Women in   
 Culture and Society (University of Chicago Press, 2003) 28, no. 3 (Spring 2003): 801-831. Barad proposes that matter becomes 
 entangled through simultaneity of mutual composition or constitution. This suggests the intra-active reconfigures and unfolds 
 relations between matter, humans, nature and discourse.

enhance human consciousness. These elements are as follows: 1) act – the act of drawing; 2) witness – the role of 
the spectator or witness; 3) experience – the experiential or phenomenological dimension; 4) and exchange – the 
informal collaboration between audience and artist and the formal engagement of the artist with other performers.  

It is important to note that although expanded drawing practices have been exemplified in texts, publications, and 
events in recent years, very few have been devoted specifically to performance drawing. Maryclare Foá’s PhD 
dissertation, “Sounding Out: Performance Drawing in Response to the Outside Environment”, is an exception.4 In 
her thesis, Foá suggests that the term ‘performance drawing’ was originally coined by Catherine de Zegher. As 
the director of The Drawing Center in New York from 1999 to 2006, de Zegher was editor of its publication Drawing 
Papers. Its twentieth issue was titled Performance Drawings and was published in 2001 in conjunction with an 
exhibition by the same name, curated by de Zegher.5

The limited information available on the exhibition (as the related publication has been out of print since 2011) 
describes interdisciplinary methods of production that align closely to the Performance Art ‘happenings’ of Allan 
Kaprow in the 1970s, where, according to Kaprow, the ‘happening’ replaced the traditional art object with a 
performative gesture.6 

The 2001 Performance Drawings exhibition included work by Erwin Wurm, Alison Knowles, Milan Grygar, and Elena 
Del Rio. Wurm’s humorous subversion of sculpture was activated by inviting the audience to follow drawn sketches 
that instructed them to use their bodies to interact with common objects; Knowles performed works that included 
poetry, sound and large-scale hand-made papers; Grygar produced sound-driven sculptures that rhythmically 
and mechanically produced marks and scratches on paper; and Del Rio presented a series of marks on paper 
that documented a year’s worth of her movements around her home. Thus, these works comprised many methods, 
including the act of performance and its relationship to the act of making marks as drawn gestures to record or 
instruct, being performed by and for an audience. 

Nine years later, de Zegher and Cornelia Butler’s curated exhibition and publication of On Line: Drawing through 
the Twentieth Century at MoMA featured a section titled “Walkaround Time: Drawing and Dance in the Twentieth 
Century”.7 The publication and the exhibit had a focus on the traced and embodied line of the artist and the artist’s 
body and its intersection with art practice. 

4  Maryclare Foá, “Sounding Out: Performance Drawing in Response to the Outside Environment” (PhD dissertation, Camberwell  
  College of Arts, University Arts London, 2011).

5  Catherine DE Zegher, ed., “Performance Drawings”, Drawing Papers, no. 20 (2001).

6  Allan Kaprow, Essays on the Blurring of Art and Life (Berkley, CA: University of California Press, 1993), 15.
7  Cornelia H. Butler and Catherine de Zegher, On Line: Drawing through the Twentieth Century (New York: Museum of Modern  
  Art, 2010), 89.
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Chapter 1: Taxa of Performance Drawing introduces this discussion and explains the characteristics of the featured 
elements, establishing the focus areas for discussion. In 1.1: Act, the first term of engagement—the act of drawing 
as a performed indexical action, or initiated direction, by the artist—is identified and examined with reference to 
John Berger’s 1953 essay, “Drawing Is Discovery”.13 According to Foá, to be called performance drawing, the act 
of drawing is “conditioned by the presence of another”.14 Together with the witness, the performance drawing is 
activated. In 1.2: Witness, the audience or witness of the event, document, or video is given crucial significance 
in understanding performance drawing. Through the discussion of witnessing drawing, the integral theoretical 
performance components of liveness, aliveness, and audiencing are elaborated. These concepts of performance 
theory help establish the ontology for performance drawing. These concepts are communicated through the live 
evolving or processional or accreting line of drawing as an experiential encounter. 

Aspects of liveness are discussed and debated through texts by Peggy Phelan and Phillip Auslander, whereupon 
liveness as aliveness is reconsidered through Martin Barker’s research on audience. Barker proposes that “we 
should understand ‘alive’ experiences as emergent: that is, as they are experienced they are felt to grow, to integrate, 
and to open up new possibilities”.15 Through this understanding, the spectator is an active and engaged part of 
the process of the works. The primary taxa and their association to performance discourse on liveness, aliveness, 
and materialising are examined in relation to audiencing. It is proposed that ‘audiencing’ explains the work of the 
witness, to realise the work. 
 
The isolation of the four key elements of the taxonomy is useful for understanding the scope of performance drawing 
but in practice they all play concurrent operational roles to varying degrees. Experiencing the witnessed drawn 
line or mark presents the possibility of a tacit connection, enabling transformative processes. Often linear in both 
performance and as performative document, performance drawings are responsive and activated as a spatiotemporal 
encounter. Section 1.3: Experience identifies the conscious encounter, examining the role of process and production 
methods, environment, phenomenological and spatiotemporal affects. Here, the spatiotemporal encompasses 
not only the location and the effects of the environment in which a work is produced and designed, but also 
possible secondary manifestations via remediation and documentation. The performance drawing event expands 
the relationship between the public and private by exposing the site of the working artist. These considerations and 
possible configurations are determined in the experience.

13  John Berger, “Drawing Is Discovery,” New Statesman, accessed 1 May 2013, originally published 29 August 1953, 
  http://www.newstatesman.com/culture/art-and-design/2013/05/john-berger-drawing-discovery.

14  Foá, “Sounding Out: Performance Drawing in Response to the Outside Environment,” 1.

15  Martin Barker, “Coming A(live): A Prolegomenon to Any Future Research on ‘Liveness’,” in Experiencing Liveness in Contemporary 
  Performance (New York: Routledge, 2016), 29. In this essay, Barker presents the first four out of nine  of the working notions of 
  what makes up liveness. 

During the performance drawing experience, the impact of the labour of the artist is traced through the materiality 
of performance and production. This chapter sees these concepts addressed through Amelia Jones’s publication 
“Material Traces: Performativity, Artistic ‘Work,’ and New Concepts of Agency.”16 Expanded drawing practices, 
the phenomenological affect of the body, intervention with the materials of making, and the agency of experience 
are examined through Jones’s analysis of Heather Cassil’s work, Becoming an Image (2015), locating the practice 
of performance drawing through the ontology of twenty-first century theories on materialisation and intra-action. 
Jones’s discourse identifies issues related to the provenance of production, possible affects of the readership, and 
the analysis of the work and its visceral affect as performance drawing. 

This multi-dimensional encounter is often not only shared by the audience and a single artist, since other professional 
collaborators are frequently included. This reciprocation as cooperation and its enablement of co-presence 
with other artists, performers, their craft and contributions are considered through the final taxa.17 Section 1.4: 
Exchange addresses the role of collaboration and its function within the performance drawing. The collaborations 
or cooperative relationships take place within the meeting of performance, sound, new media experimentations, 
and photography, and can include performers, dancers, musicians, actors, videographers/filmmakers, technicians, 
producers, volunteers and community. Considerations such as improvisation, score, site, and composition decide 
the nature of coproduction and collaboration, which also determines the status of authorship. 

Chapter 2 examines related contemporary and historical practices and events from the late nineteenth to 
the early twenty-first centuries, and related theoretical positions in which this practice is formed and, in turn, 
located in the present. In positioning performance drawing historically, I do not consider this practice new; 
however, I suggest that it could be considered as a manifestation or evolution of experiential and avant-garde 
practices of the twentieth century that have informed contemporary drawing practices.      

The sidewalk artists who draw portraits in a matter of minutes are also interesting to note, as they may have their 
historical precedents in the rapid cutting of black paper silhouettes or what was once called Chalk Talking. In 
public circles in the UK, the United States, and Australia, live drawing or Chalk Talk was a form of live drawing 
lecture that occurred from the 1850s to the early 1900s and was considered as either a serious expression, a form 
of public news and conversation, or a form of entertainment. Performing drawings as political commentary for the 
public, Australian artist Montague Scott, a cartoonist for the Sydney Punch until 1886, toured regional Australia. 
In historically locating the origins of performance drawing, it is important to note that it is now situated within the 
growing canon of contemporary interdisciplinary practices. 

16  Amelia Jones, “Material Traces: Performativity, Artistic ‘Work,’ and New Concepts of Agency,” TDR: The Drama Review 59, no. 
  4 (Winter 2015): 20.

17  In discussing the collaborative interdisciplinary artwork, I wish to clarify that I am not directly discussing the Wagnerian concept 
  of Gesamtkunstwerk as the total or universal work of art. 
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From the Chalk Talkers through to the Dadaists’ attack upon convention, the insistent instigation of performance and 
experimental art practice demonstrates how artists continually break conformist precedents to communicate and 
search for new visions. In the case of the Dadaists, they made sound, dance, costume, collage, and cabaret as a 
response to the unimaginable horrors of World War I. 

Post–World War II Japan saw the Gutai and in Europe the Taschime artists performing gestural marks as authentic 
connections to the everyday, and the real as a connection to true spirit. The Fluxus group instigated decades of live 
drawing art production, from Joseph Beuys’s live drawing lectures on blackboards to the informed performance 
and the works of Shigeko Kubota and Carolee Schneemann, whose confronting and embodied feminist critiques 
addressed inequality in the art world. A seminal video artist associated with Fluxus, Joan Jonas intersected 
installation, drawing, moving image and performance. Jonas designs a stage in which to perform, whereas New 
York choreographer Trisha Brown’s stage was a drawing in the making, where the expansive and condensed limits 
of action are a recorded trace of the physical moving body. The simultaneity of concepts of drawing and dance can 
be concurrent as performance drawing.

Exhibitions that feature enacted mark-making include the aforementioned Performance Drawings, curated 
by Catherine de Zegher at the New York Centre for Drawing in 2001 and Live/Work: Performance, an in-house 
exhibition at MoMA curated by Cornelia Butler in 2007. Also introduced earlier, de Zegher and Butler’s curated 
exhibition and publication On Line: Drawing through the Twentieth Century in 2010 was important to the discourse 
on line and confluence. This exhibition and extensive catalogue featured many active female artists, whose work 
related directly to movement and mark. In the same year, MoMA held William Kentridge: Five Themes, a survey of 
thirty years of Kentridge’s work, including his animated films based on charcoal drawings, prints, books, collage, 
sculpture, and his collaborative work. This survey continues to travel the world’s major galleries and museums. All 
of these exhibitions signify an interest in and focus on performance drawing.

The twenty-first century has seen narrative-driven performance drawing appear. Kentridge’s animations, interactive 
video lectures, and operas actively work drawings into multidisciplinary frameworks. Kentridge presented the acclaimed 
Harvard University Charles Eliot Norton Lectures in 2012. Titled Six Drawing Lessons,18 these presentations, which are 
available online, discuss politics, poetics, the process of art making, and the function of the studio.19

18  Eliot Norton Lectures: Six Drawing Lessons, Mahindra Humanities Center, Harvard University, accessed 14 February 2017, 
  http://mahindrahumanities.fas.harvard.edu/content/william-kentridge-drawing-lesson-one-praise-shadows.

19  Ibid. The Lectures subsequently became a published book of the same name: Six Drawing Lessons: The Charles Eliot Norton 
  Lectures (Cambridge, MA: Harvard University Press, 2014).

I have not overlooked graffiti and street art as processes of live performance, but the absolute primacy these 
practices give to the output or artefact, in most cases, puts them outside the scope of my study of performance 
drawing. My reference for the intersection of street culture and performance drawing is Berlin-based, South African 
artist Robin Rhodes. Rhode, in questioning the position of the viewer, develops animated videos and stills as 
photographic sequences, often describing a figure moving through familiar hand-drawn scenes of both familiar 
and unfamiliar trajectories. Rhode’s work features characters, such as the basketballer shooting hoops or the rock 
musician on a microphone. These images often use the urban settings of street pavements, walls, or alleyways, 
referring to street art in production and subject. 

Australian artists Gosia Wlodarczak and Mike Parr make performance drawings using memetic and narrative 
structures. Drawing in public places as performance, Wlodarczak locates herself in the present by drawing what 
she sees around her. These images are often inscribed on a surface within the location she is drawing in, layering 
and abstracting their representational qualities like cobwebs. Parr, known for drawing his face in a repetitive act of 
self-portraiture, is discussed here in relation to his performance at Dark MOFO 2016 (in association with the Museum 
of Old and New Art), where I witnessed Parr drawing his face in an abandoned asylum for a period of three days.
These artists and events generate a historiography that filters representations of performance drawing within the 
Western art canon, where the presence of this practice is identified. By establishing these past and present accounts 
of performance drawing, I am not claiming exclusivity for the indeterminacy and immediacy I identify, as these have 
become characteristic in many disciplines and are often associated with protest, presence, process, and ritual. 

Informed by lived experience, production, and performance drawing, Chapter 3 describes my practice in terms of 
events, exhibitions, and collaborations that have been completed during my candidature (2014–17). I identify and 
examine strategies and processes across a diverse cross-section of work. 

These performance works were developed at the intersection of site, sound, associated collaborators, drawing, and 
projection for an audience. Through the contingent nature of performance drawing, the knowledge gleaned from 
each work or event has influenced the course of each subsequent work. This chapter will describe and survey my 
work through images, video, description, essays and audience commentary, project development and outcomes. 
This includes planning, technical information, construction, conceptual and performance development  which, inturn 
identifies elements of the performance drawing taxonomy. This survey of my work will support the investigation: that 
performance drawing is the witnessing of drawing through the action of the artist’s body, or designed agent, and 
that, in designing work for the witnessing audience, I aim to enable the possibility of an experiential encounter for 
those present. This mutual experience of witness and action is the essential trigger that can enable a conscious and 
potentially transcendent awareness that pertains to being in the moment. 
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The following chapters are interrelated, and do establish the outcome of my analysis of contemporary performance 
drawing; yet, the sequence in which they are read is not crucial. For example, the survey of the field, which usually 
comprises the first chapter of an exegesis, is here Chapter 2. This is partly explained by the newness of the field 
and, as I mentioned above, the narrow strata of available references even though it also includes reconsideration 
of historical material not considered performance drawing at the time it was created. Chapter 3, which details my 
own studio research, traverses my practice-based methodology by charting the development of concepts of live 
drawing, participation, and experiential practice as performance drawing through a selection of completed works 
from the period of candidature. Chapter 1, which contains the taxonomy of performance drawing, is a record of my 
making sense—however limited—of my continuing engagement with the non-discursive practice of performance 
drawing as participant, spectator, and critical researcher. The taxonomic exercise evolved from cumulative, critical 
reflection on my performance drawing work. It has led me to a deeper understanding of the operational nature of the 
practice but more significantly, as I outline in the Conclusion, the research has resulted in a tentative understanding 
of the particular potential of this practice for expanding human consciousness. 

 

Chapter 1: The Taxa of Performance Drawing
Performance drawing encompasses a wide range of components, and demands that artists consider the conceptual, 
spatial, social, and technical simultaneously. This chapter will identify the fundamental elements as taxa so as to 
position the practice of performance drawing within contemporary discourse.
 
In section 1.1: Act, I will address the act of drawing, which is the first taxon of performance drawing, through John 
Berger’s “Drawing Is Discovery”.20 Following this, section 1.2: Witness distinguishes the primary fundamentals of 
performance drawing and their association with performance discourse on liveness, aliveness, and materialising. 
The third taxon, Experience, which is discussed in section 1.3, examines space and its affects, along with the 
temporality of performance. The final taxon, Exchange, considered in section 1.4, characterises the occurrence of 
immersiveness and becoming as a resultant or intended experience through the collaboration between the creators 
and artists and the witness. 

In identifying these elements, this chapter establishes the investigation, proposing that performance drawing is an 
active process involving the artist’s body and the witnessing of the drawing in an experiential encounter that can 
generate heightened consciousness or an awareness of suspended time or transcendent being in the moment. 

1.1 Act
In “Drawing Is Discovery”, John Berger writes 

It is the actual act of drawing that forces the artist to look at the object in front of him, to dissect 
it in his mind’s eye and put it together again; or, if he is drawing from memory, that forces him to 
dredge his own mind, to discover the content of his own store of past observations.21 

20  John Berger, “Drawing Is Discovery,” New Statesman, 2013, originally published 29 August 1953, accessed 1 May 2013, http://
  www.newstatesman.com/culture/art-and-design/2013/05/john-berger-drawing-discovery.

21  Ibid. It is important to note the 1950s’ description of the spectator is gendered male.
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Berger describes the act of drawing as an act translated by the eye and the mind, understanding that “the heart 
of the matter lies in the specific process of looking”.22 I wish to expand Berger’s interpretations to suggest that in 
relation to the act of performance drawing, the heart of the matter also lies in the subject of being, moving, and 
witnessing, in terms of both the audience and the artist. In one of my performance drawings, a line or a gradated 
mark records where I have been, translating what I have seen, what I have heard, how I have moved, and who and 
what I have responded to. Berger suggests that the important part of the drawing process is “what it will lead you 
on to see”.23 While concurring with him, I would add that it is also what it will lead you to experience and, in terms of 
performance drawing, what it will lead others to see during that experience. Writing from the perspective of an artist/
writer who draws, Berger enthusiastically describes the alchemy of the act of drawing as an exploration that requires 
navigation and decision making: “until finally you are, as it were, inside it: the contours you have drawn no longer 
marking the edge of what you have seen but the edge of what you have become”.24 Berger’s elevation of drawing as 
a refined method of cultivating perception and “seeing truly” is no doubt dependent on the legacy of John Ruskin’s 
The Elements of Drawing (1857), the most influential drawing manual of the nineteenth century, at least in the 
English-speaking world. Ruskin claimed that “sight is a more important thing than the drawing; and I would rather 
teach drawing that my pupils may learn to love Nature, than teach the looking at Nature that they may learn to draw”.25  

However, Berger appears to be directing us towards recognising that the process of drawing can foster an almost 
metaphysical encounter, one of transformation, one of becoming.26 Berger continues this discussion by describing 
drawing as a solitary pursuit, confirming, “A drawing is an autobiographical record of one’s discovery of an event—
either seen, remembered or imagined.”27 In repurposing Berger’s descriptions, I propose that the act of drawing as 
a performance drawing can be cooperative, experiential, and also a record of a shared event. 

Distinguishing between the artist and the spectator, Berger suggests that in front of a drawing, the spectator 
“identifies himself with the artist, using the images to gain the conscious experience of seeing as though through 
the artist’s own eyes”.28 In a performance drawing, the spectator can share the corporeal space of an embodied 
drawing process with the artist’s body. Within a real-time experience, the witness can identify themselves with 
the physicality of making through this co-presence. Performance drawing as a methodology is simultaneously 
performed and observed. 

22  Ibid.

23  Ibid. 

24  Ibid.

25  John Ruskin, Elements of Drawing (London: Smith, Elder & Co., 1857), xi, xii. 

26  This will be discussed in further detail in section 1.4. 

27  Berger, “Drawing Is Discovery,” 1. 

28  Ibid. 

In describing the act of drawing as the first of my key taxa, I am focused on the way it relates as a performance 
or a performed act for both the audience and the artist. Performance drawing is an artist’s engagement with the 
process of drawing for an intended purpose that is witnessed. In this case, the act of drawing as an immediate and 
emergent act is performance. This act of performance drawing can be a record made by designing, placing, or 
leaving a mark by means of an instrument, a tool, the body, or a device. Drawing is a corporeal activity undertaken, 
conducted, or directed by the artist in varying degrees of intensity, application, size, and medium.

In the influential text Drawing Acts: Studies in Graphic Expression and Representation, David Rosand describes the 
irrefutable association between the gesture of a drawn line and the artist’s physicality. He argues that an “analysis 
… occurs in the act of drawing in the translation of perception to the graphic mark, infected contour or accentuated 
moment, [which] is itself a response of the draftsman’s body”.29 

The drawing reveals vestiges of the artist’s body through the traced mark. The physicality of drawing can reveal 
and involve the active embodied presence of the body propelled by conceptual, visual, and instinctual decision-
making. This embodied process will be further explored in section 1.4 Exchange.

If it is a combination of mark-making and/or technical skill that brings a drawing into being, then the life of a great 
drawing derives from something beyond, something essential but difficult to elucidate. Glenys McIntosh suggests, 
“While technical skill brings a drawing into being, the life of a drawing derives from something beyond that. It is 
the intangible life you might experience while standing before… powerful drawings.”30 This ‘intangible life’ is what 
I describe as a vital essence of personal invention, intention, and intuition. This quintessence evidences its creator 
and their concepts through the drawing. 

29  David Rosand, Drawing Acts: Studies in Graphic Expression and Representation (Cambridge, MA: Cambridge University Press, 
  2002), 15.

30 Glenys McIntosh quoted in Elizabeth Cross and Anne Rowland, Pam Hallandal: Watching/Curators Elizabeth Cross and Anne  
 Rowland (Ballarat, VIC: Art Gallery of Ballarat, 2016), 62. In this quote, artist and educator McIntosh (Lecturer in Drawing at 
 Victoria College Prahran and Victoria College of the Arts, Melbourne) describes her experience of being taught by Pam Hallandal, 
 who was Senior lecturer in Drawing at Victoria College Prahran and Victoria College of the Arts, Melbourne. I was taught by both
 of them. 
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It is a popular misconception that virtuosity or skill was always the most prized attribute in teaching and judging 
drawing during the nineteenth and twentieth century. A survey of the drawing manuals from those centuries indicates 
a clear acceptance of the educational and generic vocational value of cultivating drawing skills just as they are 
equally dismissive of any singular focus on this aspect. Philip Hamerton’s 1892 Drawing and Engraving is one 
of those manuals that argued against “consummate manual skill” as vain and nugatory cleverness in favour of a 
discipline of accurate observation. Hamerton noted that “Drawing is known to be valuable as a training of the eye, 
nobody disputes that, the doubt concerns its value to the mind.”31 His aim was to capture the transcendent aspect 
of drawing that was outside its utilitarian or instrumental value. He wrote:

[Drawing] opens the mind to ideas of relation by compelling us to take accurate account of the 
laws of harmony and contrast which are more conspicuously visible in the graphic arts than they 
are in literature and in life, though they concern, in reality, everything that is human. The habit of 
looking upon drawing as a small accomplishment may be explained in some measure by the idle 
way in which it is often followed.32

This trace of the maker or the essence of ‘everything that is human’ as communicated through drawing the act has 
an ‘intangible life’. 
 
Such a defence of the seriousness and significance of drawing may sound virtuous and dated; however, theorists 
continue to argue for a privileged place for drawing or the capacity of drawing to capture some essence or trigger 
particular experiential insight. No doubt this results from the enduring and indissoluble bond between the creative 
process and creative product in conceptions of drawing. 

A drawing as an object—the artefact, the remaining marks after the act—is a trace of the intention and the 
synchronisation of the drawer through the act. 

In referring to these processes, Rosand suggests that:
The drawn mark is a record of a gesture, an action in time past now permanently in the present; 
recalling its origins in the movements of the draftsman’s hand, the mark invites us to participate in 
the recollection of its creation. That invitation to the viewer, to rehearse the creative gestures in his 
or her imagination is a distinctive aspect of the appeal of drawing.33

31 Philip Hamerton, Drawing & Engraving (London, Edinburgh: A. & C. Black, 1892), x.

32 Ibid., xi, xii.

33 Rosand, Drawing Acts, 2.

With a similar intensity to Berger, Rosand describes the outcome of the act of drawing as a possible incitement for 
the observer to experience and participate in the personal memory of the artist’s relationship to the making. I suggest 
that performance drawing expands that experience and extends the possibility of a participatory process. Seeing 
a drawing evolve avails an experiential communion. As aforementioned, this relationship as cooperative encounter 
will be evidenced and expanded upon in 1.4 Exchange. As a primary element in this taxonomical enquiry, the act of 
drawing is understood through the witness. It is through the act of witnessing that performance drawings are made.

1.2 Witness
In this section, I propose that if the artist consciously intends the viewer to observe the production of a drawing 
as an artwork, then the act of drawing becomes a performance. Through this relationship, the artist and audience 
engage in an experiential exchange. Hence, the performed drawing occurs through the witnessed act via the 
agency of the artist. The performance drawing process can occur as liveness, aliveness, and as ‘audiencing’, all of 
which will be defined in this section.

As an artwork, a performance drawing is designed by the artist to be observed in production as performance, hence 
enabling the possibility of a communal encounter. In a special issue of PAJ (A Journal of Performance Art) devoted 
to performance drawing, editor Bonnie Marranca describes this public drawing exchange as the “ephemerality of 
performance” and states that this is what “lends majesty to the condition of presence … in this ecstatic state, both 
performer and viewer experience a privacy that is paradoxically only fulfilled in public space”.34 Marranca describes 
the co-presence between the artist and the audience as both a collaborative and an inclusive encounter that is 
realised as a public and private act that, in turn, simultaneously invites a shared experience.35 

Distilling these characteristics into a taxonomy where the elements coexist in an ever-changing confluence of 
performance and production, and consist of components that are propelled by both the artist and the environment, 
the witness is fundamental. The witness or the spectator is the required presence to activate or experience the 
act of drawing as performance. As suggested, the act of drawing is not a performance drawing unless the act is 
specifically designed by the artist to be witnessed as an event, as a document, or as a video artwork. 

34  Bonnie Marranca, “Performance Drawings: Work on Paper,” Special Issue of PAJ: A Journal of Performance Art, no. 107 (May  
  2014): 1. 

35  Ibid.
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The dynamics of movement and possibly the fact that most people have made drawings as children could be what 
renders drawing as engaging and relatable to a viewer. This personal association and its inherent immediacy makes 
drawing innately live and active. The liveness of the process of drawing and its instant residue as a description of 
the thinking process has always been drawing’s power, to which Leonardo da Vinci’s sketchbooks are a testament. 
However, the free, live drawing or ‘finger painting’ that every pre-school student is familiar with is the result of a 
paradigm shift instigated by Jackson Pollock—or possibly, more specifically, the film and photographs by Hans 
Namuth of Pollock working. Prior to the 1950s, the aim of art classes in primary and pre-school in Europe, the United 
States, and Australia was mastery of control in mark-making. 

Pollock Made Live
The famous 1951 filmed sequence by Hans Namuth, titled Pollock,40 where Jackson Pollock drips paint on a sheet 
of glass is clearly a significant moment in our understanding of the ‘live’ aspect of performance drawing. In this 
demonstration shot from below, Namuth captures ‘alive’ this intimate aspect of production of Pollock’s work, knowing 
that the film will give universal access to the live dramatisation of the radical lyricism of his technique. This filmic 
document was made at the suggestion of Namuth.41 Before this recording, all that was known of Pollock’s method 
was made evident in the finished paintings, which contained the index of his ‘performance’ on the surface of the 
canvas. As Francis O’Connor notes: “As the paint traverses the air it enters trajectories that are recorded instantly 
and accurately when the paint lands on the surface.”42 

It is worth considering whether Pollock knew the effect of the witnessed act of mark-making through the lens. 
Apparently, Pollock hated this film and blamed it for him becoming known as “Jack the Dripper”, but as history 
indicates, this filmic and photographic work by Namuth coincided with the formidable rise of Pollock in the art 
world.43 This leads me to the premise relating to the effect of witnessing the artist making work as a live action and 
its potential interest to the audience. The intrigue that transformed Pollock into an enigma was related to watching 
him make art. This raises the importance, the evolution, and the appeal of liveness. 

40 The impact and importance of Namuth’s film in the establishment and continuation of Pollock’s reputation cannot be overestimated. 
 A special screening room was included for the film in Pollock’s comprehensive retrospective at MoMA in 1998 and two excerpts 
 of the film that were posted on YouTube in 2012 have been viewed over 1,000,000 times, as noted by Peter R. Kalb, “Picturing 
 Pollock: Photography’s Challenge to the Historiography of Abstract Expressionism,” Journal of Art Historiography (December 
  2012): 5. Currently, there are numerous examples and excerpts of the films available on YouTube and many have in the range 
 of half-a-million views. Many other sites include the film; for example: Open Culture, “Jackson Pollock 51: Short Film Captures the 
 Painter Creating Abstract Expressionist Art,” accessed 20 June 2017, http://www.openculture.com/2011/08/jackson_pollock_l
 lights_camera_paint.html.

41  Hans Namuth, “Photographing Pollock,” in Pollock Painting, ed. Barbara Rose (New York: Agrinde Publications, 1980).

42  Francis O’Connor, “Hans Namuth’s Photographs of Jackson Pollock as Art Historical Documentation,” Art Journal 39, no. 1   
  (Autumn 1979): 49, http://www.jstor.org/stable/776327. 

43  For more on Pollock’s negative attitude to the politics of media coverage in this crucial period around 1950, see B. H. Friedman, 
 Jackson Pollock: Energy Made Visible (New York: McGraw–Hill, 1972) and Steven Naifeh and Gregory White Smith, Jackson 
 Pollock: An American Saga (New York: Clarkson N. Potter, Inc., 1989). 

In proposing that witnessing the act of drawing is paramount to performance drawing, I suggest that a drawn 
work made in the solitude of a studio may not be considered a performance drawing without its production being 
observed by another person or recorded by or for lens-based media to be seen. In emphasising the presence of a 
witness as an essential component of performance drawing, Foá writes, “Not all drawing is a performance drawing 
because not all drawing is made in front of a witness.”36 

As Foá stresses, performance drawing requires the spectator to observe or experience the temporal nature of the 
drawing process as a conscious engagement with a concept enacted by the artist through a series of drawn actions. 
It is important to note the witness is not the self-witness but the onlooker. Similarly, in the practice of performance art, 
the audience’s conscious engagement with a concept enacted by the artist through a series of actions is required.

In performance drawing, the audience–artist relationship can be either willing or unexpected. It may be unexpected 
in relation to public performances; for example, a work in a populated area could potentially be witnessed by 
unsuspecting passers-by. In contemporary drawing production, a participatory or communal ethos has surfaced 
that involves the availability of a shared experience. In On Line: Drawing through the Twentieth Century, Butler and 
de Zegher suggest that contemporary drawing artists

may work and live in different contexts, but they have tried to escape the confining orthodoxies of 
modernity and of our time and they imagine art as a reciprocity, as a compassionate witnessing of 
lives of others and a form of empathically shared presence.37 

The authors assert that drawing practitioners continue to break from the conventions of the historical art object, 
conceiving their approach to practice as one of exchange, of an inclusive form of collective experience. 
Performance drawing is enabled by working in collaboration and through an ethos of collectivity where the witness 
is a participant. Performance drawing could be described in Bourriaud’s terms of relational art, which takes “as its 
theoretical horizon the realm of human interactions and its social context, rather than the assertion of an independent 
and private symbolic space”.38 However, I do not think performance drawing necessarily points to a radical upheaval 
of the aesthetic, cultural, and political goals introduced by modern art,39 as asserted by Bourriaud in his formulation 
of relational aesthetics. Rather, performance drawing indicates a move towards celebrating and activating drawing 
within each individual artist’s aesthetic through a transformative and/or socio-political propulsion to engage the art 
site as emergent.

36  Maryclare Foá, “Sounding Out: Performance Drawing in Response to the Outside Environment” (PhD dissertation, Camberwell 
  College of Arts, University Arts London, 2011), 2. 

37  Cornelia H. Butler and Catherine de Zegher, On Line: Drawing through the Twentieth Century (New York: Museum of Modern Art, 
  2010), 89.

38  Nicolas Bourriaud, Relational Aesthetics (Dijon, France: Les Presses du Reel, 1998), 1. 

39  Ibid.
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In our so-called post-digital age, the theories, knowledge, and practice of mediatised liveness have become as 
pervasive and emergent as Auslander predicted in his 1999 text. He readdresses the changing discourse of 
liveness in the revised edition of Liveness: Performance in a Mediatized Culture in 2008, where he presents the 
term ‘digital liveness’. This brings up discussions of interactivity whereby the viewer is also a user, and liveness can 
be activational and activated. 

For example, one can watch a live performance artwork at The Tanks at the Tate Modern in London,47 streamed via 
computer or an ‘app’, and potentially send instructions instantly that could change the event remotely; moreover, 
the work seen on devices is increasingly consciously designed for multiple delivery platforms. These screenings 
underscore how live broadcasts are heavily produced, contrary to the ever-expanding concept that liveness 
provides a natural and direct connection to a given occasion.48 

Martin Barker, whose extensive research focuses on audience and the filmic, proposes that ‘alive’ experiences 
should be understood as emergent: that is, as they are experienced, they are felt to grow, to integrate, and to open 
up new possibilities.49 In his essay “Coming A(live): A Prolegomenon to Any Future Research on ‘Liveness’”, Barker 
suggests that liveness is not only simultaneity, co-presence, and interaction with audience, but it is also an active 
state of being. Barker describes the opportunity for an alive or a live experience as the awareness of an individual 
in process of engagement.

Auslander suggests that the definition of liveness (i.e., associated with digital technologies) has been increasingly 
built around the audience’s affective experience; therefore, the affectiveness of the live encounter is measured 
by the user.50 The term ‘user’ is not helpful in relation to performance drawing since its origins are in gaming and 
computer operations. The term has become ambiguous since computer gaming events are sometimes conducted 
‘live’ with the gamers’ computer screens projected for large audiences. Even here, the viewers’ live experience has 
cultural value because they are/have engaged in the process of audiencing. The term ‘audiencing’ describes the 
work of the spectator, encompassing attention, affect, meaning-making, memory, and community.51 

47  The Tanks (Tate Modern) provide a permanent gallery for live art, performances, and a film and video work from the Tate 
  collection. There is also a programme of new commissions of works made for the specific spaces. See http://www.tate.org.uk/
  visit/tate-modern/tanks.

48  Thomas Caldwell, 2000, quoted in Karin van Es, The Future Is Live (Cambridge, UK: Polity Press, 2017), 8. Van Es’s book is an 
  investigation into liveness in the socio-technological age

49  Barker, “Coming A(live),” 19.

50  Van Es, The Future Is Live, 19. 

51  Matthew Reason and Anja Mølle Lindelof, eds., Experiencing Liveness in Contemporary Performance (New York: Routledge,  
  2016), 17. 

Liveness, Aliveness, Audiencing
Liveness in performance discourse has raised ongoing conundrums, as evidenced by the theories of Peggy Phelan 
and Philip Auslander. In her influential book Unmarked: The Politics of Performance, Phelan asserts: “Performance’s 
only life is in the present. Performance cannot be saved, recorded, documented, or otherwise participate in the 
circulation of representations of representations: once it does so, it becomes something other than performance.”44 

According to Phelan, physical presence is required to experience the liveness of the performance work. The 
liveness—the concurrence or co-presence of the performed experience—is a powerful state, and I understand 
Phelan’s idealised theory as an attempt to preserve that precious and precarious live performance state of ‘now’. 
However, written in 1993, Phelan’s publication may not be in harmony with current technologic change and its 
ability to enable people to watch performance art and/or events live from anywhere through lens-based media and 
developed device capabilities. 

Nevertheless, Phelan’s idealism raises questions: If a live performance is viewed through lens-based technology, is 
liveness still experienced? In proposing that a live mediatised event is only a representation of the live experience 
and hence a counterfeit (according to Phelan’s proposal), can a phenomenological affect or encounter be available? 
Liveness is still happening in the present situation of the individual via live feed for the viewer and the performer 
remotely. 

In his much-quoted text, Liveness: Performance in a Mediatized Culture, Auslander expresses his response to 
Phelan:

Much as I admire Phelan’s commitment to a rigorous conception of an ontology of liveness, I 
doubt very strongly that any cultural discourse can actually stand outside the ideologies of capital 
and reproduction that define a mediatized culture, or should be expected to do so.45

In giving a historiographic account of the changing notion of liveness, Auslander discusses the changing platforms 
of performance and media communication in relation to liveness and its fluidity of purpose and design, suggesting 
that the ubiquity of video in performance art is a phenomenon that speaks for itself. However, mediatisation is not just 
a question of the employment of media technology; it is also a matter of what might be called media epistemology.46

44  Peggy Phelan, Unmarked: The Politics of Performance (London: Routledge, 1993), 146.

45  Philip Auslander, Liveness: Performance in a Mediatized Culture (New York: Routledge, 1999), 40.

46  Ibid., 39.
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I propose that through the witness, performance drawing can make available an inclusive and interconnected form 
of cultural exchange of aliveness through liveness. Exchange will be addressed in 1.4. It is here that Phelan’s theory 
returns, and that precious and precarious live state of ‘now’ can still be identified through the live experience of the 
spectator. Liveness and aliveness can encompass ‘simultaneity, co-presence, and interaction’ with an audience as 
an alive experience. As a witnessed encounter, performance drawing is an improvised spatiotemporal site where 
transformative possibilities are conceived and received. It is through the presence and experience of the witness 
that performance drawing is made. 

1.3 Experience 
Becoming, Material, and the Spatiotemporal
As noted earlier in this chapter in relation to the first taxon, Berger described his deep appreciation of a drawing 
as an act of becoming. In so doing, Berger directs us towards recognising that the drawing fosters an emergent 
experience. This experiencing of becoming requires one to be in the present moment.

Much discussion of this profound moment of transcendent contemplation is focussed on the individual encounter 
with the static art object. For example, Michael Ann Holly makes this clear in her study of the melancholy encounter 
of the art historian with static “meaningful objects”: 

This is the aesthetic moment of profound rapport (when two become one) with a work that gives the 
viewer (art historian, aesthetician, critic, or other) the sense “of being reminded of something never 
cognitively apprehended but existentially known.” This experience originates as a “crystallization” of 
time into a space where objects and subjects achieve an intimate and wordless “rendezvous.”55

Raymond Tallis has recently attempted to encapsulate a wider understanding of such moments of heightened 
consciousness across all the visual and performing arts. Tallis notes there are moments that reach out and touch 
other moments, moments that are uniquely infused with something that goes beyond moments. Such are the 
moments that are afforded by an encounter with great art. “The world we are in, by which we are possessed, into 
which we are dissipated, the very framework in which experience takes place, enters us and we see the moment 
from a perspective that, although distancing, does not alienate us from experience.”56 

Tallis does not make claims for a category of subconscious or hyperconsciousness, but highlights conscious 
awareness of experience as the defining purpose of the arts. This locates his thinking within the recent revisions of 
the traditional view of consciousness by those such as Daniel Dennett. Dennett notes that 

55  Michael Ann Holly, The Melancholy Art (Princeton, New Jersey: Princeton Univ. Press, 2013), 19. Holly is quoting from  Christopher 
  Bollas, The Shadow of the Object: Psychoanalysis of the Unthought Known (New York: Columbia University Press, 1987), 3–4,
  16, 31.

56  Raymond Tallis (with Julian Spalding), Summers of Discontent: The Purpose of the Arts Today (London: Wilmington Square 
  Books, 2014), 93.

The performance drawing event encompasses liveness and audiencing, using performance and live feed, digital 
video, and projection. It is the concept of audiencing in relation to the performance practice that brings awareness, 
affect, and meaning to a performance drawing. Audiencing occurs individually for the experiencer and the artist as 
well as availing the opportunity for a shared and communal encounter. 

After engaging with the mediated and live debate, it naturally follows to interrogate how liveness is produced 
through processes of audiencing—as spectators bring qualities of (a)liveness into being through the nature of their 
attention—and processes of materialising in acts of performance, acts of making, acts of archiving, and acts of 
remembering.52 

In establishing that the liveness of production is a phenomenological experience that enables audiencing, I 
understand that my role as the maker of performance drawings is to activate the drawing or the evolving line for 
observation. Ingold suggests, “being observant means being alive to the world, the aliveness drawing action is 
simultaneously experienced by both the artist and the witness”.53 Here, Ingold indicates that the audiencing role of 
the witness and the artist is an opportunity of concurrently observing ‘being alive in the world’. 

In a state of aliveness, transformative shifts can occur. Barker writes: 

The achievement of ‘aliveness’ will be experienced to some degree as a surprise: however much 
a person may plan towards, and hope for, something special from an encounter, something more 
than we bargained for happens; at least for a while it is taken out of our control.54

I have experienced these liminal affects subjectively during the act of drawing and have frequently had these 
experiences verbally expressed to me by audience members following my performances. They have been described 
as otherworldly, transportative, and availing an intense sense of being in the present moment. These conditions 
are examined further in 1.3: Experience. However, in Barker’s terms, these accounts of witnessing drawing, where 
things are momentarily ‘taken out of our control’, can describe the ‘aliveness’ that performance drawing avails. 

Witnessing a video artwork could also be described in terms of aliveness for the viewer. Although the video maybe 
a recorded document, for the witness, the experience is live. The shifting and evolving possibilities of performance 
experience through the persistent expansion of digitisation and social media means that the liveness debate will 
continue to evolve new definitions and epistemologies. 

52 Barker, “Coming A(live),” 29.

53  Tim Ingold, Being Alive: Essays on Movement, Knowledge and Description (Oxon, UK: Routledge, 2011), xii.

54  Ibid. 
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In both the act of being in the world and the act of drawing a line, there is, as Bergson so romantically describes, a 
register open somewhere in which time is being inscribed.60 Bound by space and time, the act of performance and 
drawing are momentary. It is through the transitory and the temporal nature of the evolving performance drawing 
that active mediums such as ink, paint, and clay appear to become alive. 

The act of drawing traces a passage through time, becoming spatiotemporal. Since a drawing line records itself, it 
can unfold in a way that responds to its immediate spatial and temporal milieu, having regard for its own continuation 
rather than for the totality of the composition.61 It might be argued that the durational aspect of performance drawing 
extends as well as triggers the aesthetic moment or heightened state of consciousness. Keith Moxey has identified 
this “in the moment” quality, or timelessness of aesthetic engagement, as “aesthetic time” or “anachronic time”: 

Works of art, or indeed many images, have the capacity to create their own time for attentive 
beholders. Affective response, however, is shaped by the temporal situation in which it occurs. 
But as with other fragments of the past, works of art cannot be kept at bay on the assumption 
that they belong to periods and places other than the present. The intensity and complexity of 
response is as embedded in time as are the works themselves.62

As a universal language, drawing has the capacity to activate cultural knowledge and understanding, evidencing 
and recording experience. From the 50,000-year-old rock art recently identified in Kandiwal and Kalumburu, in 
the Kimberly region, Western Australia, to “the cave drawings of Lascaux dated ca. 15,000 BC, we witness the 
earliest unequivocal evidence of the human capacity to interpret and give meaning to our surroundings”.63 These 
sites, places of meeting, and ceremony hold historical and cultural significance. Our ancestors came together and 
recorded their world: “Like the lines of a drawing, the lines of social life manifest histories of becoming in a world that 
are never complete but always in progress.”64 Epistemologically, these ancient drawings of charcoal and pigment 
not only evidence human thinking but also an engagement of the active experiencing of knowledge. 

In his text Being Alive, British anthropologist Tim Ingold describes drawing as an ethnographic continuum that 
enables a “[t]ogetherness [that] binds all things”.65 Through the continuum of an evolving image or the first taxon, 
the Act of drawing, performance drawing can enact this notion of togethering by binding the audience through the 
possibility of drawing as a shared experience within a shared space. 

60  Henri Bergson, Creative Evolution, trans. A. Mitchell (London: Macmillan, 1911), 17.

61  Ingold, Being Alive, 220. 

62  Keith Moxey, Visual Time: The Image in History (Durham, NC: Duke University Press, 2013), 174.

63  This article describes the drawings in the Lascaux Caves: “where paintings have been found are not likely to have served as 
  shelter, but rather were visited for ceremonial purposes,” The Met Museum, “Heilbrunn Timeline of Art History”, accessed 29 July 
  2017, http://www.metmuseum.org/toah/hd/lasc/hd_lasc.htm.

64  Ingold, Being Alive, 240.

65  Ibid., 221.

the conscious mind is not just the place where the witnessed colours and smells are, and not 
just the thinking thing. It is where appreciation happens. It is the ultimate arbiter of why anything 
matters. …It stands to reason, that if doing things that matter depends on consciousness, mattering 
(enjoying, appreciating, suffering, caring) should depend on consciousness as well.57

This ‘something beyond’ mentioned by Holly and discussed by Tallis could be described as liminal experience. 
Through witnessing the artist drawing and the shared experiential state—‘where appreciation happens’—the 
transformational processes of becoming and being are nourished. 

This may occur through orchestrated, planned, or improvised processes. The simultaneity of the audience’s qualities 
of (a)liveness in conjunction with the (a)liveness of the artist or artists performing comes into presence through the 
spirit of experience. By identifying experience as a taxon, I propose processes and properties that can enable 
this element, including spatiotemporal experience, site, location, social space, embodiment, and properties of 
gesture and material. Through these properties, I will address the roles of production and environment, and related 
phenomenological considerations. 
 
Performance, video, and the act of drawing are temporal. The evidence of time and touch on an artwork work can 
impact the reading of it. Performance drawing brings to the audience the often-hidden act of drawing, reminding 
them, as Gilbert Simondon noted, that “Art is not only the object of contemplation; for those who practice it, it is a 
form of action that is a little like practicing sports.”58 The indexical trace, the embodied and associated experiential 
qualities that performance drawing facilitates, can be physical. Through this action, the living evolving mark and 
concept become the work. 

Becoming

I ask you: where are we when we draw? The question seems to be expecting a spatial answer, but mightn’t it be a 
temporal one? Isn’t the act of drawing, as well as the drawing itself, about becoming rather than being?

—John Berger59 

‘Becoming’ is a perpetual state of evolving potential, contingent on the present moment, and an innate facet of the 
act of drawing, as discussed in section 1.1. When executing a drawing, an artist makes marks that build up over 
time, chronicling their concepts, visual thinking, observations, and/or responses. 

57  Daniel C. Dennett, Consciousness Explained (London: Penguin Books, 1993), 31.

58  Gilbert Simondon, 2009, quoted in Elizabeth Grosz, The Incorporeal: Ontology, Ethics, and the Limits of Materialism (New York: 
  Columbia University Press, 2017), 204.

59  John Berger, Berger on Drawing (Cork, UK: Occasional Press, 2005), 124.
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Most recently, Elizabeth Grosz has speculated on this unifying phenomenon for the arts:

Art brings the transindividual directly back to the preindividual and then to the collective. The 
collective is touched, perhaps even transformed, by this work that recalls and reframes something 
that is shared only through each individuation. At its best, art is able to return something of the 
force, that is, energy-information, of the preindividual back into collective relations.70

The ‘collective relations’ discussed by Grosz can be described as an intangible space. Within performance, a 
transformation or exchange of ‘energy-information’ can transpire as a communal encounter. In phenomenological 
terms, my experience of performance drawing is one that can avail the potential for a shared liminal experience, 
“where my moving body makes a difference in the visible world, being part of it; that is why I can steer it through 
the visible”.71 We might call such capacities drawing’s affects: its potential to affect and be affected within its field 
of operation.72

During performance drawing events, an environment is created around the evolving mark through the physicality of 
the proximity of bodies. Here, “something else is happening, something to do with audiencing, with the physicality 
of the performance, the proximity of bodies, the fallibility of the human, the phenomenological intensity of the ‘flesh’ 
and the nowness of the now”.73 Flesh is described as pertaining to the presence of human bodies sharing space in 
a sensorial experiential state. This is not dissimilar to Grosz’s “force, that is, energy-information, of the preindividual 
back into collective relations”.74

Bernard Berenson was perhaps one of the first in the modern period to attempt to define this heightened consciousness 
or aesthetic moment:

In visual art, the aesthetic moment is that fleeting instant, so brief as to be almost timeless, when 
the spectator is at one with the work of art … [the viewer] … ceases to be his ordinary self, and 
the picture or building, statue, landscape, or aesthetic actuality is no longer outside himself. The 
two become one entity; time and space are abolished and the spectator is possessed by one 
awareness. When they recover workaday consciousness it is as if they had been initiated into 
illuminating, formative mysteries.75

70  Grosz, The Incorporeal, 204.

71  Maurice Merleau-Ponty, “Eye and Mind,” The Primacy of Perception, ed. James E. Edie, trans. Carleto Dallery (Evanston, IL: 
   Northwestern UP, 1964), 124.

72  Michael Newman, “The Marks, Traces, and Gestures of Drawing,” in The Stage of Drawing: Gesture and Act, ed. Catherine de 
  Zegher (London: Tate Publishing, 2003), 105.

73  Butler and de Zegher, On Line: Drawing through the Twentieth Century, 167.

74  Grosz, The Incorporeal, 204.

75  Bernard Berenson, 1950, quoted in Holly, The Melancholy Art, 1, 2. 

The Spatiotemporal and The Immersive
The performance drawing space, event, and/or installation is a living happening that can engage the viewer through 
the presence of the artist making. Watching a drawing evolve can be mesmerising; where the work is an installation, 
this can be immersive. Installation art creates an opportunity to transport one from a commonplace experience to an 
‘otherworldly’ experience. When spatial properties are appointed on a large scale, such as performance drawing, 
moving images, projection, light, colour and sound, a change or meditative state can be heightened. 

In his study of installation art, curator Nicolas De Oliveira “links immersion to the concept of ‘escape’, proposing that 
everyday life is put behind us as we immerse ourselves into an otherworldly space that becomes a parallel level of 
reality based on the sensuous”.66 As viewers within this immersion, we become captivated and possibly transported.

Simondon described this aesthetic immersion into a collective world as follows: 

The aesthetic impression implies the feeling of the complete perfection of an act, a perfection that 
objectively gives it a radiance and an authority by which it becomes a key point of lived reality, a 
knot of experienced reality. This act becomes a key point of the network of human life inserted into 
the world; from this key point to others a superior kinship is created that reconstitutes an analogue 
of the magical network of the universe.67

Rosendal Nielsen (1921–2003), a Norwegian educator who founded Nordfjord World University and is known for 
experimental theories on education, speculated that there are three dimensions at work in otherworldly experiences: 

1) Spatial, and relating to our understanding of the space; 
2) Temporal, and relating to our experience of suspense; and
3) Emotional [affective], and relating to identification.68

I have insert the term ‘affective’ next to Nielson’s third selection ‘emotional’. Affect is associated with autonomic 
bodily responses; not those connected with reflection, expectation or adaptation, but rather those with unmediated 
and unassimilated states of shock, suspense or intensity.69 This term allows for affect to be not only personal 
but also communal. The additional affective identification of the shared experience can enhance an otherworldly 
encounter. In recalling Nielsen’s words, performance drawing as an immersive shared installation or event can alter 
and transform our ‘understanding of the space’ when paired with our ‘experience of suspense’.

66  Nicolas De Oliveira (2003) is discussed by Guy Worre Halberg in his essay “Sisters Academy: Radical and Live Intervention into  
  the Educational System,” in Experiencing Liveness in Contemporary Performance, 133. Worre Halberg describes this sensorial 
  space that can enable a transportative experience. 

67  Gilbert Simondon, 1989, quoted in Grosz, The Incorporeal, 287.

68  Halberg, “Sisters Academy: Radical and Live Intervention into the Educational System,” 133.

69  Edward John Krcma, “Drawing Time: Trace, Materiality and the Body in Drawing After 1940” (PhD dissertation, University Arts 
  London, 2007), 34. 
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The indexical trace of performance drawing stores its assembly and holds its own history. According to Christina 
Mills in her PhD dissertation “Materiality as the Basis for the Aesthetic Experience in Contemporary Art”, 
materiality aims 

…to encompass all relevant information related to the work’s physical existence; the work’s production 
date and provenance, its history and condition, the artist’s personal history as it pertains to the origin 
of the work and the work’s place in the canon of art history.78

Mills’s notion sits in the intersection between materialism and the modernist artwork, with discussion relating to 
work that is completed in the privacy of a studio and subsequently exhibited. This framework excludes the social, 
performative, and the agential considerations from the process of the whole that takes place during and after the 
drawing performance event. The materiality of performance drawing production is heavily propelled by purpose 
and concept, which arranges a series of complexities that bind readership and purpose. 

The labour of the production of a work of art could be described as its provenance. It is through and within the 
labour of performance drawing as an embodied act that “the interrelation between action and materiality” coalesce.79 
Corporeal and immediate notations of the mediums used in the performance drawing resound its own production, as 
mentioned. The artwork’s materiality may or may not be fully understood by the viewer; however, the materialisation, 
or the making of the work, may suggest or lead to a sense of feeling or a tacit feel that is translated through the 
action of viewing. 

This is what Karan Barad80 calls ‘intra-action’, which involves the mutual constitution of entangled agencies.81 Barad 
suggests that materialisation is a performative concept rather than a theory of presentation, centred on the processes 
by which phenomena come into the realm of meaning or intelligibility.82 

78  Christina Murdoch Mills, “Materiality  as the Basis for the Aesthetic Experience in Contemporary Art” (PhD dissertation, University 
  of Montana, 2009), 1. 

79  Jones, “Material Traces,” 20.

80  Karen Barad is Professor of Feminist Studies, Philosophy, and History of Consciousness at the University of California at Santa 
  Cruz. Barad’s PhD is in theoretical particle physics and quantum field theory. https://feministstudies.ucsc.edu/faculty/singleton.
  php?&singleton=true&cruz_id=kbarad. 

81  Intra-action,: Multispecies becomings in Anthropocene, “Intra-action concept”, Intraaction Art, last accessed 30 September 
  2017, https://intraactionart.com/2012/07/02/intra-action-influential-ideas/.

82  Meskimmon and Sawdon, Drawing Difference, 62.

The ‘fleeting instant’ Berenson describes can be a ‘timeless’ moment, that of being captivated and present ‘possessed 
by one awareness’. Berenson refers to this experience in relation to static works—‘the picture or building [or] statue’. 
In recasting this characteristic of the ‘possessed’ awareness to the performance drawing, the spectator can become 
captivated through the pace and process of the evolving event. The momentum of the growing work has the ability to 
provoke a conscious state through the awareness of the ever-changing present. 

The body as the epicentre of perception and the agent of consciousness is instrumental in phenomenologist 
Maurice Merleau-Ponty’s discourse. His study of our vision as an extension of the corporeal informs us that in order 
for consciousness to unfold into a part of the world—to exist as a flourishing—it must be embodied. To perceive the 
world and be shaped by it, one must be in and of their flesh. Merleau-Ponty describes this complete whole-bodied 
encounter as having ‘fleshy eyes’. Having fleshy eyes is where the experience of the body, the mind, and the eye 
is ubiquitous through the embodied encounter with art: “Mobile and visible, my body is a thing amongst things”,76 
and as sensory experience my seeing through eyes as part of my physicality cannot be divided. The affect of 
experience, especially within an immersive performance installation, is a whole-body experience. 

In conveying the wholeness and perception one can experience in an artwork, Merleau-Ponty suggests that the 
“Quality, light, colour, depth, which are there before us, are there only because they awaken an echo in our bodies 
and because the body welcomes them.”77 In these quotations from Merleau-Ponty’s essay “Eye and Mind”, he refers 
to the viewing/experiencing of paintings. These concepts can be recast and be understood in terms of installation 
and performance drawing. The performance experience is an affective encounter for the artist and viewer. Also, 
the performance drawing installation, as a sensorial experience, has the possibility—through artistic direction, 
spatiotemporal conditions, and the co-presence of the artist and audience—to ‘awaken an echo in our bodies’ or 
the all-seeing feeling ‘fleshy eyes’ of an embodied and possibly a shared experience. This will be examined through 
my collaborative work Under Arena in Chapter 3.

76  Merleau-Ponty, “Eye and Mind,” 124.

77  Ibid., 125.
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In terms of performance drawing as remediated document and/or post-performance installation, the work is imbued 
with, or retains traces of, its production, elemental influences, the space, the sound, or the surrounding phenomena 
of its becoming. In terms of materialism and the physical accounts of phenomena, Barad suggests that these 
relationships are not passive. Qualities and properties of liveness can be considered in the performative result as 
an actualisation of dynamic and conscious workings of phenomena. This could also involve the phenomenological 
experiences from and by those present. Performance drawing as a corporeal and co-present encounter could 
be considered in terms of ‘intra-action’, As an ontological process, performance drawing can infuse and imbue 
complex entangled environmental agencies, which, I suggest, can affect the experience and readership of the 
work. In the following section, I will unpack this interpretation through Heather Cassil’s Becoming an Image (2015), 
as examined in Amelia Jones’s “Material Traces: Performativity, Artistic ‘Work,’ and New Concepts of Agency”.

Becoming an Image
In Becoming an Image (2015), Cassil stages an athletic performance intervention where she, naked, beats and 
powerfully punches a large body of clay in the dark. Describing this performance and how experiencing this action 
infuses and infects the witness, Jones writes: 

…the clay produces phenomenological effects relating to the previous creative action of an 
artist’s labouring body. The clay presents itself as having been made, having been formed by an 
intense artistic labour; as I engage it, it enacts and enlivens my own sense of embodiment. These 
materialities affect my sense of being in space (as do Minimalist sculptures) but also, through the 
signs of their having been made, speak a body having been in motion—in this case, violently so.83 

Jones describes how the ‘materialities’ of being present with this work provokes a tacit and experiential knowing 
of a body having been in action, affecting how she understands the environment, suggesting that ambiguities of 
meaning and form are interchangeable. Cassil’s work is not only the mutable process of labour as performance, but 
also performance in the labour of process.

Affected by the performance and then the pervasive tactility of the action-impregnated material, Jones pronounces 
“Signs of artistic labour invested in and made visible through materialities or the stuff of art can thus activate the 
ways in which we are connected.”84 It is important to note that the term labour here refers to the act of making and 
experiencing, rather than the concept of labour in economic and/or Marxist terms. 

83  Jones, “Material Traces,” 20.

84  Ibid., 34.

Jones suggests that the interrelated group experience through the dynamic and animated artworks could be thought 
of as participating in this developing awareness “showing social and individual meaning to resonate in and through 
made things”.85 Jones considers that this act of making as public performance “might be the most interesting step 
for visual artists …. reciprocally, to take in the early 21st century”.86 This idea of reciprocity between artists and 
the world is one shared with de Zegher, as discussed earlier.87 It is this reciprocity or exchange that I understand 
performance drawing to embrace as a witnessed encounter.

Process as Performance, Materialising Time
Exemplified in Cassil’s Becoming an Image is the notion that the result of performance drawing as a physical 
marked gesture inherently reveals its process through its own archival materiality. Performance drawing and its 
outcomes, whether a live or digital document, whether it is marks in clay or on paper, reveal process. 

In “Material Traces”, Jones signals the reciprocity of a “new mode of hybrid practices that draws on a legacy of body, 
conceptual, and installation art to render new complex art experiences that are performative yet exist in various 
material forms (including, arguably, that of the artist’s labouring body)”.88 Performance drawing is one of these 
‘hybrid practices’, and Jones suggests that understanding such practices calls for a new method of analysing such 
works that acknowledges intra-action, concepts of materiality, and the labour of performance. I understand that the 
materialised labour of performance drawing could be understood in terms of a ‘new mode of hybrid practice’ as it 
corresponds to Jones’s aforementioned conditions and also offers itself as an experiential encounter of reciprocity. 
In the development and design of the taxonomy as a fluid description of performance drawing, the multifaceted 
practices of ‘new complex art experiences’ are acknowledged and interpreted. 

1.4 Exchange
Cooperation, Collective, and Expanded Practice
Marcel Duchamp stated, “The creative act is not performed by the artist alone; the spectator brings the work in 
contact with the external world by deciphering and interpreting its inner qualifications and thus adds his contribution 
to the creative act.”89 Today, as Claire Bishop notes, the expanded field of post-studio practices goes by a variety of 
names: socially engaged art, community-based art, experimental communities, dialogic art, littoral art, participatory, 
interventionist, research-based, or collaborative art.90 

85  Ibid. 

86  Ibid.

87  See 1.4 Exchange

88  Jones, “Material Traces”, 20

89  Marcel Duchamp, The Essential Writings of Marcel Duchamp: Salt Seller (London: Thames & Hudson, 1957), 196.

90  Claire Bishop, Artificial Hells: Participatory Art and The Politics of Spectatorship (Verso: London, 2012), 1. 
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Bourriaud’s theory of relational participation can also be considered in post-studio production. For performance 
drawing, I choose to describe the assigning or sharing of the agency to and of the production of the drawing as 
cooperation. Through the cooperative act, the artist takes on an additional role, that of the initiator and/or facilitator. 
I will describe cooperation in terms of being a taxonomical element. 

As a multi-dimensional space, performance drawing can be an event shared by the audience and the artist making 
the work (often with co-operators). These co-operators or cooperative relationships happen at the intersection 
of performance, sound, new media experimentations, and photography, and can include performers, dancers, 
musicians, actors, videographers/filmmakers, technicians, producers, volunteers and community. The extent to 
which one or many of the co-operators function within the work is of course at the discretion and direction of the 
artist and those involved. These parameters also decide whether the work is a collaboration and/or a coproduction, 
which also designates authorship. 

Within this shared space of production, a co-presence occurs. Phelan describes the creation of co-presence as an 
“interactive exchange between art object and the viewer”.91 This cooperation is a motivating and incensing factor, 
binding the performance drawing encounter as a process of exchange.

Considered in terms of performance drawing, co-presence is potentially a site for exchange and/or shared 
experiences of becoming. In the documentary made around her work The Artist Is Present, Marina Abramović 
describes this co-presence as 

… a kind of energy dialogue with the public and the performer… and if you are performing in 
that way and you are there one hundred percent, there is an emotional moment that arrives for 
everybody, there is no way out, everybody feels it.92

Abramović describes this exchange as an ‘energy dialogue’. This experience or state is a reflexive one. This 
affect can be shared with others without verbal communication or through expressed confirmation. As evidenced 
with played musical instruments, resonant relationships can also occur between human beings who hear music 
together. I propose that within the resonance space of sound and vision of performance drawing, the possibility of 
this collective relationship is offered. When producing events with projections, drawing and music, those who are 
present share in what I describe as the wonder of the living line, brought about through co-presence, which can 
enable the aforementioned ‘otherworldly’ and potentially immersive encounter. When an intentional art encounter 
occurs in a non-everyday lived experience, the sensorium of the body, in a conscious state, can evoke a communal 
encounter when a space is shared with others. 

91  Phelan, Unmarked, 146. 

92  Excerpt from film Marina Abramović: The Artist Is Present, accessed 23 September 2017, http://iview.abc.net.au/
  programs/marina-abramovic-the-artist-is-present/ZX9295A001S00#playing.

Collective Improvisation 
In terms of cooperation, improvisation within performance is a connected interaction that occurs between performers 
as an unwritten language, through an understanding and sensitivity to mediums. Immersive and site-generated 
practices assert mutuality through emphasis on the particularity of the shared space, and the absolute embodied 
experience of that space. Mathias Machat and Christopher Williams describe that “Improvisational and durational 
practices assert the importance of co-presence through an emphasis on the mutuality of time.”93 Describing 
or asserting descriptions related to mutuality can be referred to as a supportive spatiotemporal communion. A 
performance drawing can be either scripted or improvised: “Improvisation can be characterised by archetypal 
elements such as temporal continuity, real time action and reaction, presence, originality, immediacy, intimacy, 
indeterminacy, eventness, existence in the moment, and so forth.”94

As a performance method, improvisation is often associated with freedom, such as in the term ‘free jazz’, born of the 
1950s and 1960s, where the intention to break convention without a fixed meter was encouraged. It is important to 
note that the free jazz movement coincided with the civil rights movement in the United States. The improvisational 
musicians and artists of this period were breaking down conventions for the purpose of reinvention. This was more 
than a call-and-response game between accomplished musicians, but a simultaneity or synchronicity of forging a 
new work together: “The ‘true hearing of the ear’ is not then, as improvisors would no doubt argue, the listening to the 
other as artist/improvisor but, rather, the listening to the otherness of art itself, the silent alterity prior to all dialogue.”95 
This description of the mutuality of an improvised performance, I propose, could characterise performance drawing 
collaboration.

Attributed as having produced the first collaborative multi-media performance or ‘Happening’, John Cage’s Theater 
Piece No. 1 (1952) at Black Mountain College was a collective or cooperative event. The performance included 
projected slides, film, poetry readings, Robert Rauschenberg’s white paintings, a lecture on Buddhism by Cage, 
Merce Cunningham dancing through the audience, LP records being played, and David Tudor improvising on 
the piano. Cage describes the spatiotemporality of collective and synchronised making as an experiential and 
instinctive creation. As interdisciplinary events, happenings at Black Mountain College were improvised through 
conditions of chance. 

93  Reason and Mølle Lindelof, Experiencing Liveness in Contemporary Performance, 11. 

94  Mathias Machat and Christopher Williams, “Three Performances: A Virtual (Musical) Improvisation,” in Experiencing Liveness 
  in Contemporary Performance, 243. 

95  Gary Peters, The Philosophy on Improvisation (Chicago and London: University of Chicago Press, 2011), 57. 
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The cooperation and networks that enable collective and shared experiences in performance drawing can be 
formal (with arranged partners, participants, and strategies) or informal (with audience members and passers-by). 
In setting up these shared spaces, experiential and inclusive possibilities are enabled for all those who are open to 
them. The cooperative and shared sensorial experience underpins the element of exchange, which in the frame of 
the performance drawing taxonomy also includes the evolving work, collaboration, and collectivity. 

Situating Social Space and the Political
Performance drawing events can enable social space. As discussed, the physical space shared by the bodies of 
the artist and witness/es can occupy and embody the available Happening, enabling the possibility of a sensory or 
phenomenological activation for both parties. Shared space is the (agreeable) sharing of space with others. This 
differs from social space in its political intention as a constructed environment. 

Social space can be actual or virtual. It is a space in which people can socialise, gather, and interact either in public 
spaces or in online environments. Henri Lefebvre (1901–91)100 proposed that society’s space as social space 
occurs when the creation of a ‘moment’ is shared; hence, it constructs a ‘situation’.

One example of a social space is the collaborative drawing event Big Draw Festival, which is held regularly. This 
international performance drawing event was founded in 2000 to promote visual literacy and the universal language 
of drawing as a tool for learning, expression, and invention. It consists of large-scale drawing events in galleries and 
public venues, involving people of all ages and experience levels. The festival proclaims to be “the world’s biggest 
celebration of drawing encompassing advocacy, empowerment and engagement”.101 

Central to the discussion about intervention and community in contemporary art practice, events such as The Big 
Draw could be described terms of Bourriaud’s ‘relational aesthetics’: “A set of artistic practices which take as their 
theoretical and practical point of departure the whole of human relations and their social context, rather than an 
independent and private space.”102 As per Bourriaud’s definition, art within this social context or the public realm 
can consist of events that relate in time and space; these may be participatory, and create or involve site or events 
that impact on observers and or participants.

100  Henri Lefebvre (1901–91) was considered a Marxist philosopher who contributed to socio-spatial urban theory by considering 
  space as a social construct. “Lefebvre’s theory was formulated between 1968 (The Right to the City) and 1974 (The Production 
  of Space) in an encounter between his critical reflection on the general condition of modernity; his research about the processes 
  of urbanization; and his project of urban spaces for the transforming society.” “Rethinking Theory, Space, and Production: Henri 
  Lefebvre Today,” http://www.henrilefebvre.org/hlt/publications.html. 

101  Big Draw, “About,” Big Draw, last accessed 17 January 2017, http://thebigdraw.org/the-big-draw.

102  Bourriaud, Relational Aesthetics, 113.

As Matthieu Saladin and Jean-Luc Guionnet write:

Free improvisation is liveness taken to a radical extreme. Improvisation arises from an immediate 
and playful confrontation with the specific characteristics of a situation, whereby relationships 
between all the elements present—the instruments, players, space, public, whatever—acquire an 
intensity born precisely of an awareness that everything, at every moment, hangs in the balance.96

This bringing together of process and intuition as responsive performance is a place of daring and innovation. 
Within performance drawing as a cooperative event with multiple performers in an improvisational performance, a 
‘score’ is often used. 

In the field of dance, “scores are verbal propositions, usually relating to physical, bodily or movement notions, rather 
than being narrative or psychological, such as tangling and untangling or the noticing of being subject to gravity”.97 
In cooperative performance drawing, scores’ ‘verbal propositions’ are used and/or discussed before the event. 
They inform, frame, choreograph, and/or plan the trajectory of the performance, allowing for random and evolving 
anomalies. 

Discussing dance, performer and choreographer Olivia Millard writes “[A] score could be almost anything. Using 
scores is a combination of what it manifestly proposes and how it allows or is employed to influence, affect, notice 
or feed.”98 How a potential work is informed or fed by a score is sometimes just a starting point for the group. These 
initial directions are optional and the performance, as a cooperative encounter, is crafted and governed by what 
is made. It is not just, as improvisors would no doubt argue, the listening to the other as artist but, as suggested 
earlier, rather engaging in the making of the work. This awareness of the other performer and the uniqueness of 
making is a tacit form of knowing. Improvisation is a live practice; the experience of liveness can happen anytime 
anywhere, for, as Cage describes it, “each moment [of creating] is absolute, alive and significant”.99 

A collaborative form of improvisation motivated by a cooperative teamwork introduces dialogues and new pathways 
of production of live practice. It is here that work can be reshaped and reimagined. By employing mutual strategies 
of improvisation in performance drawing, interactions occur that enable shared and experimental spaces to emerge, 
promoting innovation and collective discourse across disciplines. 

96  Matthieu Saladin and Jean-Luc Guionnet, “Going Fragile: Points of Resistance and Criticism in Live Musical Practice,” paper 
  presented at the What Is Live? Symposium of the CTM Festival, Berlin, 1–3 February 2011, http://archive.ctm-festival.de/archive/
  ctm11/day-program/day-schedule/02/going-fragile-points-of-resistance-and-criticism-in-live-musical-practice.html

97  Olivia Millard, “What Is a Score?,” Brolga 40 (March 2016): 1, http://ausdance.org.au/articles/details/whats-the-score-
  using-scores-in-dance-improvisation.

98  Ibid.

99  Maschat and Williams, “10 Three Performances,” 253. 
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I do not extensively address relational aesthetics and social practice in relation to collaboration. Though performance 
drawing can occur in social and political space/context (like many practices), in this document, it is directly related 
to the act of drawing and/or associated material and procedures (this includes impermanent material such as 
projections). In relational aesthetics, I understand the medium to be the participants and their interaction and 
response. In Performance Ritual Document, art historian Anne Marsh suggests: 

This mixed panorama of socially collaborative work arguably forms what avant-garde we have 
today: artists using social situations to produce dematerialised, antimarket, politically engaged 
projects that carry on the modernist call to blur art and life.103

Marsh’s reference to the happenings of the 1960s acknowledges the legacy of time-based and performance art 
that, as mentioned, can be dated back to Cage’s Theater Piece No. 1. The cooperation and the participation of 
multiple artists, performers, disciplines, and even fields such as science and medicine can operate in the creation 
of a transdisciplinary practice.

Engaging the life force of the social and political spheres of and by collective performance, play, and collaboration-
as-artwork has been attributed to many. The Dadaists emerging from the horror of World War I maintained that the 
act of making was superior to the outcome of the work and that together they could create visions of a new world. 
This will be discussed further in Chapter 2. 

To conclude, this chapter has outlined the taxonomical framework for this enquiry. Through the primary terms or 
taxons—the act, witness, experience, and exchange—it has been ascertained that performance drawing involves 
the act of drawing as a witnessed and co-present performance. In regard to performance, the spatiotemporal 
relationship can be explored through the evolving drawing and the exchange of cooperative improvisational 
strategies. As an experiential encounter, performance drawing can evolve and evoke a sense of suspended time 
or an elevated conscious moment. In terms of performance drawing, Jones’s description and discussion of Cassil’s 
work indicates that performance drawing is brought into existence through the liveness of labour that “intensifies 
and thus enlivens the event as a unique moment of lived time”.104 This live experience is then embodied by the 
viewer, the artist, and the co-collaborators, and is embedded into the work that remains. 

Collaborative performance-based works have a rich history, and the following chapter will provide a brief overview 
of related practices and events from the twentieth and twenty-first centuries, in order to understand the theoretical 
positions in which the current practice of performance drawing is formed and positioned. 

103  Anne Marsh, Performance Ritual Document (Melbourne: McMillan, 2014), 25.

104  Reason and Mølle Lindelof, “Materialising,” in Experiencing Liveness in Contemporary Performance, 158.

Chapter 2: Survey of Performance Drawing
This summary is presented in relation to the canon of Western historical and contemporary art and establishes a 
broad range of approaches and terms, production, and practice relative to the performance drawing discourse. 
Through this survey, I aim to identify and ascertain the parameters in which to position performance drawing 
as a responsive and reactionary practice through the developed taxonomy. As immediate and gestural forms of 
expression, drawing and performance are, by their nature, permeable, responsive and receptive to experimentation. 
The twentieth century was full of hybrid forms of active mark-making, theatrical production, ritualistic, and subversive 
performance work. The following review will locate selected precursors and practitioners of this process, positioning 
performance drawing as a contingent practice that continues strongly into the twenty-first century.

2.1 The End of the Nineteenth Century

Chalk talking, in its primary sense, consists of the quick execution of crayon drawings or sketches, which illustrate 
graphically and in a novel manner the points of which the speaker is conveying. It is used either for serious 

expression or as a form of entertainment.

—Harlan Tarbell1 

In his 1924 publication How to Chalk Talk, Harlan Tarbell describes chalk talking as a live drawing lecture on 
caricature and cartooning, using chalk on board, slate, or paper. Describing the possible impact of the live drawing 
lecture, Tarbell writes: “A piece of chalk operated on white paper by a gentle individual so timid as to be afraid as to 
go home in the dark, has more potentialities for havoc than a thousand cannons.”2 In this form of public performance, 
the artist had the audience’s attention to discuss, portray and subvert topical issues through comic satire. 

It has been suggested that it began in 1875 by Frank Beard, who claimed the title of ‘originator’ of chalk talk. 
However, one the earliest remnants of documentation of the live presentation of caricature with diagrams was 
pioneering British/American cartoonist Frank Bellew in 1861.3 Chalk talkers, lightning cartoonists, or instantaneous 
sketchers are recorded as operating in the United States, UK, and Australia, where they performed and entertained 
in churches, public venues, music halls, and even vaudeville performances. 

1 Harlan Tarbell, How to Chalk Talk (Chicago: T. S. Denison & Company, 1924), 14. 

2 Ibid., 11. 

3 This is according to John Adcock, “Chalk Talk and Lightning Cartoonists,” Yesterday’s Papers (blog), posted 19 March 2015. 
 https://johnadcock.blogspot.com.au/2015/03/chalk-talk-and-lightning-cartoonists.html?m=1. Adcock ascertains this through 
  documentation in Frank Leslie’s Illustrated Newspaper on 28 December 1861.
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In England in the late nineteenth and early twentieth centuries, newspaper cartoonists and illustrators became 
celebrities, a number of whom such as Harry Furness did stage acts based on lightning caricatures or “the 
quick execution of crayon drawings or sketches”4 of familiar public figures of the day. In 1875, the Australian 
artist Montague Scott who had made his reputation as a cartoonist for the Melbourne and Sydney Punch toured 
Sydney, Melbourne and regional towns in NSW and Victoria with a stage show, producing lightning drawings 
of celebrities and historical figures. These were also sometimes accompanied by vocal and musical support.5 
A Freeman Brothers promotional photograph of Scott survives, highlighting the theatrical aspect of this mode 
of rapid drawing6 (Figure 1).

In 1913, May Van Dyke was billed at vaudeville as a “girl lightning cartoonist”.7 As a part of the sideshow circus 
culture of the time, travelling medicine shows were known to have also had their performing cartoonists. In 
1916, Ludwig, an American lightning cartoonist, was billed as being “21 years of age and 21 inches tall”.8 In 
terms of performance drawing, it is important to note that the chalk talker was a unique artist with social power 
in bringing community together to watch an image appear through the act of drawing. This developing image 
could be described in Berger’s terms as ‘one of transformation’, where the evolving image communicated and 
illuminated social and political issues of the day. 

4  Tarbell, How to Chalk Talk, 11

5  For contemporary references to Scott’s Phantasmagoria of Celebrities, see Sydney Punch, 5 March 1875, 64; and 
  Sydney Morning Herald, 10 March 1875, 10.

6  This photographic portrait of Scott was also reproduced as the front cover of Art Monthly Australia 54, October 1992.

7  Tarbell, How to Chalk Talk, 11. Unfortunately, I have been unable to find much information on May.

8  Ibid.

2.2 The Twentieth Century Begins

Leading the avant-garde in 1913, the Dadaists embraced interdisciplinary practice in response to the carnage and 
social degradation of World War I. In the opening page of the Dadaist Manifesto, Richard Huelsenbeck wrote:

The highest art will be one in which the thousandfold issues of the day are revealed in its 
consciousness, an art which allows itself to be noticeably shattered by last week’s explosions, 
which is forever trying to collect itself after the shock of recent days. The best and most challenging 
artists will be those who every hour snatch the tatters of their bodies out of the turbulent whirl of life, 
who, with bleeding hands and hearts, hold fast to the intelligence of their time.9

Dada emerged from the horrors of war in Europe; as a collective, experimental and avant-garde performance, 
collage, and interdisciplinary works fortified their visions of nonsense and anti-establishment. The stage for the 
Dadaists was Cabaret Voltaire, organised by Hugo Ball and Emmy Hennings. It was a place where artists, dancers, 
painters, costume-designers, satirists, and writers of manifestos were all present. 

Innovative, random, and considered the antithesis of conventional theatre, the Dadaist performance was a hybrid of 
collaboration and exchange. For the Dadaists, the imperative was to challenge conventional artforms and cultural 
standards, concepts which pervaded Surrealism, Modernism, and Conceptual art. Foundational concepts from 
Dada still infiltrate art production, and specifically performance drawing processes, through developing new 
understandings and considerations surrounding the active components of happenstance, participation, immediacy, 
audience, collage, and the body of the artist in the work. A recent analysis of a photograph of the artist Sophie 
Taeuber dancing at the Cabaret Voltaire in 1916 gives particular insight into Taeuber’s danced Dada art, where she 
created “a radical-aesthetic hybrid wherein the reified traumatic body is merged with abstract form”.10

For both Dada and performance drawing, the elevation of performance and the interdisciplinary artwork is a driving 
component of change. In positioning performance drawing historically, one can see a manifestation of experiential 
and avant-garde practices that continued to inform art making and performance throughout the twentieth century.

9 Richard Huelsenbeck,“Dadaistisches Manifest,” In Dada Almanach, ed. Richard Huelsenbeck (Berlin: Erich Reiss, 1920) 60.

10  Andrew Nell, “Dada Dance: Sophie Taeuber’s Visceral Abstraction,” Art Journal 73, no. 1 (Spring 2014): 13.
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Drawing and Dance

One of the great discourses of the last century, meandering yet persistent, is that between dance and 
drawing. If movement, as Marcel Duchamp believed, may be understood as a critique on painting—and 

in the twentieth-century drawing often functioned as a critique also—then movement and the lines of 
drawing are linked in a fundamental embrace, ebb and flow, a confusion of meaning informed by the 

evanescence of real life in the space of representation.

—Cornelia Butler11

Movement and line, akin to performance and 
drawing, were a recurrent point of investigation for 
artists across twentieth-century disciplines. Line 
and dance are correspondent with the drawings 
of Henri Matisse, who, in the early 1900s, reduced 
form to line, abstracting the figure. Among his 
large oeuvre of drawings and paintings, he also 
produced large-scale murals, cut-outs, and 
collages. Cornelia H. Butler describes Matisse’s 
interest in the dancer as “ultimately essentialising 
notions of female sexuality and its association with 
earth and ritual … as a twentieth century emblem of 
movement and freedom”.12 Photographs of Matisse 
working up murals by drawing directly on the wall 
are legendary, as are the images of his elderly self, 
drawing from his bed (Figure 2). 

I suggest this documentation could be presented and characterised in terms of performance drawing, as they trace 
the development of their own image spatiotemporally through the physical presence of the artist as a photograph. 

11  Cornelia H. Butler, “Walkaround Time: Drawing and Dance in the Twentieth Century,” in On Line: Drawing through the Twentieth 
  Century (New York: The Museum of Modern Art, 2010), 139. 

12  Ibid., 140. This is clearly an idealised male perspective; however, this perspective was significant in the configuration of the  
  Modernist movement and liberating for its time. It was later discussed and subverted by artists such as Carolee Schneemann,  
  discussed later in this chapter. 

Figure 2 Henri Matisse drawing with a bamboo stick 1931. The Barnes 
Foundation, Philadelphia, Pennsylvania © Artists Rights Society and 
Bridgeman Images. 

Also expanding the moving body and mark, Paul Klee, Wassily Kandinsky 
and Oskar Schlemmer, members of the Bauhaus, explored discourses in 
music and dance framed investigations in expanded sound and movement, 
and the relationship into and through image and line. Extended and joined 
networks of line, body, and space informed Schlemmer’s costuming for his 
dance works (Figures 3–4). These works are constantly re-investigated and 
re-staged in contemporary dance circles.13 

2.3 The Mid-to-Late Twentienth Century

Abstract Expressionists Jackson Pollock, 
Willem De Kooning, Franz Kline, and Arshile 
Gorky applied their medium with a performed 
and gestural application, which became a 
pivotal theoretical point for many theorists and 
critics. These Action Painters of New York—
as they were declared by Harold Rosenberg 
in 195214—physicalised their mark-making, 
breaking away from the Modernist and the 
figurative subject, instead documenting a 
private performance through the artist in the 
studio where the indexical trace, immediacy, 
and formal qualities of medium became the 
focus. Here it is important to consider Robert 
Rauschenberg’s Erased de Kooning Drawing 
(1953), which enabled collaboration within the 
act of drawing.

13  The Triadic Ballet was reconstructed into a new production in 2014 with cooperation with the Bavarian State Ballet and Academy
  of Arts, Berlin. See https://www.staatstheater-darmstadt.de/spielplan-tickets/stueckinfo/das-triadische-ballett/2016-03-04-20-00. 
  html.

14  Historian and art critic Harold Rosenberg coined the term in his essay “The American Action Painters” from Tradition of the New, 
  originally in ARTnews 51, no. 8 (December 1952): 22.

Figures 3–4 Oskar Schlemmer Bauhaustänze, Stäbetanz [Pole Dance] 
1928, vintage print, altered and mounted by the artist, 17.5 x 11.3cm. © 
Bühnenarchiv Oskar Schlemmer/The Oskar Schlemmer Theatre Estate 
Collection UJS. Photographer: T. Lux Feininger.
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Although it was introduced in Chapter 1, it is important to expand on how the appeal of having an insight into the 
drawing process became evident in the documentation of Pollock in action by photographer Hans Namuth. Such a 
powerful response to the interaction of the artist and the art object is exemplified by the 1951 ARTnews publication 
of the performative stills of Pollock taken by Namuth.15 The works display the arrangements of Pollock’s body 
making immediate gestural lines of paint on the horizontal plane. The photographs and film capture the physicality 
of the artist’s performing body in action at various stages of production. Pepe Karmel characterises the line with 
which Pollock executed the works as “a controlled and deliberate mode of drawing”.16

These images demonstrate a shift towards the act of the active mark. There are many interpretations, debates, 
and theories of Pollock’s superstardom, his work, and its influence on Western art. The interpretation that Amelia 
Jones calls the “Pollockian performative”, which moves away from the notion of Pollock as an “intentional individual 
or originary subject”, signals the description of painting as an act, rather than an object (i.e., a verb rather than a 
noun). 

Jones positions this representation of Pollock as a link to concepts of the Modernist genius (male) artist. As Braddock 
notes, “Jones is interested in how Pollock ‘gets performed’ by an innumerable number of interpretive contexts such 
as artist, photographer, critic, historian and, over any period of time, contemporary and historical.”17 

However, examining the in-action documentation by Namuth provides a window into new perspectives on Pollock 
that provided a shift into what is described as the “performative turn”.18 In dissecting how these documents were 
used to evidence Pollock’s process, Jones understands that they began “a new mode of thinking not only about 
‘art’ as an expression of individual subjects, but about subjectivity itself”.19 In this way, she believes Pollock to be an 
integral bridging figure between Modernist and Postmodernist sensibilities.20 

15  The photographs were originally published in May 1951. See Robert Goodnough, “Pollock Paints a Picture,” ARTnews 26 
  November 2012, http://www.artnews.com/2012/11/26/pollock-paints-a-picture/.Originally appeared May 1951 

16  Pepe Karmel, Jackson Pollock (New York: Museum of Modern Art, 1998), 1. This exhibition was co-curated with Kirk Varnedoe. 

17  Chris Braddock, “How Has Performance Influenced Visual Arts?,” 2014, http://www.christopherbraddock.com/wp-content/
  uploads/2014/07/Chris-Braddock-ANZAAE-July-2014-Performance-and-Visual-Arts-lec.pdf.

18 Peter Dirksmeier and Ilse Helbrecht, “Time, Non-Representational Theory and the “Performative Turn: Towards a New Methodology 
 in Qualitative Social Research,” Qualitative Social Research 9, no. 2 (2008): 55. doi:http://dx.doi.org/10.17169/fqs-9.2.385. 
 The “performative turn” in the methodology of qualitative social research draws on a shift from the paradigm of “representation” 
  to techniques of art/performance. A performance takes place as a staging in front of an audience or with an audience at a 
 particular time. For a short time, a performance abolishes the order of the normal course of life and imparts new insights to the 
  audience.

19 Amelia Jones, Body Art: Performing the Subject (Minneapolis, MN: University of Minnesota Press, 1998), 55. 

20 The context in which Jones prescribes the “Pollockian performative” is the male-dominated art world, which will be addressed  
 later in this chapter through the subversion of this machismo by numerous artists; in particular, Carolee Schneemann in Up to  
 and Including Her Limits (1973–76). 

In terms of performance drawing, I propose that these works produced by Namuth’s lens (the currency of the 
“Pollockian performative”) can constitute or be considered as remediated works and performance drawings. These 
images of performed cooperation between the two artists consist of the body of the artist purposefully captured in 
the act of mark-making for the lens, and the recording of the demonstration or the evolution of a work across the 
space of the vertical plane that was subsequently published for a public audience. In describing these documents 
as performance drawings, I also suggest they are figurative as they literally describe and seize the body and the 
performing line. 

Jones suggests that Pollock’s and Namuth’s performed images “as mobilised in relation to artistic subject across 
the following decades, signal a shift in conception and enactment of this subject and its relationship both of the work 
and to the viewer”.21 This exposure to the artist making artworks enabled a new level of viewer–artist engagement 
from the uninvolved spectator or bystander to the possibility of personal presence as witness or participant. 

In her essay “The Crisis of the Easel Picture” (1999), Rosalind Krauss suggests that Pollock took the Modernist 
painting and rearranged its vertical spatial consideration. Easel painting was considered the practice of the 
privileged, and Krauss suggests the move to a horizontal production as a shift or departure from the wall to the 
post-medium condition which, in turn, heralds an opening towards a more “expanded practice”.22 Krauss writes of 
the potential and corporeal intervention: 

horizontality becomes such a phenomenological vector once it articulates itself as a condition of 
the gravitational field, which is to say once its address can be felt to engage a distinct dimension 
of bodily experience and thus a specific form, as a medium, can be disengaged from the other 
horizontal practices (like the flatbed picture plane, or the written field of inspection) that nonetheless 
continue to base themselves with in the figurative. … as installation art.23 

The departure from the wall in terms of drawing and performance surface engages and opens experiential possibilities 
for the artist’s work, the artist’s body, and the audience. These interstitial spaces can generate meaning through 
an engaged embodiment. However, Krauss continues to suggest this open space with marks being flung around 
randomly is not the place of art making. Instead, 

the material conditions of the medium: the horizontality of the field as the residue of an event; the 
residue itself [are] taking the form of an index or trace, the physical clue to its having happened. 
These material conditions, however are not in themselves enough to make something into a 
medium or expressive form. The tire tracks a car leaves on a snowy road are certainly an index of 
passage, but they are not thereby organised into a work of art.24 

21 Jones, Body Art: Performing the Subject, 53. 

22 In her seminal essay from 1979, “Sculpture in the Expanded Field”, Rosalind Krauss had introduced and theorised the liberation 
 of sculpture from the Modernist institutional boundaries of the gallery. 

23 Rosalind Krauss, “The Crisis of The Easel Picture,” in Jackson Pollock (New York: The Museum of Modern Art, 1999), 169. 

24 Ibid., 172.
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It is instead through the coordination of conceptual and skilful application, context, and the artist’s intention that the 
trace becomes a work of art. The random flaying of marks on a surface in public may be a live drawing but it may 
not constitute or be organised as a “performance drawing”. 

In relation to the horizontality of drawing, it is important to acknowledge that other artists—in particular, practices of 
Australian and other ancient indigenous sand and bark painters—have been making works off the wall long before 
twentieth century art aligned with this position. Pollock himself is famed for declaring his process as “akin to the 
method of the Indian sand painters of the West”.25 

Acknowledging Pollock’s interest in ancient practices of ritual and shamanism over formalism, Anne Marsh, in her 
compendium on Australian performance art from 1990, Performance Ritual Document, discusses the dichotomies 
in the discourses that surround Pollock, suggesting that his practice was deeply rooted in Modernism and its 
appreciation/appropriation of non-Western ceremony and related artefacts. 

Marsh proposes, “[T]his is a modernism that has been papered over, and one that resurfaces within Postmodernism.”26 
Marsh also proposes this ignored history is the outcome of politics of the post–World War II New York art scene. 
Unquestionably, the construction of Pollock as a “Greenwich village Tarzan” (to use Bernard Smith’s scornful description), 
instigating a seismic shift in the art world, remains the foundation myth for many art historians and critics, especially in 
the United States. Marsh writes,

Jones’ insistence on reading Pollock against the phallic construction of one of the most dominant 
aspects of Modernist history is compelling and important for the story she wants to tell about
body art….Pollock’s interest in shamanism and ritual practice is equally important for what was to 
follow.27

Jones goes on to discuss the impact of the Vienna Actionists, who are mentioned later in this chapter.

It is interesting to note that five years after Namuth’s publication and subsequent screenings of the Jackson Pollock 
movie, Henri-Georges Clouzot created the documentary The Mystery of Picasso (1956) in France, as Modernism 
was drawing to a close. This film displayed the ‘Modernist high priest’ Picasso performing dynamic fluid drawings 
on a transparent and semi-transparent screen for the camera. During the film, Picasso talks to the filmmakers; he 
is sometimes seen in the frame smoking in contemplation, while in other sections, he is absent and stop-motion 
animation of the developing artwork is sequenced. 

It is understood that these drawings only survived as filmic works. Figurative, fast, gestural, applied with confidence 
and a spirited humour, they make the film compelling. I describe this cooperative work of Clouzot and Picasso as a 

25  Pollock quoted in Marsh, Performance Ritual  Document, 91. 

26  Marsh, Performance Ritual Document, 92. 

27  Ibid., 93.

lyrical display of performance drawing. It is not unlike the work of Namuth and Pollock, but without the controversy 
and critical entanglement.

Predating the New York school, Europe had its own manifestation of abstract expressionist painting during 1940s 
and 1950s, Tachisme (tache is French for stain). The movement was known for its proponents’ immediate and 
gestural works of lyrical abstraction that were urgent and instinctual. Among them were Hans Hartung, Pierre 
Soulages, and Antonio Tapies, who are known for their spontaneous and calligraphic marks using what is often 
described as scribbling methods. Hartung’s work is known for its large dynamic application. In describing his work 
first hand, Brianna Preed states: 

The paintings become animated when one looks at them, and I personally feel that the life-loving  
artist’s movements are actually a dialogue between himself and the viewer. Here is explained    
the direct communion between the immediate gesture as exchange between the artist and the  
viewer.28 

Hartung was injured as a soldier in World War II, becoming an 
amputee. Later in his life, he suffered a stroke. Despite being 
infirm and wheelchair-bound, he still continued to make large 
expressive works. There are contentious discussions regarding 
the authorship of his later work related to his ability and his 
assistants. However, what is relevant to performance drawing is 
the large gestural application Hartung achieved by using paint 
sprayers and the photographic documentation that exists of 
Hartung making expressive work from his compromised state 
(Figure 5). His manner of capturing the motion, speed, and 
cadence of a free movement along with its emotion and vivacity, 
which Hartung never stopped trying to achieve, evokes a sense 
of dynamism which is present in all of his paintings.29 The 
photographs of him working in the studio enables us to witness 
this engaged, animated and determined act of mark-making by 
the artist in its raw form. Both the Tachisme artists of Europe and 
the Gutai group in Japan lived through the wreckage of war, 
responding with embodied practices.

28  Brianna Preed, “Hans Hartung (1904-1989) and the Lyrical Painters in Landerneau – France,” The Gazette of a Parisienne (blog), 
 12  January 2017, https://thegazeofaparisienne.com/2017/01/12/10383/. 

29  Ibid. 

Figure 5 Hartung with a sprayer in his studio in 
Antibes 2 October 1989, photograph. © Fondation 
Hartung Bergman. Photographer: André Villers.

Image removed due to copyright



4443

The Performance Body
The non-narrative approach continued to reassert itself in post-war Japan, where the Gutai, in search for an 
authenticity, provoked a shift toward an art that sought to forge connections to the everyday, whether through 
materials, subject matter, process, or conceptual orientation. Part of this shift was the development of performance 
strategies that eventually became directly associated with performance art. The true connection of performance, 
the body, and matter was the focus of the Gutai. 

In 1956, Jiro Yoshihara wrote the Gutai manifesto, where he stated: “Art is a site where creation occurs; however, 
the spirit has never created matter before. The spirit has only created spirit. Throughout history, the spirit has given 
birth to life in art.”30 In pursuit of the spirit and the experiential, the Gutai embraced interdisciplinary mark-making 
through the freedom of the body and through experiential acts. 

A participatory performance drawing, Yoshihara’s Please Draw Freely (1956/2013) (Figure 6) was designed as a 
communal work in the Experimental Outdoor Modern Art Exhibition in a park in the Japanese city of Ashiya in 1956. 
He positioned a large, freestanding white board and encouraged the public to draw on it. Yoshihara wanted to 
reject passive spectatorship and quiet contemplation of artworks, and instead invite people of all ages to engage 
with art directly and experience being part of the creative process themselves—to make spectators into producers. 
Please Draw Freely was restaged in 2013 for the Gutai: Splendid Playground, a survey exhibition of the Gutai, at 
the Guggenheim Museum in New York. 

30  Yoshihara  Jirō, “Gutai Art Manifesto,” trans. Reiko Tomii, Guggenheim Museum, http://web.guggenheim.org/exhibitions/gutai/ 
  data/manifesto.html. Originally published as “Gutai bijutsu sengen,” Geijutsu Shinchō 7, no. 12 (December 1956): 202–4. 

Atsuko Tanaka, one of the founding members of the Gutai, was best known for her sculptural installations made 
from non-art materials, such as Electric Dress (1956). The image shown below is taken from her film Round on Sand 
(1968) (Figure 7), where Tanaka draws circuitry type hieroglyphs in the sand on a beach. The outdoor site enables 
a large system of drawing that grows along the shore with the moving tide, which speaks to the Gutai’s sensibility 
toward being true to the natural world and the concept of the ‘now’. 

This ephemeral work was only to exist as experience and consequently as footage. As Butler and de Zegher note, 
“Viewed from above, like large Nazca line drawings in the stones of a desert in Peru, this drawing in nature, a line in the 
sand, implies the use of action to reach toward the infinite.”31 This act of drawing in and on the landscape describes the 
experiential or phenomenological dimension of performance drawing, and illustrates the possibilities of embodied mark-
making as a tool to explore human consciousness.

Activating live drawing production, the Fluxus Group working in Europe in the 1960s used performance, land art, 
discussions, lectures, collage, and drawings in their practice. This anti-establishment network of artists was a 
community of practitioners who aimed to disassemble the idea of ‘high art’ and bring art to the people. The Fluxus 
group and Joseph Beuys used the term ‘actions’ to describe works consisting of sculpture and performance that 
addressed engagement, energy, and movement. Through avant-garde ritualistic performances, Beuys explored 
mythical spiritualism and the transformational possibilities of ‘social sculpture’. 

31  Butler and de Zegher, On Line: Drawing through the Twentieth Century, 167.

Figure 6 Yoshihara Jirō Please Draw Freely 1956, paint and marker on wood,   
approximately 200 x 450cm. Installation view, Experimental Outdoor Modern Art Exhibition, 
Ashiya Park, Ashiya, 1956. © The former members of the Gutai Art Association.

Figure 7 Atsuko Tanaka Round on Sand 1968, 16mm film, 9:50 min (video still) 
© Atsuko Tanaka. 
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Offering an unexpected parallel to chalk talk events, Beuys would deliver performance lectures to a willing community 
who would gather to see and hear him drawing on blackboards and presenting frameworks for democracy centred on 
art as social inclusivity and expanded practice. These lectures were actively scribed with white chalk as text–image 
diagrams. Beuys performed his work The Organization for Direct Democracy at Documenta 5 in Kassel in 1972. Most 
of his blackboards that evidence this performance drawing event and others are now collected by major museums 
across the world (Figure 8). 

This period also saw the Viennese Action Group in Austria making violent and visceral anti-object works. Artists Otto 
Muehl, Hermann Nitsch, Valie Export, and Günter Brus were making marks with mixed materials, often including 
bodily fluids, during action-based performances that violently ruptured social norms and consequently resulted in 
prison stays for some them.

Meanwhile, Fluxus artists working in the United States included, among others, John Cage, Merce Cunningham, 

Allan Kaprow, and Alison Knowles, whose performance works of indeterminacy align with the performance drawing 
process. Collaborative and interdisciplinary production has become synonymous with John Cage and Black 
Mountain College. As mentioned earlier, Cage’s public performance Theater Piece No.1 (1952) at the College was 
a multimedia event consisting of dance, film, painting, phonograph records, a lecture, poetry, and the played piano. 
This event has been declared as the instigator of what became known as Kaprow’s ‘happenings’. Apparently, the 
only documentation of this event is through those who were present and a 1965 interview with John Cage. They are 
significant as they continue the legacy of the Dadaists, evolving interdisciplinary and expanded practices. 

Richard Serra suggested drawing as a verb—as a process or an action—with his Conceptualist work Drawing 
List (1967). Written in graphite pencil on paper, the Drawing List includes the words “to scatter, to arrange, to repair, 
to discard”. In these words, Serra declares that drawing is a performed act and not a contained image or object.

In the Anthropometries series (1960), Yves Klein drew with women by pulling them along a floor of paper, marking 
and printing with their bodies while a single-tone composition of Klein’s called The Monotone Symphony played for 
twenty minutes. For this work, Klein dressed in a formal suit and used naked female life models who were covered 
in the paint that became known as ‘International Klein Blue’. They were human paintbrushes. This was followed by 
twenty minutes of silence and was described as a spiritual event and a great success. According to Dan Cameron, 
in “the mid-60’s, an evening of avant-garde performance could hardly be considered complete without a live nude 
woman appearing at some point in the piece, invariably authored by a man”.32 Even though it was the dawn of a 
counter culture, the male domination of the art world at the time was still as overt, and such work could be read as 
elitist. 

Also drawing with the entire body, David Hammons made his ‘body prints’ series from the 1960s and 1970s during 
protests against discrimination and the Vietnam War. Hammons said the production of this work was a “moral 
obligation as a black artist to try to graphically document what I feel socially”.33 With his body covered in oily 
substances, he printed his body against paper, then coated the mark with graphite or pigment, revealing sometimes 
contorted and/or pious figures ghosting the picture plane. 

In contrast to Klein’s printed models, New York Fluxus group member Shigeko Kubota’s performance work Vagina 
Painting (1965) consisted of her squatting, painting red strokes on a white paper on the floor with a paintbrush 
attached to the bottom of her shorts. It appears from the documented images that the brush was inserted in her. Like 
Schneemann, Kubota was a feminist artist whose work critiqued the male-dominated circle of the New York Action 

32  Dan Cameron, “Up To And Including Her Limits,” in In the Flesh (New York: The New Museum of Contemporary Art, 1996), 11. 

33  This quote from Hammons was taken from a gallery label from Contemporary Art from the Collection, held from 30 June 2010 to 
  12 September 2011 at MoMA, New York, which has subsequently been published online as a part of the description of his body 
  print work, Untitled, 1969, https://www.moma.org/collection/works/127864. 

Figure 8 Joseph Beuys’s lecture at SAIC in 1974, photograph. © Klaus Staeck and Gerhard Steidl, 2012. Photographers: Klaus Staeck and Gerhard 
Steidl.
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Painters with this suggestion of the painting phallus.34 Apparently, “It also may have been a 
reference to the practice of lower-class geishas, who sometimes entertained customers by 
writing calligraphy with brushes inserted in their vaginas.”35 A pioneer video art work, Vagina 
Painting is one of the few performance works made by Kubota.36 

In 1968, Nam June Paik37 performed Draw a Straight Line and Follow It, which was a text-
based score from fellow Fluxus member, composer, and minimalist sound artist, La Monte 
Young, titled Compositions (1960). Nam June Paik dipped his head in black paint and, pulling 
his body along the ground drawing a black line, offered “a more literal version of Pollock-style 
action painting with the floor as support”. 38 This gesture could also be seen to critique Klein’s 
orchestration of human paintbrushes.

Carolee Schneemann worked against political and personal oppression; in “contrast [to Klein] one of Schneemann’s 
very first works incorporating performance, Eye Body (1963), features the artist nude, displaying a keen erotic 
imagination as she interacts with various studio materials, using her own painting constructions as the tableau’s 
setting”.39 Here, the artist embodies the sensuality and sexuality that was directed previously to the female subject. 
Schneemann continued to challenge the sexual tensions and “significant transgressions in the accepted canons 
of modern art”.40 Her multidisciplinary performance and installation Up to and Including Her Limits (Figures 9-11), 
which I began this exegesis with, explores corporeality, identity, gender politics, and the body. Through this 
dynamic, Schneemann dictated her work according to the terms of her own body. In describing her performance, 
Schneemann explains, “My entire body becomes the agency of visual traces, vestige of the body’s energy in 
motion.”41 As previously mentioned, this drawing act is a seminal feminist performance artwork, probing the notion 
of the artist as tool and the gender role of the female as artist. It also questions the role of the naked female as life 
model, subverting the gender politics of the traditional male studio artist. 

34  This also aligns with Amelia Jones’s critique of Pollock, evidencing the artist as the male/masculine dominant. 

35  Midori Yoshimoto, Into Performance: Japanese Women Artists in New York (New Brunswick, NJ: Rutgers University Press, 2005), 
 182. 

36  Kobota’s work Duchampiana: Nude Descending a Staircase (1976) was the first video sculpture purchased by MoMA, https://
  www.moma.org/collection/works/81792. 

37  Nam June Paik and Shigeko Kubota are partners and Fluxus members.

38  Butler, “Walkaround Time: Drawing and Dance in the Twentieth Century,” 139.

39  Cameron, In the Flesh, 11. 

40  Ibid. 

41  Carolee Schneemann, Up to and Including Her Limits (1973-76), Carolee Schneemann (website), last accessed 13 September 
  2017, http://www.caroleeschneemann.com/uptoandincluding.html. 

An active exemplar of second-wave feminism, Schneemann’s corporeal work heralds and recognises female artists 
as independent multi-disciplinary producers and experiential makers who have physical and intellectual autonomy 
over the use of their own body, and no longer associate with oppressive stereotypical social roles or positions. It is 
particularly interesting to re-appraise contemporary performance drawing through aspects of third-wave feminism. 
Feminist artists and theorists in this period of the 1990s advocated for embodiment, diversity, and difference. The 
similarities of these aims to those of performance drawing relate directly to acts of co-presence, inclusivity, and 
concurrent interdisciplinary production as a position of equality. The text Drawing Difference explores simultaneous 
critical developments and parallels in feminist art history and key moments in contemporary drawing.42 Its authors, 
Marsha Meskimmon and Phil Sawdon, explain that their research revealed shared taxonomies for both feminist art 
theory and drawing. 

Moving beyond binary thinking towards the simultaneity of object and process, exploring concepts 
of becoming and materialisation, encompassing the embodied and the experiential formation 
of subjectivity in connection with others—these preoccupations are central to both the critical 
explorations of contemporary fine art drawing and feminist theories and practices within and 
beyond art.43 

42  Meskimmon and Swandon, Drawing Difference: Connections between Gender and Drawing. 

43  Ibid., 14.

Figure 9 (left) Carolee Schneemann Up to and Including Her Limits 1973–76, crayon on paper, rope, harness, two-channel video (performance 
photograph). The Kitchen, New York City 1976 © Carolee Schneeman. Photographer: Jill Lynne. 

Figure 10–11 (centre and right) Carolee Schneemann Up to and Including Her Limits 1973–76, crayon on paper, rope, harness, two-channel video 
(performance photograph). Studiogalerie Berlin, Berlin 1976 © Carolee Schneeman. Photographer: Mary Harding.
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Using the artist’s body as a medium or a vehicle to make artworks, pushing and exploring physical and social 
limitation, is a recognised practice of performance. Rebecca Horn employs the body and its trace of action in space 
or on a surface through performance and movement. Often using extensions from the body, Horn’s work explores 
symmetry between body and space, innocence and restriction through filmic installation and sculptural works. Horn 
describes her work Pencil Mask (1972) as follows: “All pencils are about two inches long and produce the profile 
of my face in three dimensions… I move my body rhythmically from left to right in front of a white wall. The pencils 
make marks on the wall the image of which corresponds to the rhythm of my movements.”44 Pencil Mask exists as 
a film and a sculptural object. In the film, the sculptural object Pencil Mask is bound and strapped to Horn’s head. 
Through this work and others, Horn investigates the restrictions and limits of the body. 

Janine Antoni’s 1992 work Loving Care is a prime exemplar of an artist using their whole body in action with artists’ 
materials (pencils, charcoal, ink, clay, etc.), not unlike Schneemann. In this work, Antoni laboriously paints using 
her hair and head as a brush as she moves across the gallery floor. In doing so, she physically carrels (draws) the 
audience into a vulnerable position through her work. It has been suggested that 

Loving Care is famous because of a series of black and white photographs documenting the 
event that recalls the photographs Hans Namuth took of Jackson Pollock working on an Abstract 
Expressionist canvas. The association is apt; as a woman artist Antoni was mimicking the making 
of an action painting and claiming a piece of the territory that had been occupied primarily by 
male artists.45 

This statement suggests Antoni was continuing the subversion of the Abstract Expressionists’ oeuvre and the work 
of Klein as a female artist, while isolating and controlling the audience. At the command of her own body, she is now 
commanding her position as female practitioner. 

Also exploring restrictions and obstacles, Matthew Barney’s DRAWING RESTRAINT 2 (1988) relocates the tests 
and endurance of athletic training to art-making. Harnessing himself, he uses force, strength and physical tension 
to achieve and strain in order to draw on a surface; in this case, the wall or the ceiling. Explored through materials, 
props, and settings and realised as performance, video and photography, the ritualistic processes of art production 
with his body as principal focus underpins Barney’s work. 

44  Tate Gallery, “Rebecca Horn, Pencil Mask,” gallery label, September 2004, http://www.tate.org.uk/art/artworks/horn-pencil-
  mask-t07847.

45  Robert Enright and Meeka Walsh, “The Beautiful Trap: Janine Antoni’s Body Art,” Border Crossings 29, no. 113 (March 2010): 
  38–54, http://bordercrossingsmag.com/article/the-beautiful-trap-janine-antonis-body-art.

2.4 The Twenty-First Century

Associated with the Fluxus group and John Cage, performance 
artist Alison Knowles’s work is tactile and uses improvisational 
engagement. 

Knowles describes the framework for her performances as an ‘event 
score’ that involves simple actions, ideas, and objects from everyday 
life recontextualised as performance.46 In the exhibition Performance 
Drawings47 curated by Catherine de Zegher, at the Centre of 
Drawing in New York in 2001, Knowles created a sound paper work, 
weaving “together these sonic events with spoken poetry during 
her performances in the Drawing Room”.48 An active practitioner, 
Knowles uses her work to interrogate de-authorisation. Continuing 
to exhibit extensively, Knowles runs collective performance drawing 
workshops at University of the Arts London. 

Considered a pioneer in performance art and video, Joan Jonas 
has explored the intersections of installation, drawing, video, and 
performance since the 1960s. Working with tech, props, masks, 
mirrors, musicians, actors, dancers, and the spoken word, Jonas 
investigates dislocation and the mythic through improvisation and 
stage sets. Jonas describes her drawing as a ritual that disrupts 
convention. I was fortunate enough to experience a version of her 
work Dante (Figures 12-13) at the Venice Biennale in the Arsenale in 
2009, and was compelled to stay in the space and view the work from 
its many different seats provided. I stayed over a two-hour period. 
The space was designed for people to come in and be with the work 
for a while. Benches provided enabled one to watch and listen to 
the changing video works, which were carefully arranged to resonate 
with the wall drawings that were around the space. In an interview 
with Bonnie Marranca and Claire MacDonald, Jonas describes how 
she began making performance drawings: 

46 “Alison Knowles: Performance Drawings,” The Drawing Centre (gallery website), May 2001, http://www.drawingcenter.
 org/en/drawingcenter/5/exhibitions/14/past/304/allison-knowles/.

47 As I mentioned in the introduction to this exegesis,  Maryclare Foá has suggested this exhibition as the possible origin of the term.

48 “Alison Knowles: Performance Drawings.”

Figure 12 and 13 (Top and centre) Joan Jonas Reading 
Dante III 2007, Installation view.
Figure 14 (bottom) Joan Jonas Reading Dante III 2007, 
performance view.
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“When I started doing performance I saw it could be a place for drawing in a new way. I became 
interested in what it was to draw in front of an audience and to draw while I was being witnessed…
which meant how to make it [drawing] in relation to the technology or the subject or the space”.49 

Here Jonas suggests that through her performance drawing process, she poses questions. Jonas also positions 
her performing body as a focus within these inquiries. Interestingly, Jonas danced with choreographer and artist 
Trisha Brown early in her career. Hence, the state of embodiment in performance is a familiar one for the dancer. 

Trisha Brown’s work demonstrates an interest in drawing as a site for composition and reflection on choreography.50 
Brown worked extensively with the physicality of the body in dance, simultaneously drawing on the paper-covered 
dance floors (Figure15), recording the movement in real time: “…there is a moment when the memory of the dance 
performance and the performance of the drawing merge in an action-based insight of which the visionary John Cage 
would have entirely approved”.51 Brown’s drawn post-performance images of action process can refer to notations 
of works to be performed as performative vestiges. Drawing could now function as a conceptual springboard for 
organising abstract space and movement.52 As performance drawing, Brown’s work demonstrates the embodied 
act of drawing translating the spatiotemporal and the architectural. 

Live/Work: Performance into Drawing was presented at MOMA in 2007. Consisting of eighty works from the Museum’s 
collection and curated by Cornelia Butler, this exhibition examined “the relationship between the time-based medium 
of performance and the more conventionally inscribed practice of drawing”.53 The works included in the show were 
by Vito Acconci, William Anastasi, Joseph Beuys, Chris Burden, John Cage, Jackson Pollock, Félix González-Torres, 
Paul McCarthy, Lygia Clark, Bruce Nauman, Matthew Barney, John Bock, Lee Bontecou, Mona Hatoum, and Nancy 
Rubins.54 It presented works that document or recount performance or performative processes, directly addressing 
the physical process and unconventional methods of production. “The deployment of unorthodox materials and 
approaches to the two-dimensional surface, often involving an intensely physical interaction, has in many cases 
rendered drawing an action in itself”,55 states Butler. 

Butler and de Zegher realised the intersection of drawing and performance in their shared curatorial investigation 
On Line: Drawing through the Twentieth Century at MOMA three years later. Described as “remarkably global 

49 Joan Jonas, “Drawing My Way In,” PAJ: A Journal of Performance Art, no. 107 (May 2014): 35. 

50  Rochelle Haley, “Drawing the Immaterial Object of Dance,” Studio Research 4 (2016): 31.

51  Jonathon Goodman, “The Memory of the Dance: Trisha Brown at Sikkema Jenkins,” Artcritical (January 2012), 1, http://www.
  artcritical.com/2012/01/18/trisha-brown/.

52  Haley, “Drawing the Immaterial Object of Dance,” 31.

53  Cornelia Butler , “MoMA Exhibition Explores Performance and Drawing through Works in the Collection”, press release, 2007, 1, 
  https://www.moma.org/documents/moma_press-release_387120.pdf.

54  Unfortunately, there is little information available on this exhibition; most information has been gleaned from a press release.

55  Butler, “MoMA Exhibition Explores Performance and Drawing through Works in the Collection,” 2.

and impressively gender inclusive … On Line chronicled how artists have deployed line in two-dimensional space, three-
dimensional space, relational, figurative, real and discursive space”56 through the last century. This survey of over 300 works 
across varied disciplines set the tone with the hypnotic flowering clip of pioneer modern dancer/burlesque performer Loie 
Fuller in Dance of the Serpentine (1899), filmed by the Lumiere Bros. This dance and interdisciplinary practice as an artwork 
has significant importance for Modernism through its depiction of the physical embodiment of line moving through space, and 
inspired works from the Futurists onwards.

56  Eve Meltze, “On-Line: Drawing through the Twentieth Century,” Frieze Magazine 141 (September 2011), 1, https://frieze.com/article/line-  
  drawing-through-twentieth-century.

Figure 15 Trisha Brown It’s a Draw/Live Feed 2003 (performance photograph). © Trisha Brown. Photographer: Kelly & Massa Photography.
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Featuring several of the artists mentioned in this chapter, On Line surveyed some vital components of the performance 
drawing conversation. For example, the dialogue between the two-dimensional surface and the three-dimensional 
space, the foray into social space, and the visible inclusion of the body in mark-making. This is exemplified through 
practitioners including Lygia Clark, William Forsythe, Merce Cunningham, Yvonne Rainer, Trisha Brown, Emily Kame 
Kngwarraye, and the Ngarti and Kukajta women. 

In discussing Kame Kngwarraye’s work through describing the photographic image of the Ngarti and Kukajta 
women dancing at Kurnakulu, in the Great Sandy Desert, Western Australia, 1997, Butler writes: “[W]hat is clear 
from these women dancing the Awelye ceremony, with painted lines visible on their bare chests, is that the lines 
she executed in paint were just one manifestation of a lived practice that included sand drawing, painting and 
dancing.”57 The ancient marking, drawing, and dancing practices of Aboriginal tradition are continually produced, 
practiced, and reinterpreted in the contemporary. 

Given this long, active tradition of art making, and “the contested history of land rights, citizenship, and nationhood 
common to Aboriginal and many other indigenous artists”, it is not surprising that “the role of the body as a political 
site often takes on a heightened significance…”.58 In On Line, the curators actively motivated for the need to 
recognise the importance of these artists and their lineage. The performed practices through the line dance are 
political and cultural. Curator and writer Hetti Perkins states, “All Aboriginal artists are contemporary artists, purely 
by the fact they are making art now, and in doing so, unravel areas of history and perceptions of stereotypes held 
by the general public.”59 Later in this chapter, I will introduce performance drawing works by Robert Andrew that 
address social and political histories of Aboriginal Australia through a drawing that appears to perform alone.

Performing the Narrative
In 2003, curator Laura Hoptman proposed drawing as a noun as opposed to the Modernist Serra’s verb of the 
1960s. Discussing drawing as a record of its own process in the exhibition Drawing Now: Eight Propositions at 
MoMA Queens (which later became PS1), Hoptman states:

the artists in the exhibition are creating a kind of drawing that refers as much to the language of 
life around us as it does to fine art. The drawings communicate information, narrate a story, create 
a scenario, or conjure a world or system of belief.60

57  Butler, “Walkaround Time: Drawing and Dance in the Twentieth Century,” in On Line: Drawing  through the Twenty-First   
 Century, 182.

58  Ibid.

59  Hetti Perkins, “You’re Aboriginal All the Time ... You Can’t Just Clock Off,” The Guardian, 17 July 2014, https://www.theguardian.
  com/culture/australia-culture-blog/2014/jul/07/hetti-perkins-youre-aboriginal-all-the-time-you-cant-just-clock-off. 
59  Laura Hoptman, Drawing Now: Eight Propositions (New York: Museum of Modern Art, 2002), 8.

60 Ibid.

Hoptman’s exhibition identified a shift from the 1980s and the 1990s towards a renewed interest in narratives, representational, 
and descriptive works. Hoptman’s Drawing Now exhibition of 2002 could be characterised as a survey at the end of 
Postmodernism just as the Drawing Now exhibition at MoMA in 1976 curated by Bernice Rose could be considered to chart 
the end of Modernism.

William Kentridge’s hand-drawn works, fluid narrative of a pose-to-pose process, animated film, installation, and theatrical 
forms of the moving images directly engage with the corporeality of performance and are dedicated to the tactility and the 
immediacy of the drawing process (Figure 16). Developing a palimpsest of unfolding drawings, Kentridge’s works expose the 
vulnerable place of uncertainty and change of the artist’s process and past. His works are figurative and representational, with 
descriptive scenes and landscapes often combined with text and live action. 

As Kentridge is often the performer in his own films, both as live action figures and as hand-drawn animations, one could say 
that he performs his drawings. Although Kentridge does not wish to pin his process down to verbal descriptions, he is famous 
for delivering performance/philosophical lectures, in the aforementioned particular Six Drawings as a part of the Norton 
Lecture series at Harvard University in 2012. As Anne Rutherford states, 

Increasingly, Kentridge performs with a projection. His lectures themselves become a cross performance, split 
between a physical performance on stage and a double in projection. The lecture becomes a conversation 
with the screen. It takes on a scenography, a montage, in the interaction between the layers of live action 
and projection.61 

In utilising politics, paradox, illusion and drawing, Kentridge explains he is in the futile but continual process of production and 
discussion with himself in a playful game searching in the studio. Often featuring actors, singers, musicians and dancers, his 
very carefully constructed and finished performance drawing works result in films, lectures, operas, prints, sculptures,
tapestries, collages and drawings.

61  Anne Rutherford, “Spending Time with William Kentridge,” Eyeline Magazine 78/79 (Autumn 2014), http://www.eyelinepublishing.com/  
  eyeline-78-79/article/spending-time-william-kentridge. 

Figure 16 William Kentridge 7 Fragments for Georges Méliès 2003. Installation of seven 
film fragments: Invisible Mending, Moveable Assets; Autodidact, Feats of Prestidigitation, 
Tabula Rasa I, Tabula Rasa II, and Balancing Act 2003, 16mm and 35mm films transferred to 
seven-channel video, dimensions variable (video stills). Collection of Museum of Modern Art, 
Manhattan © William Kentridge, 2017.

 
 
 
 
 
 
 

Image removed due to copyright
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Also referencing viewing and drawing, the collaborative performance video 
by Silvana Mangano and Gabriella Mangano’s work, if ... so ... then (2006) 
(Figure 18), part of the Monash University Collection, sees the two sisters 
facing each other in a restricted space drawing in charcoal while watching 
each other’s gestures. The sound features the scratching of the drawing 
charcoal. This collaboration focuses on generating and responding to 
gestures and actions. 

In 2016, Mike Parr performed and exhibited a work called Asylum: 
Entry by Mirror Only in Willow Court, Tasmania, which was 
Australia’s oldest asylum for the criminally insane. I was fortunate 
enough to witness this performance, attending it three times over 
the three days of its duration. Closed for many years, the site 
was hideously dilapidated, freezing and odorous, reminiscent of 
a film set for a psychological thriller. In memory of his deceased 
brother Tim, who suffered from mental illness, Parr drew inside 
Willow Court continually for three days. Visitors were welcome to 
come, go, and watch on the condition that they brought a mirror to 
deposit somewhere on the site. I observed, with cues of others, Parr 
drawing or meditating quietly in a small bedroom in his pyjamas 
and a beanie. He drew mimetic self-portraits sitting at a desk, 
looking into a mirror, using paper, pencil, pen, ink and eraser. In 
discussing this event in an interview, Parr explains:  

The self-portrait for me is sort of like a zone, a performative zone. It starts as an image but it 
produces a reaction, and I’m prepared to be completely uncompromising or totalising about that 
reaction. I was reacting to those drawings while I was producing them. It was inevitable that I 
would paint them out I suppose.64

64  Elisabeth Pearce, “An Interview with Mike Parr,” MONA Blog, 12 July 2016, https://monablog.net/2016/07/12/mike-
  parr/.

Performing in his filmic works, using graphite simultaneously with both hands, artist and dancer Tony Orrico uses 
the extension and tension of his own body in terms of symmetrically repetitively drawing. He describes his series 
the Penwald drawings (2008–14) as a process of being able to “…avail paper, graphite, and body to discover vast 
terrains through limitation, …[his work] further synthesizes these mediums in freeing the imagination and confronting 
surfaces”.62 Orrico’s drawings are the direct product of his body moving in space as a search for consciousness 
and transformation. 

Making performance drawings in public, Polish-born 
Australian artist Gosia Wlodarczak primarily uses a 
performative-based drawing practice. Wlodarczak uses 
a linear-based application onto the assigned surfaces. 
Drawing what she sees in the present moment, she 
translates spatial objects and outlines their relationships 
into a distinctive line and continues to build a layered 
surface. She describes this process as “present time, 
continuous moment”.63 Wlodarczak draws her work live at 
or on the site of exhibition. Spatiotemporal, her web-like 
line drawings evolve over her performance, which can 
take weeks, and the exhibition is the evolving performance 
available for audience at any stage. 
 
In Window-Shopping, Frost Drawing for GOMA (2012) (Figure 17), the site was the front windows of Brisbane’s 
Gallery of Modern Art (GOMA), where Wlodarczak drew continuously over an allotted period of time, using the front 
doors as a site of display and self-presentation. This mapping of the moment includes a passive participation by 
the spectator, as they become witness and subject.

Robin Rhode also draws directly onto walls to create props and contexts for performances that are recorded on 
video or as photographic stills. Untitled, Microphone (2005) is a black-and-white, textually grainy super 8 film where 
the performer mimics a hip-hop artist and/or rock musician style gestures while the microphone drawing on the 
wall changes positions in a sequence, leaving layered traces of the previous position. By making this a silent film, 
Rhode adds a bizarre and comical twist to the 2D and 3D playful animated game based on the pretence of sound. 
He exposes an unusual audience–performer relationship, as the singer is almost seen from behind, this positions 
the viewer on stage with the performer. The film allows the viewer to question the role of the audience. 

62  Orrico, “Voyage of Transfer,” 6–7. 

63  David Hansen, “Drawn In Drawn Out,” 2006, Gosia Wlodarczak (blog), http://gosiawlodarczak.com/Pages/Texts/Essay.html.

Figure 17 Gosia Wlodarczak Window-Shopping, Frost Drawing 
for GOMA 2012, performative drawing, pigment marker on 

glass, 1020 x 1020cm (performance photograph). Contemporary 
Australia: Women, Gallery of Modern Art, Brisbane 2012 © Gosia 
Wlodarczak and Queensland Art Gallery | Gallery of Modern Art, 

Brisbane.

Figure 19 Mike Parr Asylum: Entry by Mirror Only 2016, 72-
hour durational performance. Installation view. Dark Mofo 

festival, Willow Court, New Norfolk © MONA. Photographer: 
Mona/Rémi Chauvin.

Figure 18 Silvana Mangano and Gabriella 
Mangano if ... so ... then 2007, single-channel 
SD video 4:3, 7:20 min (video still). © Gabriella 
Mangano & Silvana Mangano.
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mimesis literally run off the page into space, into the realms of three dimensional form, and particularly of the 
body motion”.68 Drawing is firmly situated in the expanded field of contemporary practice, as artists embrace its 
conceptual discursiveness, its formal possibilities, and its economy of means.69 The artists presented here posit 
theoretical and critical discourses which examine the role of the viewer, the drawing process, its phenomenological 
affects, and its material concepts and political suggestions. This survey establishes performance drawing as a 
diverse practice that can operate as acts of protest, presence, and/or communion. These concepts have been 
reinforced by historical and contemporary exemplars.

68  Butler, “Walkaround Time: Drawing and Dance in the Twentieth Century,” 140. 

69  Ibid., 139. 

On the last day, he turned a large room into a gallery of all the portraits he had completed during this time. This feat 
of endurance was brought to a finale as Parr painted over all the portraits with a bucket of black paint (Figure 20-21) 
and a large house brush. Parr said: “I thought, I’ve got to get rid of these. This is no place for self-expression. I’ve 
got to block them completely.”65 After this, he slowly walked out of the building whereupon someone put a blanket 
on his shoulders, and he drank a glass of juice as we all applauded; he appeared like a boxer or fighter leaving 
fatigued after surviving a fierce competitor. This curious endurance performance drawing work finished with the 
destruction of all the drawing he had completed during the three days. I felt that the real tension with the blacked-
out drawings was the mirrors that everyone had deposited because they had all blatantly deposited their own self-
portraits. It was the fragments of mirror that reflected everyone else and everything else.66

 

Australian Indigenous artist Robert Andrew’s work Transitional Text – BURU (2015) (Figure 20-21) is drawn with 
repurposed electro-mechanic components. Panels of layered white chalk have their surface eroded over time, 
revealing a layer of red ochre sourced from Yawuru in Western Australia. This action eventually draws the word 
‘Buru’—a Yawuru term for the ‘country’ of Andrew’s ancestors. As Sophie Knezic writes, “The paint recalls bullet 
holes and the water trickling down the surface indents the chalk, revealing a line of blood-red ochre: it’s unmistakably 
a response to the history of Aboriginal genocide.”67 Transitional Text featured at the Tarrawarra Biennale 2016, has 
been collected by the National Gallery of Victoria, and toured with Drawn to Experience V2, a performance drawing 
exhibition I curated in 2015. More contemporary performance drawing works from this and other exhibitions are 
discussed in Chapter 3. 

This summary has positioned performance drawing within the Western art canon of the late nineteenth to early-
twenty-first centuries. Artists explore this process as a form of embodied or personal response or protest. It is a 
practice or method that intersects disciplines. This work, underpinned by liveness and action, has been employed 
as a form of subversion and/or communion. Performance drawing is, or of, or pertains to, performed movement with 
the body, whether it is that of the artist or an orchestrated person or device. It can be realised through experiments, 
testing and happenstance. Immediate practices of drawing can operate with conversation alongside cultural change 
and expression response. 

Performance drawing can be restrained and unrestrained, it gives language to ritualistic processes of art production 
of the contemporary and informs cultural and political dialogue through acknowledgment and re-assessment of 
early art making practices. This embodied intersection of performance and drawing is as old as it is innovative. 
It enables responsive communication of body, time, and space. Contingent, “these moments and geographies 
provide the conceptual and spiritual centres...through the twentieth century, moments when the drawn lines from 

65  Ibid.

66  Ibid.

67  Sophie Knezic, “Review: 5th TarraWarra Biennial,” Frieze, 12 September 2016, https://frieze.com/article/5th-tarrawarra-  
  biennial. 

Figure 20 (left) Robert Andrew Transitional Text 2015, electromechanical erasure machine, dimensions variable. Detail view. Drawn to Experience V2, POP (Postgraduate 
and Other Projects) Gallery, Woolloongabba © Image owner Robert Andrew, Photographer: Robert Andrew. 

Figure 21 (right) Robert Andrew Transitional Text 2015, electromechanical erasure machine, dimensions variable. Installation view.
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1. JADA Performance

Event:   JADA (Jacaranda Acquisitive Drawing Award) Drawing Symposium
Artists:   Todd Fuller, Kellie O’Dempsey and Michael Dick
Location:   Grafton Regional Gallery, NSW
Date:    18 October 2014
Medium/Material:  epidiascope, projection, paper, charcoal, pencils, sketchbook; diddley bow

This was a collaboration with live drawing artist and animator Todd Fuller and musician/sound artist Michael Dick. 
It therefore fits within scope of Louise Mayhew’s “terms collectivism and collaboration to indicate practices where 
authorship—conception and creation—is deliberately and overtly shared”.1 

As a part of the JADA Drawing Symposium, we performed in a corner in the Grafton Regional Gallery for 30 minutes. 
Michael was seated with a one-stringed electronic diddley bow on his lap, in front of a projection and a large panel 
of white paper on the wall.2 It was daylight outside, so all the lights were turned off in the gallery. 

Todd and I began by drawing on a sketchbook under an epidiascope. We alternated: one of us drew on a sketchbook 
that projected directly on the wall, while the other drew standing on the drawing on the large panel of paper. Todd 
and I were either on the ground surrounded by the audience, or moving to, and drawing in, the projection; next, 
Todd and I drew in tandem, responding figuratively to Michael bowing his instrument. 

We also drew the audience into the work, as we were either in the middle surrounded by onlookers or walking to 
and from them. Michael’s sound, with its deep resounding tone, dictated the pace. Using a delay pedal, the sound 
faded and echoed through the space as Todd and I built line over line, image over image. The soundscape Michael 
developed was considered and responsive, holding the progressive and evolving nature of the performance. Music 
is perfected journeying, a continuous arrival. Tallis writes that music is “…intrinsically temporalised, it is a liberation 
from time: it has the hurry of time, but in the away and towards of time are united.”3

The play between the live audio responding to the movement and the line produced a cohesive and engaging 
exchange that was compelling, at least for the protagonists, in its continuous journeying. The three of us continued to 
feed off each other: line, long note, respond, react, and redraw. Michael drew his bow at the same pace as we drew. 
A layered drawing evolved in front of and among the audience, as Todd or myself were drawing on the projected 
sketchbook under the epidiascope in the middle of viewers who were seated on the floor. Everyone present was a 
witness to this evolving work. The submitting to the process of making as performance, reveals mistakes, alterations 
as active thinking in real time. We riffed off, and alongside, each other, pursuing the possibilities of bass and line.

1  Louise R. Mayhew, “On Top of the Art World: Clark Beaumont and the Rise of the Girl Artist Gangs,” Re-bus 8 (Spring 2017): 6. 

2  A custom-made, one-stringed instrument.

3  Raymond Tallis (with Julian Spalding), Summers of Discontent: The Purpose of the Arts Today (London: Wilmington Square   
  Books, 2014), 35.

Chapter 3: Studio Methodology and Outputs
In Chapter 1, I established the taxonomy of primary elements to be used in discussions of performance drawing. 
Each of these—act, witness, experience, and exchange—were devised through a process of progressive reflection 
on the performance drawing events that I outline in this chapter. The analysis of each work in the following 
chronological sequence aims not so much to illustrate the application of the taxonomy but to serve as evidence for 
the critical, cumulative evolution of this identification of the key elements in performance drawing. Following this 
logic, the content of the chapter outlines the methodology of my investigation in the best sense of studio research 
being based in practice. By necessity, the chapter includes descriptions of the studio practice, which is not to say 
it marks the end of the theoretical component of the exegesis, since the critical analysis of my own practice has 
always taken primacy in the research. 

Initially, these performance works were developed at the intersection of site, associated collaborators, drawing, 
and projection for an audience. The knowledge gleaned from each work or event has influenced the course of each 
subsequent work or event, particularly through critical post-event reflection. This includes planning and technical 
information associated with each performance event. The construction and concept of each work exemplifies 
significant methods for performance drawing.

It was relatively early in my project that I came to understand the importance of the relationship between the act of 
drawing and the audience/witness, but only through elaboration of the other elements was its key significance fully 
revealed, especially in moments of shared consciousness of the act of creating. 

Nevertheless, the mechanics of staging or preparation are often discussed here since in developing a performance 
work, the space and location inevitably inform the trajectory of the installation design. In the production of installations, 
I aim to not only create a shared space but also one that alters the nature of the original location in the production, 
enabling the possibility of a transformative happening. I attempt to adjust everyday expectations for the audience 
and myself by developing an area that promotes a feeling of immersion or the unexpected. This often involves a 
complex of materials and mechanisms: paper, ink, video, lighting, and darkness. 
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Figures 22–26 Todd Fuller, Kellie O’Dempsey and Michael Dick JADA (Jacaranda Acquisitive Drawing Award) Drawing Symposium 2014 (performance photographs). Figure 27 Audience at JADA (Jacaranda 
Acquisitive Drawing Award) Drawing 

Symposium 2014.
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The Site of Endurance

White Night is a light festival that attracts crowds up to 500,000. Not all of those attending the event saw Draw/Delay, as we were 
tucked away behind the main thoroughfare. Providing old chairs and milk crates for visitors, we had a constant stream of people 
visiting our back-alley studio. 

Draw/Delay was the longest performance work I have executed to date. Drawing from 7pm to 7am was a physical and 
mental challenge, especially around about 4am, when my feet began to ache standing on the old uneven cobbled bluestone 
surfaces of Melbourne. An unexpected challenge was the smell. Caledonian Lane was tucked behind a series of Chinese and 
Vietnamese restaurants, and we shared the space with their dumpsters. This did not stop people staying with us, engaged in 
the absorbing marriage of live line drawing and the hypnotic sounds that Michael and I continually layered. 

2. Draw /Delay, White Night Melbourne, 2015

Event:  White Night Melbourne, 2015
Artists:  Kellie O’Dempsey and Michael Dick
Location:  Caledonian Lane, CBD
Date:   February 2015, 7pm to 7am 
Mediums:  projection, iPad, charcoal, acrylic paint, pastels, ink, sketchbooks, live-feed video, pre-recorded sound samples, 
  live-recorded sound samples 

Draw/Delay was a live performance drawing installation that investigated 
the public and the private. Through live drawing, digital animation and 
sound manipulation, the romantic notion or myth of the artist working 
alone the studio was exposed as a public performance in a Melbourne 
laneway. The site was designed for the unaware audience to engage 
directly with the visceral process of making. Built over a twelve-hour 
period, a live soundtrack and the hand-drawn images constantly 
changed throughout the night. 

The collaborative (and ongoing) partnership with sound designer Michael 
Dick consolidated this hybrid and expanded work of video projection, 
collage, gestural line, ink, paint, charcoal, live video treatments of the 
audience, and pre-recorded sound samples. These processes expanded 
and contracted the in-between spaces of the artists, the studio, the street 
and the audience. Through the happenstance of improvisation as a public 
performance, the possibility of disaster and transformation was always 
imminent. 

The red rectangle indicates the panels or stage flats that were to be 
physically marked, and the blue the potential throw of the projection. 
Michael and I both visited the site independently before the event to 
familiarise ourselves with the possibilities of the location. However, this 
did not properly prepare us for what the event entailed. 

Figure 28 (top) Kellie O’Dempsey setting up for Draw/Delay 2015 (performance 

photograph).

Figure 29 (centre) Tech setup for Draw/Delay 2015 (performance photograph).

Figure 30 (bottom) Kellie O’Dempsey, Site plan for Draw/Delay 2015 (planning document).

Figure 31 (left) Audience at Draw/Delay 2015 (performance photograph). Figure 32 (right) Ducks in the Chinese restaurant as seen from the alley 2015.
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A small-scale highlight of the night came from a live art and music collaboration between digital 
sound man Mick Dick and painter Kellie O’Dempsey. Taking place on Caledonian Lane with milk 
crates for seats, the show was aimed at exposing the process of making art. O’Dempsey delivered 
in spades using both a projected e-tablet along with angular and deft brushstrokes on the canvas. 
Dick’s soundtrack was suitably mesmerising.6 

 

6  Debbie Cuthbertson, “White Night Melbourne 2015: The Best of an All-Night Spectacle,” Sydney Morning Herald, 22 February 2015, 
  http://www.smh.com.au/entertainment/art-and-design/white-night-melbourne-2015-the-best-of-an-allnight-spectacle-20150222-13lb3t.
  html#ixzz3YldevFed.

Through this work, my body—not a site for exploration or transgression but a vehicle or conduit of labour—revealed 
the constant physical and psychological struggles of making. This involved the following: gathering materials, fixing 
brushes to extensions, filling containers with ink, moving and adjusting the ladder, climbing the ladder, drawing 
images that referred to audience members, responding to sound or a memory of the day, building up the image, 
climbing down the ladder, reassessing the composition, drawing onto the iPad, using a cloth to erase portions 
of the drawing, adjusting and manipulating the image, turning on the live feed video, filming the audience and 
projecting it back onto the drawing, tracing their figures into the composition, standing back, assessing the work, 
moving forward adjusting the work, redrawing, filming a drawing from a sketch book that feeds live back onto the 
large drawing, returning to the iPad to play with the light and the colour, going back to the drawing with a cloth and 
erasing the marks of charcoal… ad nauseum.

The event was reported on through a series of photographs by 
Georgina Tait and comments posted online after the event. Some 
of these are as follows:

Almost every alleyway held a niche event—some trash, 
some treasure. The best of them was Kellie O’Dempsey 
and Mick Dick’s Draw/Delay—a beautiful fusion of live 
drawing, digital art and music that exposed the creative 
process to a public, and participatory, gaze.4 

Draw/Delay saw traditional drawing artwork collide with 
multimedia to create a performance piece. This event 
explored the artistic methods of drawing as a performance 
piece. The collaboration between artist Kellie O’Dempsey 
and musician Mick Dick, was an action collage with 
sketches on paper projected on to a wall merged with 
simultaneous paint brushed directly upon the ‘canvas’, all 
set to a moody soundtrack. The live nature of this event 
showcased the creative process of the artist rather than 
just the ‘finished product’ making it an ideal inclusion in 
the White Night programme.5

4  Cameron Woodhead, “White Night Melbourne 2015: Up All Night for Dusk till Dawn Party,” Sydney Morning Herald, 27 February 2015, 
  http://www.smh.com.au/entertainment/art-and-design/white-night-melbourne-2015-up-all-night-for-dusk-till-dawn-party-20150222-13lg6d. 
  html#ixzz3YlaPKEuw. 

5  Michael Smith, “White Night 2015,” The Red and Black Architect, 23 February 2015, https://theredandblackarchitect.wordpress.   
  com/2015/02/23/white-night-2015/. 

Figure 33 Kellie O’Dempsey, Site plan for Draw/Delay 2015 (planning document).   Figure 34 Kellie O’Dempsey and Michael Dick Draw/Delay 2015 (performance photograph).



6867 Figures 35–41  Kellie O’Dempsey and Michael Dick Draw/Delay 2015 (performance photographs).



7069 Figures 42–45 Kellie O’Dempsey and Michael Dick Draw/Delay 2015 (performance photographs).



7271 Figures 46–47 Kellie O’Dempsey and Michael Dick Draw/Delay 2015 (performance photographs).



7473 Figures 48–49 Kellie O’Dempsey and Michael Dick Draw/Delay 2015 (performance photographs).



7675 Figures 50–51 Kellie O’Dempsey and Michael Dick Draw/Delay 2015 (performance photographs).



7877 Figures 52–55 Kellie O’Dempsey and Michael Dick Draw/Delay 2015 (performance photographs).



8079 Figure 56 Kellie O’Dempsey and Michael Dick Draw/Delay 2015 (performance photograph).
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Documentation and Remediated Work
The final drawing itself does not exist beyond the event. The performance was documented by videographer Jason Heller 
and photographer Georgina Tait. The video by Heller was compiled into a dual screen video work titled 12hrs in 12min (2015), 
which has subsequently been exhibited in gallery spaces and online. 12hrs in 12min evidences the event and the evolution 
of the work. 

Anne Marsh suggests that, “The language and performance art and video come together when we attempt to describe how 
time is captured or represented.”7 It is in this union as remediated representation in the video 12hrs in 12min that drawing 
performance becomes a performative drawing work. The video as a screen experience can never replace the encounter of the 
real time performance. Marsh asks: “whether or not a live action can create a presence in its absence”.8 In the absence of this 
single event, the video becomes an interpretation that is re-invented through remediation where the endurance of the twelve-hour 
performance is re-presented in a chronological sequence of twelve minutes as a secondary order artwork of Draw/Delay.

7  Anne Marsh, Performance Ritual Document (Melbourne: McMillan, 2014), 128.

8  Anne Marsh, “The Renaissance of Performance Art in Australia,” VCA and MCM Channel, 1 April 2015, http://channel.vca-mcm.
  unimelb.edu.au/2015/04/01/the-renaissance-of-performance-art-in-australia/.

3. Draw to Perform 2

Event:  Draw to Perform 2
Artists:  Gerald Royston Curtis (UK), dolanbay (Berlin), Poppy Jackson (UK), Ram Samocha (Israel/ UK), Yara Pina 
  (Brazil), Jordan Mckenzie (UK), Bettina Fung (Hong Kong/UK), Kevin Townsend  (USA), Kellie O’Dempsey 
  (Australia), Bertrand Flachot (France), Jennifer Wroblewski (USA), Holly Matthews (UK), Shoshanah’ 
  Ciechanowski (Israel), John Court (UK/Finland), River Lin (Taiwan), Gosia Wlodarczak (Poland/Australia), 
  Rachel Grant (Scotland/UK).
Location:  Number 3 Performance space, Deptford, London, UK
Date:   16–17 March 2015

The following description of events is heavily dependent on my peer-reviewed paper “Performance Drawing: Framing the 
Elements”, published in Studio Research in 2016.9 

In 2015, I was one of twelve artists invited to participate in Draw to Perform 2, a collective performance drawing installation 
event in London, independently curated by artist Ram Samocha. International artists presented works using conventional 
drawing tools—pencils, charcoal, and markers—and unconventional digital prints, experimental mark-making methods, and 
construction tools, including Polyfilla and plumber’s twine. The nature of these materials determined how each artist acted, 
moved, and performed in the space. Concurrently performing drawings for six continuous hours, we used diverse strategies in 
accordance with their own practice, working within self-determined parameters in separate areas of a warehouse. The space 
was open to the public as a live durational performance. The audience could wander through or participate in (some) works 
according to their desire and interest. As witnesses, the audience activated the space, making them participants in the event. 

9  Kellie O’Dempsey, “Performance Drawing: Framing the Elements,” Studio Research 4 (2016): 18–27. See Appendix B

Figure 57 Kellie O’Dempsey and Michael Dick12hrs in 12mins Draw/Delay - White Night Melbourne Draw /Delay 
2015, video, 12 minutes (performance video). 

https://vimeo.com/128459723
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Drawing white chalk lines as he moved across a black brick wall, Kevin Townsend’s performance 
consisted of methodical and systematic mark-making. Meditative and recursive, Townsend’s 
practice is concerned with “creating works that occupy and encapsulate both space and time, 
where marks exist as signifier and stain, binding and boundary, act and action”.10

At Draw to Perform 2, Townsend would count to three and then change the direction of his line 
ever so slightly. The result was an illusory effect where the solid flat wall appeared creased 
and crumpled. The remediated video of the performance, which was sped up, presents a 
metaphysical veil that appears to fall down the wall. The metronomic performance of Townsend’s 
body and the evolving lines as a slow intriguing reveal captivated viewers. The core elements of 
the act of drawing and experience are exemplified here as Townsend’s counting score arrested 
him into a state of now; as soon as he lost count, he interrupted his drawing score. By his 
design, his drawing process brought him to a fluid present state.

.10  Kevin Townsend, “About,” Kevin Townsend (official artist’s website), http://www.kevin-townsend.com/
  about/. 

The Draw to Perform 2 venue was a cold, hard, dark concrete warehouse in an inner-city industrial area 
of South London. The space or site of a performance drawing can inform the work. The location and/or 
environment can be a significant influence on the action and determination of drawing process and this 
response to site was especially evident here. The location can also invariably affect and establish how the 
performance drawing is read. Bertrand Flachot used markers and manipulated digital prints of his own work 
to present and layer in and on the warehouse wall. The digital prints he installed were images of a country 
garden that he had in fact grown and photographed himself. He printed these large-format images and 
wallpapered his section of the warehouse with them. The garden images were of trees and shrubs he had 
planted over twenty-five years. He literally made them grow again over the six hours by drawing and extending 
gestural marks from paper to the wall, crossing and merging his garden in France into the industrial walls of 
the London warehouse. 

Figures 58–59 Kevin Townsend at 
Draw to Perform 2 2015 (performance photographs). 

Figures 60–61 Bertrand Flachot at Draw to Perform 2 2015 (performance photographs). 
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Flachot’s drawing practice often involves the recreation of an external location into a gallery space. He develops an illusory, 
three-dimensional space on two-dimensional surfaces, making it appear as if he wants his drawings to relocate his physical self. 
His lines, both hand-drawn and digitally manipulated, are designed to deceive the spectator and make them question where 
the image starts and ends. In an opposite room, movement-based practitioner River Lin used hypnotically slow, full-bodied 
gestures for his work River Walk. Lin describes his performance approach as initiating a point of “departure, transforming the 
conventional and ritualistic in everyday life into performance work”.11 

In River Walk, Lin progressively disrobed over the duration of 
the performance. Before the event, Lin ritualistically prepared 
the ground by walking and shaking flour onto a plastic sheet 
with a gentle action, almost like sowing seeds or feeding 
birds. During the performance, Lin’s movements made lines 
and marks through the flour-covered surface, leaving traces 
of his path visible on the ground. Thus, both Townsend and 
Lin produced works that developed and altered the original 
surface of the location over the duration of the performance. 
By witnessing the drawing of these marks through the action of 
the artist’s body, the observer was physically implicated and 
a shared corporeality was experienced. The artist’s body was 
part of the performance drawing as was that of the observer 
through this shared physical consciousness. As a spectatorial 
experience, the drawing’s evolution was simultaneously shared 
and hence communal. 

11  River Lin, “About” (official artist’s website), http://www.riverperformance.com/about/.

Tim Ingold describes sharing a drawing experience as 
… part metaphorical, but also part methodological. Metaphorically, it is about our understanding of persons 
and other things as drawing together or binding the trajectories of life. Each, we might say, is a togethering. 
Methodologically, it is about the potential of drawing as a way of describing the lives we observe and with 
which we participate …12

Thus, Ingold describes the process of sharing drawing as a togethering or as a familiar sharing of space that is potentially 
inclusive and participatory. Literally bringing the audience into the making, Shoshanah’ Ciechanowski’s work MYNAMEIS 
#6 was participatory, physically compelling, and demanding for the six hours of Draw to Perform 2. After spending days 
constructing a purpose-built, flexi-glass, wall-like structure that was situated between two columns in the middle of the 
warehouse, Ciechanowski positioned herself in a Christ-like pose. With arms extended horizontally on either side of her body, 
she anticipated her participant with her face at the end of a Perspex tube waiting to hear the audience’s wishes. 

Upon hearing the wishes spoken 
through the tube, she then silently 
transcribed the message by writing 
text with a marker, with both hands 
simultaneously, mirror writing with 
her right hand what she wrote 
with her left. The writing of the 
audience’s wishes built a web of 
text. Ciechanowski describes her 
process as “consistently centered 
upon the workings of the body, 
using her own body as a kind 
of machine center for various 
communications with other types 
of bodies, among them the bodies 
of others and their emissions”.13 
MYNAMEIS #6 was propelled by 
a collaborative strategy; not only 
was Ciechanowski’s performance 
drawing one of endurance and 
participation, but it was also entirely 
audience-activated. 

12  Ingold, Being Alive: Essays on Movement, Knowledge and Description, 240.

13  Shoshanah’ Ciechanowski, “About,” Shoshanah’ Ciechanowski (official artist’s website), http://shoshici.com/content/about. 

Figures 62–63 River Lin River Walk 2015 (performance photographs). 

Figures 64–66  Shoshanah’ Ciechanowski   
  MYNAMEIS #6 2015 
  (performance photographs). 
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My own performance drawings at the event were a direct response to the space 
and those who occupied it during the six hours. The installation or configuration 
of my setup was designed according to the architectural features of the corner I 
inhabited. Using materials gathered from the local hardware and art shop, digital 
projections, and black tape, the images traversed two walls and the floor. I drew 
both the moving gestures of the audience and the other artists I could see from 
my space, constantly swapping materials from traditional means to digital drawing 
and animation in an attempt to respond to the mechanics of the environment. I drew 
River Lin as he moved through his floured surface; I drew the viewers who passed 
by and those who stayed; I attempted to draw the ever-changing now. As people 
moved, the drawing was altered, producing an evolving observational tableau. 
As de Zegher articulates of contemporary drawing artists, during my drawing 
performances, I attempt “… to address the viewer’s slowly growing understanding 
of the fact that the environment draws and shapes us as much as we draw and 
shape the environment”.14 Here, de Zegher implies that contemporary drawn works 
not only reflect their immediate environment but they also have the possibility to 
shape the drawing’s method as well as its form.

The relationship of witnessing and co-operation framed the Draw to Perform 2 
event. This collaborative durational encounter would not have been possible 
without the audience. By being present, they were participators for the performing 
artists’ active making. Without the audience, there would not have been an event.

14  Butler and de Zegher, On Line: Drawing through the Twentieth Century, 117.Figures 67–68 Kellie O’Dempsey Draw to Perform 2 2015 (performance photographs). 



9089 Figures 69–71 Kellie O’Dempsey Draw to Perform 2 2015 (performance photographs). 



9291 Figures 72–74 Kellie O’Dempsey Draw to Perform 2 2015 (performance photographs). 



9493 Figures 75 - 77 Kellie O’Dempsey Draw to Perform 2 2015 (performance photographs). 



9695 Figures 78–79 Kellie O’Dempsey Draw to Perform 2 2015 (performance photographs). 
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4. uNatural

Event:  Art Forum, Visiting Artist, Drawing and Print Media Department, School of Art
Artists:  Kellie O’Dempsey and Jaanika Peerna (Estonia/NY)
Location:  Print Media and seminar room, Australian National University, Canberra
Date:   26 March 2016

uNatural was a performance drawing collaboration with New York–based Estonian artist Jaanika Peerna. Meeting in Canberra, we 
had only a couple of hours to inspect the site and develop a strategy with which to organise our performance. We decided that 
Jaanika would draw live with pencils and in full-bodied gestures on the paper and the walls in the space. I would draw with digital 
projection onto her moving body and on the paper and the walls, building and responding to action through the space. We settled 
on a palette of black, white and grey. Jaanika would be dressed in white, so I could equally project on her and the white walls of the 
space. 
 
Participating within the scope of each of our own practices, our performance experiment explored the expanding fields and 
possibilities of live drawing as collaboration through rhythm, repetition, and line. Jaanika describes her practice as a connected 
link to natural forces related to corporeality and the weather, in what she explains as the natural phenomena of the self. My work 
is site-generated, and in this case, I responded directly to Jaanika’s performance, body movements, and the spatiotemporality of 
both the marks made as she drew and her body moving through the space. I describe this as a communion of improvisation and 
transformation. The result was a thirty-minute performance that built an image investigating space, line repetition, and collaboration. 
Ephemeral light drawings and marks on paper built a drawing that moved and appeared like a developing weather pattern, in which 
Jaanika performed in and moved through and then disappeared to darkness as I slowly subtracted the light.

The documented or second-order work that survives the performance is a stop-motion video made from stills that become ghosts of 
the performance, moving silently across the screen. In uNatural, movement, repetition, and drawing coincided and cohered. 

Figures 81–87 Kellie O’Dempsey and Jaanika Peerna uNatural 2016 (performance photographs).
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Figures 88–90  Kellie O’Dempsey and Jaanika Peerna uNatural 2016 (performance photographs).
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5. Dis/close Series

Event:  dLux: Is this Art, Scanlines Digital Media Archive
Artists:  Kellie O’Dempsey, Michael Dick
Location:  Artereal gallery Sydney, Shoalhaven Regional Gallery
Date:   July 2014 and 6 February–26 March 2016
Medium:  video projection

Dis/close #1 and #2 are a series of single-channel video works filmed in 2014 and edited in 2015 that explore the 
possibilities of literally drawing the face (in this case, Michael Dick’s face) from the darkness. Slowly made visible by 
lines of light, this emergent portrait is disconcerting, distorted, and difficult to recognise at first glance. The Dis/close 
series proposes space “between exposure and concealment, substance and transparency and the complexities of 
various histories, memories, fictions and philosophies”.15

This video work was recorded without an audience present. As Marsh observes, the language of performance art 
and video come together when we attempt to describe how time is captured or represented.16 The camera records 
the temporal, the act of drawing, not as marks on paper but as inscribed on the body to reveal skin.

Since the Dis/close series aims to reflect upon the relationship between the individual and the constant manipulation 
of facts by the media, it was logical to exclude the ‘witness’ from the production of the work. Hand-drawn, pixelated 
lines consistently uncover, redefine and blur what is actually available to the anticipated viewer. The aspiration 
for the video work was to create a strange, poetic intervention of the digital drawing that uncovers, confuses, and 
transforms an isolated individual from the darkness only to fade back into the darkness.

15  Tom Nicholson, Action/Recollection: Here the Body Is, exh. cat. (Melbourne: Westspace, 2000).

16  Marsh, Performance Ritual Document, 128. 

 Figure 92 Kellie O’Dempsey and Michael Dick Dis/close Series 2014-16 (performance photograph).



108107  Figure 93 Kellie O’Dempsey and Michael Dick Dis/close Series 2014-16 (performance photograph).



110109  Figure 94 Kellie O’Dempsey and Michael Dick Dis/close Series 2014-16 (performance photograph).
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In the performance, Michael entered and sat with his back to the audience, he proceeded to record the sound of the drawing, 
which he sampled on his phone then continually distorted. In response, I distorted my wall drawing with digital projection. Here 
my relation with Michael Dick was one of collaboration and not one where I sought to portray his likeness by engaging in an act 
of exchange. Of portraiture, William Platz suggests, “The sitter displaces both the artist and model, manifesting as the portrait-
picture at the intersection of portrayal, pose, and performance.”18 The pose of the sitter was performed in this installation, as 
Michael sat for me as I drew him. He in turn created a feedback loop by recording the sounds I made drawing him and amplifying 
them back into the space of the gallery. In Bald Bald Head and Other Stories, a likeness is not truly realised but dissembled and 
distorted as a game of reciprocity and re-invention. Experience, exchange, and examination are the true reveal.

18  William Platz, “The Mutated Model: Artist and Sitter in Contemporary Portraiture,” Studio Research vol. #0 “Seed issue” (2012): 25.

6. Bald Bald Head and Other Stories

Event:  Bald Bald Head and Other Stories (solo exhibition and performance)
Artists:  Kellie O’Dempsey, Michael Dick
Location:  Pop Gallery @ The Hold Artspace, West End
Date:   27 May–6 June 2015
Mediums:  mixed media installation; tables, chairs, curtain, photographs, paper, charcoal, projection, video screen

On reflection, Bald Bald Head and Other Stories was an exercise in constructing and reconstructing my performance 
drawing process in an attempt to position my studio-based practice. I was always aware of the important role played by 
spatiotemporal aspects in framing the performance drawing ‘experience’, but the contribution of creative collaboration 
within the dynamic of ‘exchange’ required further scrutiny. This was investigated through an installation that consisted of 
several different approaches to performance drawing as vignettes within a contemporary gallery space. Using a more 
formal gallery setting made this a public interrogation of my practice, but eschewing of the private studio also allowed 
a particular focus on the area of concern: the role of the artist and their collaborator. The work was further concentrated 
by conflating the role of artist and muse, since my collaborator Michael Dick was also my subject.

Bald Bald Head and Other Stories organised the mythical, theatrical, and romanticised relationships of the artist, the 
studio, and the muse into a series of examples. Removing the exchange between artist and muse from the privacy of 
the studio demystified this exchange. Nevertheless, exposing the personal and immediate experience of drawing from 
the model, as subject, as collaborator, and as reflection in a shared public space, amplified the performance drawing 
of the ‘act of drawing’. These intimate insights intended to connect the viewer with the processes of the incomplete and 
fragmentary processes of making, “Making space for uncertainty” and revealing “the imperfections of technique”.17

The exhibition installation consisted of spaces that evidenced the working artist and the model: a table of drawings and 
photographs and a video screen of my hand making a drawing that will never be finished. In the corner was a small 
video projection of me walking into frame, sitting down drawing for a moment, and then leaving; on a continuous loop, it 
depicted the eternal intention to stop and make work. Another table and chair set was installed in front of a red curtain, 
where a small frame sat on top of a torn photograph of the model’s bald head. 

This space became the site for a performance. I began by sitting at the table, drawing on a drawing next to a video of 
my hand drawing. Upon standing, I started drawing on the wall “I wish I was in the studio, I wish I was a studio…” The 
wall drawings remained in the space for the duration of the exhibition.

17  Kentridge, Six Drawing Lessons : The Charles Eliot Norton Lectures, #4, 101.

Figure 96  Kellie O’Dempsey and Michael Dick Bald Bald Head and Other Stories 2015 (performance photograph).
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Figures 102–103  Kellie O’Dempsey and Michael Dick 
Bald Bald Head and Other Stories 2015. Installation view.

Figures 97–101  
Kellie O’Dempsey and Michael Dick 
Bald Bald Head and Other Stories 2015
(performance photographs)



118117 Figures 104–107  Kellie O’Dempsey and Michael Dick Bald Bald Head and Other Stories 2015 (performance photographs).



120119 Figures 108–111  Kellie O’Dempsey and Michael Dick Bald Bald Head and Other Stories 2015 (performance photographs).



122121 Figures 112–114  Kellie O’Dempsey and Michael Dick Bald Bald Head and Other Stories 2015 (performance photographs).



124123 Figure 115 Kellie O’Dempsey and Michael Dick Bald Bald Head and Other Stories 2015 (performance photograph).
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Figure 116  Kellie O’Dempsey and Michael Dick 
Bald Bald Head and Other Stories 2015

(performance photograph).
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Todd Fuller (artist) and Carl Scibberas (dancer), known together as Flatline, conversed through gestural movement and drawn line, where 
the pencil line and the body dance through projection. The movements and the lines made by the artists were rhythmically captured and, 
in my case, directed by the instrumentation and delay from Michael Dick’s amplified sound as it echoed through manipulation and the 
cavernous brick architecture, where it crafted an otherworldly, almost metaphysical, atmosphere. As one viewer later commented to me, 
“The marks created led me around and within the space, moving my attention to both the concrete and the ethereal.”22

22  Jennifer Andrews, email to the author, 19 July 2017.

Figures 119–120 Todd Fuller and Carl Scibberas at Under Arena 2015 (performance photographs).

Figures 117–118 Bill Platz at Under Arena 2015 (performance photographs).

7. Under Arena 

Event:  Drawing International Brisbane 2015
Artists:  Kellie O’Dempsey, Michael Dick, Zoe Porter, Ben Ely, Bill Platz, Mariana Joslin, 
  Mayu Moto, Todd Fuller, Carl Scibberas and Velvet Pesu  
Location:  Spring Hill Reservoirs, Brisbane
Date:   30 September 2015
Duration:  45 minutes

 
A masterpiece is place where many disparate, partial meanings meet and are synthesised in a whole; a 

utopia of consciousness where much that is scattered or fragmented in life is drawn together.

––Raymond Tallis19

As the opening night event of Drawing International Brisbane 2015 (DIB2015), Under Arena was a collaborative 
performance drawing event located underground in a 150-year-old reservoir beneath the Spring Hill Gardens in 
Brisbane. The venue consisted of more than eight separate rooms, joined by high archways; hence, each artist could 
occupy an area and be seen and easily accessed through these points. For this site-generated installation performance, 
I was both a curator and participating artist. The event consisted of four drawing artists, two musicians, one opera 
singer, one dancer, and two circus performers. We had 100 invited guests and ten volunteers. Each artist worked 
through their own practice and methods of production; however, in some cases, artists worked directly together. For 
example, at one stage of the performance, Zoe Porter and I worked on a drawing simultaneously. In Under Arena, “The 
gesture of ceding some or all authorial control is conventionally regarded as [more] egalitarian and democratic than 
the creation of a work by a single artist, …. the aesthetic benefits of greater risk and unpredictability.”20 In Participation, 
Claire Bishop describes ‘collaborative creativity’ and its unpredictability as an improvised cooperative performance 
that can “emerge from, and … produce, a more positive and non-hierarchical social model”.21 

Democratically organised before the event, all the artists had an area and a performance trajectory that related to 
their work as individual artists and to the collective performance. Using a previously discussed score, we allowed the 
attention of the audience to flow through the space according to the action.

Under Arena was an unfolding event: Michael Dick (musician) began proceedings with a deep monastic tone on his 
bass that indicated that we had begun. Bill Platz (artist), unable to be seen behind a room of rice paper, drew in black 
ink from within the purpose-built space. Hence, the audience only saw a line that slowly grew into a drawing of a large 
male mythical figure. 

19  Tallis, Summers of Discontent: The Purpose of Arts Today, 92. 

20  Claire Bishop, Participation (Cambridge, MA: MIT Press, 2006),12.

21  Ibid.
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Simon Marsh describes his experience of the spatiotemporal qualities of the reservoirs as ‘another dimension’. He writes:

It was a magical interlude of transcendence, inviting all into another dimension. The selection and use of 
space contributed to the mystical, entrancing impact. Within the bricked, arched chambers submerged 
beneath the earth, the reservoir created a space where I could completely dissociate from the outside world 
and involve myself in the performance on many perceptual and affective levels.25 

The same viewer mentioned above commented, “Place, chance, synchrony, immersion, sound, trace, movement, lighting and 
props merged in an event which captured my mind in such a way that I felt transported. Long after it finished the event lives 
on in my mind as a breathing moment of wonder.”26

One of the considered consequences 
of this event was the development of 
a “social bond through a collective 
elaboration of meaning”.27

This transformation that occurred as 
through a co-authored co-creation 
was impactful for both performers 
and participants. It sits deep in my 
memory of experience.

 

25  Jennifer Andrews, email to the author, 19 July 2017.

26  Ibid.

27  Bishop, Participation, 12. 

Figures 126–127 Zoe Porter Under Arena 2015 (performance photographs).

Figures 123–125 Velvet Pesu Under Arena 2015 (performance photographs).

My work in this event has been described by Simon Marsh as follows: 

O’Dempsey lay in the palpable in-between space that was initiated between the layering of the digital 
line over that of the analogue. The degrees of distance that this layering intimated allowed the eye of the 
viewer to comfortably inhabit this in-between space of liminality. The hyper-absorption of O’Dempsey’s 
technique of mark-making: dynamic, building, big and bold chiaroscuric gestures back dropping the electric 
incandescence of the digital line, over time, became increasingly difficult to detach from.23 

Artist Zoe Porter, through underground urchin-like costumery and circus performers, added a carnivalesque tone to the panels 
of paper as she moved precariously, drawing on existing drawings in a giant headdress to the compelling rhythms of Ben 
Ely (musician) on a full drum kit in the corner. After thirty minutes of this unfolding sounding and image theatre, opera singer 
and artist Velvet Pesu emerged in a glowing cloak of optic fibre. Pesu almost remained unnoticed, then with her penetrating 
register, she broke into a wildly resonant unearthly operatic voice that transported us all deeper into the earth, and

…broke through the spatial void … visibly linking all of the performers with what looked to be a large 
water loaded calligraphy brush that was dragged and splashed throughout the space. However it was the 
embodied, the emotive presence of Pesu and the distinct force that her delivery carried that cut through to 
a state of ambiguous reckoning within the viewer.24 

23  Simon Marsh, “Under Arena”, Panoptic Press, accessed 12 March 2016, http://panopticpress.org.au/?page_id=3435. Please note: this link  
  no longer works, but a PDF copy of the article can be obtained from me upon request. 

24  Ibid. 

 Figures 121–122 Kellie O’Dempsey and Michael Dick Under Arena 2015 (performance photographs).



132131 Figures 128–129 Kellie O’Dempsey and Michael Dick Under Arena 2015 (performance photographs).



134133 Figures 130–132 Kellie O’Dempsey and Michael Dick Under Arena 2015 (performance photographs).



136135 Figures 133–135 Kellie O’Dempsey and Michael Dick Under Arena 2015 (performance photographs).



138137 Figure 136 Kellie O’Dempsey and Michael Dick Under Arena 2015 (performance photograph).
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Figure 137 (left) Drawn to Experience V2, Exhibition catalogue.
Figure 138 (centre) Bill Platz Big Yawn—Urizen’s Beard 2015, Ink and thread on rice paper, dimensions 
variable. 
Figures 139–41  (right) Hannah Quinlivan, State of Suspension (with artist), 2015. Steel, PVC, nylon, salt and  
shadow, dimensions variable (2 km wire, 1.5 km nylon, 6.5 kg salt). 

8. Drawn to Experience V2 

Artists:  Gosia Wlodarczak (VIC/Poland), Entang Wiharso (Indonesia), Flatline (NSW), Hannah Quinlivan (ACT), Jaanika  
   Peerna (Estonia/NY), Mar Serinya (Spain), Lugas Syllabus + M.A. Roziq (Indonesia), Robert Andrew (QLD),   
   Nicci Haynes (ACT), Bill Platz (QLD), Kevin Townsend (USA), Jodi Woodward (NSW), Benjamin Sheppard   
   (VIC), Piyali Ghosh (India), Kellie O’Dempsey (QLD) 

Curated by Kellie O’Dempsey 

QCA Dates
Dates:   22 September–3 October 2015 
Venue:  POP Gallery, 27 Logan Road, Woolloongabba 4102
ANU Dates
Duration:  9–31 October 2015 
Location:  ANU School of Art Main Gallery 

This survey explored the expansive act of performance drawing—the act and action of drawing, its processes as theatre, 
line, motion and record, positing drawing within an interdisciplinary platform. The group exhibition consisted of works on 
paper, digital drawings, video and a live drawing performance. In conjunction with the Drawing International Brisbane (DIB) 
Symposium. Drawn to Experience V2 also toured to the ANU Gallery, Canberra. 

This photographic essay of this exhibition displays the diversity of form that performance drawing practice takes. Included are 
a series of images and descriptions from the catalogue.

See Appendix A 
for the catalogue. 

Drawn to Experience V2
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Figure 142 (left) Nicci Haynes, Etching performance at Mount Stromlo 2013, Filmed by Lomokino (hand-cranked camera) on 35mm slide film digitsed and housed in and wooden shadow box 24 cm 30 cm x 8cm (From the series Body language). 
Figure 143 (centre) Nicci Haynes Body language 1, 2, 2013, Photo–collage and  drypoint etching on paper x 18, ea. 17 cm x 22 cm.
Figure 144 (right) Jaanika Peerna Graphite Falls V 2015, Graphite and color pencil on Mylar Height variable x 90cm. 
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Gosia Wlodarczak Poland/Victoria, Australia

A Room Without A View 2013-14

Gosia Wlodarczak, (born Poland 1959), lives and works in Melbourne. Drawing is the basis 
of her practice, extending towards performance, interactive situations, installation, sound, 
photo and moving-collage; she refers to it as trans-disciplinary drawing. 

Wlodarczak has held over 50 solo exhibitions in Australia and internationally including: The Ice 
Cube, Frost Drawing for MSK Gent, Museum of Fine Arts, Ghent (2015) and Frost Drawing 
for the Museum, MCA National Museum, Szczecin (2013). Recent group exhibitions include 
Drawing Out, the Dobell Drawing Biennial, Art Gallery of New South Wales, Sydney.

Gosia Wlodarczak
A Room Without A View
2013-14
HD video, no audio, 
(concept, production 
and editing by Gosia 
Wlodarczak. Video 
recording by Zoe 
Kleeborn, Vanessa 
Gerrans and Gosia 
Wlodarczak)
18min 56sec
Photo-documentation: 
Longin Sarnecki
Courtesy the artist and 
RMIT Gallery, Melbourne

In 2013, between 10.30am and 5pm daily for 17 days, Wlodarczak was enclosed in a room 
inside a specially designed sensory limitation cube at RMIT Gallery in Melbourne. She drew 
without any exposure to the outside world, literally ‘drawing’ what she could see in the space 
around her. She used the language of drawing to investigate what she describes as “an 
ongoing search for the reassurance, for the ‘material proof’ of my existence”. Isolation can 
distort our everyday perception of time-space which Wlodarczak sees as always crossed/
overlapped with time-spaces of others. Short isolation staged within the project probed 
and examined the effects of loneliness within the drawing. It created a new drawn reality, as 
tangible as the line structure can be. 

The performance culminated in a large-scale (340 x 220 x 260 cm) immersive drawing 
installation, exhibited at RMIT Gallery in 2013. This is a short documentary of the A Room 
Without A View performance. 

Figure 147 Gosia Wlodarczak A Room Without A View 2013-14, HD video (Video recording by Zoe Kleeborn, Vanessa Gerrans and Gosia Wlodarczak) 18:56 min (video still). 

Figures 145–146
Robert Andrew 

Transitional text 
2015 

Electro-mechanical 
erasure machine, 

dimensions variable. 
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Figure 148 Piyali Ghosh, Kellie O’Dempsey and Michael Dick Before I leave (silent) 2016, video, 56:39 min (performance video).

9. Before I leave (silent) 

Event:  Before I leave (silent)
Artists:  Piyali Ghosh, Kellie O’Dempsey, and sound artist Michael Dick
Location:  POP (Post Graduate and other projects) Gallery, Woolloongabba, Brisbane
Date:   16 January 2016
Mediums:  charcoal on gallery wall
Duration:  1 hour

Contemporary artist Piyali Ghosh and I wanted to make a work together that did not require verbal language, but instead 
encompassed what we described as a “drawing conversation”. For one hour, we drew together on a blank white wall with 
charcoal. 

Starting at two separate ends of a 9-metre area, we entered the performance space. Piyali was in a black traditional Indian 
Sari and was barefoot, while I was in jeans, boots, and a long dress shirt. We drew towards each other to a live, percussive 
soundtrack from Michael Dick. As the marks on the wall became denser, the sounds become more prominent. 

Piyali, lost in making, almost danced in the intensity of her mark-making. I drew her hands and her body in the space. We 
almost ignored and erased what the other was doing; drawing, making, erasing the work and redrawing again, we worked 
together and separately, we were drawing, altering and changing.

The event was filmed with two cameras, playing with the concept of the horizontal and the evolution of the work. The video is 
black-and-white, and is an hour long, describing the building image and the separation in the dual screen presentation. 

There were some difficult aspects to this performance. Although we had a discussion of the score/progression of the work, it 
felt to me that this was immediately lost as we began. In losing the score during the performance, I had sink into the experience 
of drawing. I recall that it felt like we were two artists working independently on the same work without really conversing or 
taking into account what the other artist was doing or how the marks made could affect the work as a whole. We were two 
artists making two drawings instead of one. 

Emma Wright’s photographs captured this dance of drawing between Piyali and myself. The still images reveal four figures 
moving in space: two bodies and two shadows. From these images, the notion of existing together and practicing together 
in the same instance was possible. We could operate in togetherness in the same place within the same practice, within our 
difference.

https://vimeo.com/195723665


148147 Figures 149–154 Piyali Ghosh, Kellie O’Dempsey and Michael Dick Before I leave (silent) 2016 (performance photographs).



150149 Figures 154–158 Piyali Ghosh, Kellie O’Dempsey and Michael Dick Before I leave (silent) 2016 (performance photographs).



152151 Figures 159–161 Piyali Ghosh, Kellie O’Dempsey and Michael Dick Before I leave (silent) 2016 (performance photographs).



154153 Figures 162–164 Piyali Ghosh, Kellie O’Dempsey and Michael Dick Before I leave (silent) 2016 (performance photographs).
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The opening night featured live drawn projections on the façade of the gallery from the outside. As this work was on the street, 
it was accessible to gallery goers and passers-by, including those in vehicles. 

Using the throw of two large projectors, I was able cover a large portion of the buildings façade. Michael Dick had a sound 
system and played diddley-bow and electronic loops and samples in response to growing line and images. My digital 
drawings crept up and down the surface of the building, using the framework of the architecture and Brett Whiteley’s huge 
(and controversial) sculpture Black Totem II that towers higher than building. To be able to highlight and incorporate Whiteley 
into this event was fun and playful, creating a sense of theatre and truly incorporating the space. 

Using the tagtool software on the iPad, I was able to grow lines up and down the building like an expanding venous organism. 
My immediate gestural responses marking the building with the changing lines of width, colour and opacity paralleled Michael’s 
digital sound manipulation of an improvised yet responsive sound scape. David Birnbaum writes:

Today’s technologies are methods of extending the nervous system beyond the traditional confines of the 
human body. Occasionally they seem capable of altering the very core of experience: the perception of a 
continuous flow of events across time.30

Through this live rhythmic light and sound drawing, the Newcastle streetscape became otherworldly as the spatiotemporal 
shift slowly moved from the familiar, “altering the very core of experience” (as per Birnbaum’s quote) and one’s relationship 
to what was there. The brutalist architecture was distorted with moving hues, changing the texture of the building. People 
were laying on the grass, staring up at the transformation. Birnbaum writes, 

“Occasionally… [performance drawing projections] seem capable of altering the very core of experience: 
the perception of a continuous flow of events across time”.31 For me, the motion of the growing lines seemed 
to alter time and appeared to hypnotise the audience. We were transfixed. To break with the powerful linear 
conception of time as a line consisting of now-points seemed to require a spatialisation of a new kind.32

Through my research, I aim to investigate methods using digital technology, hand drawing, and manual dexterity to alter the 
spatiotemporal in order to galvanise the flow of the conscious present.

See the progression of the work to follow.

30  David Birnbaum, “Temporal Spasms: or, See You Tomorrow in Kiribati,” eflux journal, 2011, 14, http://www.e-flux.com/wp-content/   
  uploads/2011/01/Daniel_Birnbaum_Essay.pdf?b8c429.

31  Ibid.,13.

32  Ibid.

10. Just Draw, Newcastle and Bathurst 2016 

Event:  Just Draw
Artists:  Connie Anthes, Flatline, Hannah Bertram, John Bokor, Matilda Mitchell, Kellie O’Dempsey, Hannah Quinlivan,   
  Jeremy Smith, Jackie Stahel, Grant Stewart, Jane Theau and Paul White.
Curators:  Todd Fuller and Lisa Woolfe 
Location:  Newcastle Art Gallery, 6 February–1 May 2016 
  Bathurst Regional Gallery, 19 August–2 October 2016 
  
Just Draw was a group exhibition curated by Todd Fuller and Lisa Woolfe. It was a survey into the possibilities for contemporary 
drawing in Australia. Janet McKenzie wrote in her catalogue essay “Drawing is a verb”, thus describing this exhibition as “[not] 
merely the creation of illusion, but of psychological importance”; she noted that “the works of the artists in the exhibition here, 
curated by Todd Fuller and Lisa Woolfe, indicate the manner in which drawing has become an enabling activity”.28 

As a group show, Just Draw presented drawing as a diverse practice, and included performance, multimedia, installation, 
fictional archival displays, sculpture, dance, stencils, kinetics and robotics. This exemplifies performance drawing as an act 
that is not medium-dependent. It is instead varied, expansive, and interdisciplinary. 
The catalogue describes the show as follows: 

Drawing offers a conceptual wonderland allowing the practitioner to meander through a broad spectrum of 
ideas and concepts. From artists whose work could be described as a contemporary take on a classical 
methodology, to those who nudge the definition of ‘drawing’ beyond the realm of ‘marks on paper’.29

As a part of the show, I performed at the opening nights in both Newcastle and Bathurst.

A line in the night

Just Draw | Opening Exhibition performance
Artists:   Kellie O’Dempsey and Michael Dick 
   Newcastle Art Gallery  
Opening event:  Friday 19 February  
Duration:   One hour 

28  Janet McKenzie, “Drawing Is a Verb”, Just Draw, ex. cat. (Newcastle: Newcastle Gallery, 2016). Writer and artist McKenzie had published a 
  book on drawing a few years earlier, Contemporary Australian Drawings #1 (South Yarra, Victoria: Macmillan Art Publishing, 2011), as well 
  as an earlier survey of Australian drawing, Drawing in Australia, Contemporary Images and Ideas (South Melbourne: MacMillan, 1986).

29  Todd Fuller and Lisa Woolfe, “exhibitions,” Just Draw exhibition blurb, Newcastle Gallery, 2016, http://nag.org.au/Exhibitions/Current/  
  Archives/2016/Just-Draw. 



158157 Figures 165–169  Kellie O’Dempsey A line in the night 2016 (performance photographs).. 



160159 Figures 170–174  Kellie O’Dempsey A line in the night 2016 (performance photographs).



162161 Figures 175–176  Kellie O’Dempsey A line in the night 2016 (performance photographs).. 
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Figure 177 Kellie O’Dempsey and Vanghoua Anthony Vue TAPE on: a temporal collision of line 2016. Installation view. 

11. TAPE ON: a temporal collision of line

Artists:  Vanghoua Anthony Vue and Kellie O’Dempsey
Date:   24 February 2016
Duration:  3 hours
Location: Griffith University Galleries 
Medium: electrical tape and non-toxic citrus spray (cleaning 
fluid)
Title:   TAPE ON: a temporal collision of line

This collaborative drawing occurred at the intersection of the 
gestural, the geometric line and tape as live performance. It took 
place during the Griffith University Open Day at the South Bank 
Campus. The crowd was swelling and the outside glass wall of the 
Griffith Galleries was our drawing surface. 

Vue’s work has associations with popular culture and street art, 
bringing aspects of his Hmong heritage and the associated 
weavings into his designs. Vue integrates and recontextualises 
traditional patterns and textiles as an endless geometric pattern. 

Endeavouring to capture the moving figure as changing line in space 
and time, the figurative drawings I created from Vue’s straight lines 
responded directly to the passers-by, with gestural marks made 
according to their corporeal movements. Working simultaneously, 
Vue and I practiced in our individual methods, joining in a temporal 
conversation of line. Working in a flow state of reaction and 
response, we progressed down the wall. At unspecified stages, we 
invited the audience, who had gathered around us, to participate 
in the ‘experience’ and ‘exchange’ of the practice. We directed 
these participants where to extend the drawings. The photographic 
essay below illustrates the 3-hour work from start to finish, including 
returning the glass wall back to its original tape-free surface. 



166165 Figures 178–181 Kellie O’Dempsey and Vanghoua Anthony Vue TAPE on: a temporal collision of line 2016 (performance photographs). 



168167 Figures 182–183 Kellie O’Dempsey and Vanghoua Anthony Vue TAPE on: a temporal collision of line 2016. Installation view. 



170169 Figures 184–185 Kellie O’Dempsey and Vanghoua Anthony Vue TAPE on: a temporal collision of line 2016. Installation view. 
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During these arranged scores, we worked in our preferred mediums without verbal communication. Together, we interrogated 
improvisational lines, sound, and movements of what is seen and unseen within a small space. This fluid corporeality36 suggests 
that the interplay between psychic constructions and social forces can have positive effects.37 I began to attempt to see as 
Sarah does; while Sarah moved to the music and the sound of the chalk on the wall, Michael followed and responded to our 
movements with sound, and Fiarrah photographed it all. 

In a vulnerable and intimate setting such as this, the presence of a photographer or camera can often be disruptive. However, 
Fiarrah has a non-disruptive and supportive energy that is rare. As a team, we could take our modalities into the performance 
space to play and respond to the evolution of the work in real time. 

36  Rachel Fensham, “Beyond Corporeal Feminism: Thinking Performance at the End of the Twentieth Century,” Women: A Cultural Review 16, 
  no. 3 (Aug 2006): 284–304. doi:10.1080/09574040500321354. Rachel Fensham here writes”…a fluid corporeality is a means of thinking the 
  inside and the outside of the subjectivity of a performing body, as both its ontology and epistemology” (290). 

37  Ibid., 291.

Figure 186 Michael Dick, Sarah Houbolt and Kellie O’Dempsey unSeen (confined space) 2016 (performance photographs).

12. unSeen, collaboration with Sarah Houbolt and Michael Dick

Event:     unSeen (confined space)
Artists:     Sarah Houbolt, Kellie O’Dempsey and Michael Dick, 
Photo and videographer:  Fiarrah Poole
Location:     Metro Arts, Professional Development Residency, Brisbane
Dates:     21–27 March 2016 

Experiences of ‘being with’ are predicated on a continually evolving awareness of difference, on a sense of intimacy felt 
as occurring between ‘the two of us’. The fact that self and other are not merged is precisely what makes experiences of 

merging have such high emotional impact.

––Jessica Benjamin33 

unSeen (confined space) was a creative development. The cooperative team grew out of Sarah Houbolt’s and my desire 
to work together after meeting at Corner Dance Lab,34 with the first realisation of this project unfolding through a residency 
at Metro Arts, Brisbane. Initially, Sarah and I intended to develop a series of video works that would investigate notions 
of difference and the unique body. Our investigation expanded after being in the studio together, jamming with Michael’s 
responsive sound, and video experiments filmed by Fiarrah Poole. 

Through the collaborative encounter in the studio, a new understanding of the lived body was experienced through performance.
Sarah is a physical theatre and circus professional; she has worked with Vulcana Women’s Circus, Cirque du Soleil, and 
Integrated Dance Australia. Sarah’s work addresses concepts of access and assumptions around physical and sensory 
perception and is based on her experience of a being partially sighted female, 144cm tall, and having been born with the rare 
Hallermann–Streiff syndrome which affects her bone structure. 

Working with an experienced performer such as Sarah who has acute senses highlighted this collaboration as a multi-sensorial 
instinctual corporeal experience. During our time in the basement studio at Metro Arts, we set a series of sensory games 
of call-and-response, exploring perception and play through drawing, movement and sound. Elisabeth Grosz asserts that 
“bodies are not inert; they function interactively and productively. They act and react. They generate what is new, surprising, 
unpredictable.”35 Using drawn lines, body gestures, digital projection and sound design, performance and play would initiate 
improvised feedback loops that informed an unwritten script. 

33  Jessica Benjamin, The Bonds of Love: Psychoanalysis, Feminism and the Problem of Domination (New York: Pantheon Books, 
  1988), 47. 

34  Corner Dance Lab is a week-long collaboration between Philip Channells (Dance Integrated Australia) and is based around a    
basic philosophy of utilising communication as a creative tool and provides access and opportunity for people with physical, 
  sensory and learning impairment and Indigenous artists to extend their practice with professional artists and choreographers.

35  Elizabeth Grosz, Volatile Bodies: Toward a Corporeal Feminism (St Leonards, NSW: Allen and Unwin, 1994), xi. 
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Part 2
This part involved drawing on the black wall of a confined space with white chalk. During this filmed performance, I walked 
against the wall and began to draw on it. Sarah moved into frame and followed the sound of the chalk moving across the black 
wall very closely. Michael responded, improvising on the diddley bow. My mark-making responded to Sarah’s gestures and 
movements, and in turn she reacted physically to my movement and the sounds in space. We were entangled in a fluid call-
and-response.

The unSeen (confined space) development resulted in three stages/parts:

Part 1 
Sitting on the floor together, using iPads as video recording devices, I attempted to see as Sarah sees, like the partially blind. 
I held the lens of an iPad closely to Sarah’s body, with my face close to the screen. Together using iPad as seeing devices, 
we scrutinised and filmed each other’s skin, hair, face, and body up close. These images were subsequently projected onto 
the brick walls behind us. These projected images of our bodies, as second-order works, also had the brick pattern. Playing 
live with percussive sounds, Michael responded directly to the moving bodies and the close-up projections with an aural 
sensitivity.

Figures 187–189 Michael Dick, Sarah Houbolt and Kellie O’Dempsey unSeen (confined space) 2016 (performance photographs).



176175 Figures 190–192 Michael Dick, Sarah Houbolt and Kellie O’Dempsey unSeen (confined space) 2016 (performance photographs).



178177 Figures 193–195 Michael Dick, Sarah Houbolt and Kellie O’Dempsey unSeen (confined space) 2016 (performance photographs).



180179 Figures 196–198 Michael Dick, Sarah Houbolt and Kellie O’Dempsey unSeen (confined space) 2016 (performance photographs).



182181 Figure 200 Michael Dick, Sarah Houbolt and Kellie O’Dempsey unSeen (confined space) 2016 (performance photograph).

Part 3
I moved back to use a digital drawing tool to project onto the facing 
wall.. As the lines appeared, the sound started again and Sarah 
moved closely to the wall again to see the moving light. The light 
distorted and moved with gesture and sound. The chaos of line, 
sound and movement accumulated into a stimulating barrage. 
Suddenly, everything stopped. One white line appeared in the 
darkness, locating Sarah; she calmly followed it off stage. 

In producing this performance work, the space and location inevitably 
informed the title and the work as we moved from the main studio 
to the small black-painted space between the rooms. This directly 
affected the trajectory of the performance and the use of white chalk 
on a black surface, which also had an auditory quality. The production 
of this development created a shared cohesive working space that in 
turn enabled collaborative encounters of varied practices to intersect 
to make and inform new work. This is an ongoing project that we 
have proposed to continue into a video and performance work.

Figure 199 Michael Dick, Sarah Houbolt and Kellie O’Dempsey unSeen (confined space) 2016, 
video, 12:31 minutes (performance video).

https://vimeo.com/175623534


184183 Figures 201–203 Michael Dick, Sarah Houbolt and Kellie O’Dempsey unSeen (confined space) 2016 (performance photographs).
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Figure 204 
Michael Dick, Sarah Houbolt and Kellie O’Dempsey 

unSeen (confined space) 2016 (performance photograph).
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Figure 205-207 Kellie O’Dempsey NRC Silver Jubilee Projections 2016 

(performance photographs). 

13. Silver Jubilee - NRCM, Lismore
Event:  NRC Silver Jubilee Event
Artists:  Kellie O’Dempsey
Date:   15 October 2016
Location: Northern Rivers Conservatorium of Music, Lismore NSW, Commissioned by the Lismore Regional Gallery 
Medium: Tagtool projections
Duration:  Two hours

I was commissioned to create a live drawn Tagtool projection as a part of the program celebrating the Northern Rivers 
Conservatorium Silver Jubilee. NRC alumni and teachers, local musicians and community performed with guest conductor 
Richard Gill. 

Presented by Lismore Regional Gallery, this event exhibited the current Conservatorium building’s use for over 100 years, and 
its great significance to generations of Lismore families. These community projects, where drawings are made in public, allow 
the capacity of projection to transmit and exchange the responsive ideas of the artist in real time. 

My workstation was at a distance from the projection surface (a three-
storey building), located on the back of a utility vehicle so that I could 
see over the audience to the building’s surface. Challenges came with 
the realisation that drawing small slow lines, around 2 or 3 centimetres 
in length, on the iPad translated into fast lines of several metres on 
the building. This spatiotemporal encounter challenged the physicality 
of drawing. My action was restricted. Drawing in response to the 
music, I had to be very careful as each mark I made had a immensely 
amplified response. As a result, I made the lines that were simple, 
playful and bold. In recalling Canadian animator Norman McLaren’s 
direct animation process, immediacy and kinaesthetic flow took hold.38 

38  Canadian animator Norman McLaren (1914–87) extended the boundaries of film and sound through innovative techniques of scratching tiny 
  images directly onto the frames of 16 or 35mm film in developing animated films. Due to the tiny size of the drawing area, the image could 
  only be very simple. “Slight mis-registrations from one image to the next are unavoidable and when the moving image is projected, it 
  trembles. Rather than seeing this as a flaw, this so-called ‘boiling’ gives the image energy, an enhanced liveliness.” “Norman McLaren: 
  A Late, Great Animator Now Drawing Applause,” The Conversation, 24 June 2014, https://theconversation.com/norman-mclaren-a-late-
  great-animator-now-drawing-applause-27506.
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190189 Figures 208–210 Kellie O’Dempsey NRC Silver Jubilee Projections 2016 (performance photographs).
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192191 Figures 211–213 Kellie O’Dempsey NRC Silver Jubilee Projections 2016 (performance photographs). 
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Figures 214–218 Kellie O’Dempsey NRC Silver Jubilee Projections 2016 (performance photographs). 
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Figure 219 

Kellie O’Dempsey NRC Silver Jubilee Projections 2016 (performance photograph). 

Image removed due to copyright
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Figure 220 Kellie O’Dempsey, Luke Jaaniste and Megan White Lightening Field 2016 (performance photograph). 

Megan slowly emerged from the fabric mound, a semi-naked body of white powder, while Luke’s sound grew literally into 
reverberating screams. Unfortunately, some people had to leave the space as the sound became unbearably loud and 
intense. In the state of performance, I did not notice the volume. I drew digitally on the walls, on Megan’s jerking body, on 
Luke, then I physically entered the centre of the performance space with a bucket and a giant brush. Using the ink-covered 
brush, I drew on the wall, then on Megan. Megan’s body moved and shook as the lines, light, and sound built in intensity until 
she left the space. The performance as a whole was like a slow-acting explosion. This fully immersive performance installation 
built into an intense sound and vision cacophony. Post-performance, Megan had no recollection of me being in the space or 
drawing ink all over her body.

14. Lightening Field  

Event:  Presented by Laundry Artspace at BARI (Brisbane Artist Run Initiatives) Festival
Artists:  Kellie O’Dempsey, Luke Jaaniste (sound artist) and Megan White (Butoh performer) 
Location:  Empty/unused warehouse, Newstead, Brisbane
Date:   20 October 2016
Duration:  Forty-five minutes

Lightening Field was a collision of the moving body, sound, and digital drawing as a performance experiment. This was a first-
time I had collaborated with the directors of the Theatre of Thunder, installation Butoh dance artist Megan Janet White and 
sonic artist Luke Jaaniste. These two artists have many years of artistic practice together. 

Presented by Laundry Artspace, the location was described as “a disheveled warehouse space in Teneriffe, amongst the 
grime of disused floors, the grift of recent graffiti, and the darkness of night”.39 This combination of the three practices took full 
effect as a slow-building immense organism.

The three of us had only one meeting at the site where we jammed in an impromptu set of dance, music, and projection. 
The outcome was exciting, a fluid meshing that enabled us to arrive at a framework for the actual performance, according to 
the space and limits of the practices. We had discussed a score that was activated through improvised performance. From 
this discussion, Megan devised a Butoh Fu; a Fu is words or notation that stimulates the Butoh performer’s choreographed 
movement.
 
For the performance event, the graffitied walls were covered in butcher’s paper, neutralising the space for projection. Both 
Luke and I had our workstations and equipment set in the performance area. I was on the ground with two iPads and knee 
pads as I had to negotiate between two drawing stations. 

In the semi-dark (as there were lights on in the hallway), a mound of dirty tulle and fabric crawled along the floor like a limbless 
creature; under it was Megan. It took about 15 minutes for Megan to crawl into the performance space, which was done 
without sound or projection. Peter Fraser made the following observation about the piece:

Working in flowing concentration of action and awareness, the work evolved over forty-five minutes whereupon 
sound, line and movement increased incrementally until reaching an intense cacophony of chaos. The 
improvisation is sustained by constantly renewing these acts of attention to the body’s states and processes.40

39  Excerpt from exhibition blurb from Laundry Artspace website, https://thelaundryartspace.wordpress.com/2016/10/19/lightening-field/.

40  Peter Fraser, “Gaps in the Body: Attention and Improvisation,” Brolga: An Australian Journal about Dance 40, 1 March 2016, available at   
  Ausdance, http://ausdance.org.au/articles/details/gaps-in-the-body-attention-and-improvisation.



200199 Figures 221–222 Kellie O’Dempsey, Luke Jaaniste and Megan White Lightening Field 2016 (performance photographs). 



202201 Figures 223–226 Kellie O’Dempsey, Luke Jaaniste and Megan White Lightening Field 2016 (performance photographs). 



204203Figures 227–228 Kellie O’Dempsey, Luke Jaaniste and Megan White Lightening Field 2016 (performance photographs). 



206205 Figures 229–231 Kellie O’Dempsey, Luke Jaaniste and Megan Whitre Lightening Field 2016 (performance photographs). 



208207 Figures 232–234 Kellie O’Dempsey, Luke Jaaniste and Megan White Lightening Field 2016 (performance photographs). 
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The initial performance was made with musical guests 
Ben Gerstein (trombone), Mike Pride (percussion) 
and Jonathan Moritz (saxophone), who improvised 
with Jennifer and me, creating an intense evolving 
exchange of drawing, sound, and movement. The 
final performance featured the M.A.N.I.A.C. Empire, a 
Latino hip-hop outfit from New Jersey, who performed 
a traditional band set within our installation as we drew 
digital projections.

A dedicated drawing gallery for over twenty-five years, 
Kentler International Drawing Space is a repurposed 
sculpture studio once used for metal work. The space 
has remnants of a pulley system in the roof and steel 
sheets for the floor. We prepared surfaces with blank 
paper, sheer fabric, and we mounted projectors and 
made designated digital workstations. Jennifer had 
worked on a large-scale charcoal drawing on paper 
of lines reminiscent of a loose ball of wool or tangled 
yarn, which was installed in the space to punctuate 
our future making.

Our intention was explained thus: 

Performing a dialogue of drawing and sound, in an organized and considered improvisational environment, 
lines and form will move on, over and through opaque and transparent surfaces. The artists will move around 
and with the audience, in a drawn game of call and response.43 

Accomplished contemporary jazz musicians, Ben Gerstein, Mike Pride, and Jonathan Moritz, whom I had worked with before 
in New York, played on opening night. We sourced a videographer and photographer to playfully record the work. Together, 
we had discussed a trajectory for the performance.

What will remain will be a mapping of performance and cultural exchange. For those present … they participate 
in an unfolding collaboration that is both experiential and inclusive. Together artists and audience will bear 
witness to an evolving work of light, paper, surface and mark.44 

43  Ibid.

44  Ibid.

15. Resistance Movement 

Event:     Resistance Movement
Artists:     Kellie O’Dempsey and Jennifer Wroblewski 
Location:     Kentler International Drawing Space, Brooklyn, New York
Date:      15 January–19 February 2017
Opening night performance:  Kellie O’Dempsey (artist) and Jennifer Wroblewski (artist); Ben Gerstein (trombone), Mike   
     Pride (percussion), Jonathan Moritz (saxophone)

The following descriptions of the exhibition are heavily dependent on Charlotta Kotik’s catalogue essay “Drawing in the Time 
of Resistance”, written specifically for the exhibition (see Appendix). Charlotta Kotik is Curator Emerita of Contemporary Art at 
the Brooklyn Museum and an independent curator based in Brooklyn, New York.

See Appendix C for catalogue.
This work was originally titled Discotheque, and the preliminary idea Jennifer 
Wroblewski and I had was to frame the gallery as a liminal environment and space 
of unrestraint, where the goal was pleasure through movement, and where the 
democratic practice of social dance would render all who entered equal and allied.41 

Recognising that music and movement are both essential parts of our making, Jennifer 
and I conceived this collaboration after we met in at Draw to Perform 2 in London. 
We proposed a work in the dedicated drawing space Kentler International Drawing 
Space, Brooklyn, New York. 

Envisaging drawing dancing lines of light and charcoal as performance, we hoped that 
Discotheque would entice people into the space not unlike a dance floor. However, as 
the exhibition date came closer, so did the 2016 US election and the reality of Donald 
Trump as the US President. Through email discussions, Jennifer expressed her need 
to create something politically charged, so we agreed to change the title of the work to 
Resistance Movement. It was imperative to activate the gallery as a gathering space 
but the significance and contextualisation of co-movement expanded from being 
purely pleasurable toward the formulation of the socio-political statement.42 With the 
new sense of gravity towards equality through live artistic sharing and practice, we 
made decisions to use live-generated sounds instead of recorded dance music. 

41  See Charlotta Kotik, “Drawing in the Time of Resistance,” Resistance Movement, ex. cat., last modified January 2017, http://www.kentlergallery.
  org/Detail/events/306. 

42  Ibid. 

353 Van Brunt Street, (Red Hook) 
Brooklyn, New York 11231
718.875.2098 
info@kentlergallery.org 
www.kentlergallery.org

 
Kentler International Drawing Space, founded by two artists in 1990, is 
a nonprofit organization dedicated to bringing contemporary drawings 
and works on paper by emerging and underrecognized national and 
international artists to the public, and to providing the opportunity to 
experiment, explore and expand the definition of art in society. Kentler 
programs: Exhibitions & Events; the Kentler Flatfiles; K.I.D.S. Art Education.

Exhibitions, events and public programs are made possible in part 
with public funds from: National Endowment for the Arts; The New York 
State Council on the Arts with the support of Governor Andrew Cuomo and 

the New York State Legislature; The New York City Department of Cultural Affairs in partnership with the City Council. Other Supporters Include: The 
Fort Trustee Fund, CFCV; Heckscher Foundation for Children; The Thompson Family Foundation; Lily Auchincloss Foundation; The Athena Foundation; 
The Gifford Foundation; Postindustrial Productions Inc.; MVS Studio Inc.; Movers Not Shakers; Epson America Inc.; Materials for the Arts, NYC 
Department of Cultural Affairs /NYC Department of Sanitation/ NYC Department of Education; the many valued artists, friends & supporters of the 
gallery. Special thanks for pro-bono legal advice: Lawyers Alliance for New York. http:// www.kentlergallery.org/support.html

Designed by riveredgedesign.net

January 15 - February 19, 2017 

First Performance & Opening Reception:  
Sunday, January 15, 4 - 7pm
with musical guests Ben Gerstein (trombone),  
Mike Pride (percussion), and Jonathan Moritz (saxophone)

Final Performance & Artists’ Talk: 
Saturday, January 28, 4pm
with musical guest M.A.N.I.A.C. Empire

Performance stills:  
O’Dempsey and Wroblewski, Resistance Movement, Kentler International Drawing Space, January 15, 2017
Photo credit: Silvia Forni; musicians: Ben Gerstein, Mike Pride, Jonathan Moritz

Figure 236 Resistance Movement, Exhibition 

catalogue.

Figure 237  

Kellie O’Dempsey and Jennifer Wroblewski Resistance Movement 2017 (performance photograph).
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I moved to the digital station to grow the environment through projection. This caught the audience by surprise. It coincided 
with Jennifer taking off her blindfold for a moment, and returning to concentrate on one sheet of paper with sweeping long 
gestural lines that extended through the expanse of her arms. She was in state of ‘readiness’, termed by Tony Orrico as “the 
sustained application of a present body to plane, object or course”.46 Jennifer explored the subtleties of repetition, body 
extension and movement while tracing her course; we all shared that course through witnessing her trajectory, movement and 
mark. 

Meanwhile, the musicians teased us with their sounds, appearing to almost explode as minimal tones seeped out from their 
horns. We were never sure when sounds would be emitted. The videographer’s work shows a game, which he participated in, 
revealing and concealing the action in his final video. There was a direct spirited game of drawn line, sound and movement 
between Ben and myself. I was standing on a paper scroll on the ground using an extended inked brush, the gyrating 
trombone began to move on the paper and Ben moved closer to the ground.
 
In this work, experimentation was visual and audible. At one stage, Ben used a mouthful of water to make animated gurgling 
tones through the trombone, scraping it on the steel floor, putting mechanical bells in the horn. Having taken her blindfold off, 
Jennifer wore it as a headdress and, with concentration and long sensuous strokes, she built on her large drawing. Sight is one 
sense that we use to negotiate and communicate shared space, and it constantly reminds us of what materials are tangible 
or what constructs are in place.47 In repetitive succession, digitally drawn, big black strokes, red fine lines, and bundles of 
animated black scratches cascaded down the wall. The pace, the energy, and the drawing was intensifying. The digital 
projections on timed loops transformed the architectural shape of the gallery. 

As we had previously arranged, the third musician, Mike Pride, 
arrived—almost in the middle of the performance—and began to 
set up his drums. Again, the process of arriving and preparation 
were percussive, witnessed, and integrated as performance. This 
addition took the performance to a different level again. I made 
large red lines of light that animated throughout, altering the white 
paper-covered walls. Lines were proliferating on the surfaces of 
the space as it was becoming filled with sounds. 

Jennifer and I looked to each other and indicated that it was time 
to depart the performance space. The projection was looped and 
the musicians continued to play without us. About five minutes 
later, each of the musicians began to wind down to silence.

46  Performance drawing artist Tony Orrico discusses his Penwald Drawings, a series of bilateral drawings, in his article “Voyage of the Transfer,” PAJ: A   
 Journal of Performance and Art 36, no. 2 (May 2014): 6–9.

47  Ibid., 6.

Opening night performance

As the audience arrived, we began quietly milling around the space, preparing drawing materials and revealing the preparation 
as performance. Jennifer blindfolded herself, and began to slowly and hypnotically draw as she walked around the walls 
of the installation. I began drawing on the steel floor with white chalk using extensions made from bamboo. Without being 
overtly theatrical, we were together and individually mapping our cohabitative space. Ben and Jonathan began putting their 
instruments together as a sound work, playing their instruments unassembled, scraping and tapping them on the metal floor. 
The sounds called the audience from the foyer of the gallery toward the Happening.45 I drew on the floor around the musicians 
with a steady but focused pace, conjuring them into the space.

Jennifer kept a gentle rhythm, marking the wall from left to right then right to left, working herself into a trance (which she 
verbalised to me later). I began to draw Ben and Jonathan figuratively on the large papered sidewall. The horn sounds 
responded gently to the rhythmic length of the movement of my stroke as I drew both Ben and Jonathan. They had an aural 
relationship, their communication one that comes with years of playing together.

Our figures collectively moved through the three-dimensional composition of white lights and rectangular planes of paper that 
were being woven with black, lyrical gestures of charcoal. Our bodies made more drawings as shadows floated across the 
semi-transparent fabrics. Negotiating a shared space, like an incantation, we awakened the space.

The sounds sometimes appeared yielding but strained. The musicians physically performed tension; on occasion, it looked 
like they were trying hard, with puffed out cheeks, red faces, only to make the softest of sound. 

45  Kaprow’s “happenings” were explained in Chapter 2. 

 Figures 238–239  Kellie O’Dempsey and Jennifer Wroblewski Resistance Movement 2017 (performance photographs).

 Figure 240  Kellie O’Dempsey and Jennifer Wroblewski 
Resistance Movement 2017 (performance photographs).



216215  Figures 241–242  Kellie O’Dempsey and Jennifer Wroblewski Resistance Movement 2017 (performance photographs).



218217  Figures 243–248  Kellie O’Dempsey and Jennifer Wroblewski Resistance Movement 2017 (performance photographs).
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 Figures 249–252  Kellie O’Dempsey and Jennifer Wroblewski Resistance Movement 2017 (performance photographs).
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 Figure 253  Kellie O’Dempsey and Jennifer Wroblewski Resistance Movement 2017

 (performance photograph).



224223  Figures 254–255 Kellie O’Dempsey and Jennifer Wroblewski Resistance Movement 2017 (performance photographs).
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Post-performance 
The opening performance was photographed by Sylvia Fornia and filmed by Gustavo Andrade. We sourced these 
artists from friends in Brooklyn and had meetings in the gallery space before the event to discuss details. The 
documentation and the large-scale drawings that were made during the performance were to remain in the space 
as a trace of the opening event. 

The next day, a series of the photographs were selected as an indexical trace of the performance, and were 
projected back into the gallery and onto the space and the works from where they were originally captured. The 
selected photographs were chronologically cycled, re-inserting the performance back into the original space. This 
re-inventing of the live performance considers the remediated performance as a new state of live engagement for 
the new viewer.

At the opposite end of the space where we performed, we projected Gustavo’s chronologically and playfully edited 
footage of the performance into the corner. The image was small and distorted, approximately 45 x 30cm. This was 
not a re-staging but a type of re-generation through remnants and remediation. 

Together, the photographs and the video were a re-generation that remodelled the performance traces of random 
audio, drawings in process, textured line work, silhouetted figures with instruments, and dramatic lighting states 
as feedback into the performance space. Since the re-projected images were floor to ceiling, they created an 
illusion of depth and the traces of ghostly figures moving through space dissolving and expanding the walls. As an 
animated collage or montage, the original performance was reborn with new spatiotemporal affects, distorting the 
original architecture, drawings and photographs. 

This cooperative work was a subtle retort to the intolerance and disconnectedness that was being expressed 
socio-politically in the United States at the time. Kentler Gallery in the Resistant Movement catalogue, described our 
work as follows: 

The current iteration, Resistance Movement, explores themes of communication, transcendence, 
alliance and solidarity. The title refers not only to group protest, but to the mechanics of drawing 
itself. Here O’Dempsey and Wroblewski use the immediacy of drawing and performance to mediate 
the intimate and shared experiences of time and place.48

As a gathering for unity and diversity, Resistance Movement became a constantly evolving work. This continued to 
re-generate post-performance through looped video installation. In the final performance, the M.A.N.I.A.C. Empire, a 
young Latino hip-hop outfit from New Jersey known for their politically charged lyrics addressing homophobia 

48  See the description of the exhibition catalogue from Resistance Movement, on the Kentler Drawing website, http://www.  
    kentlergallery.org/Detail/events/306.

and racial tension in the United States, performed a set of tracks within our installation. This event was after the presidential 
inauguration. 

Resistance Movement was a performance work that celebrated inclusive art making as a peaceful public performance protest. 

But even in those art forms where the dimension is mainly temporal, as in music or a novel, the feeling you 
have when the performance comes to an end, or when you put the book down, depends on the ability of the 
artist to draw the threads together and create a resolution that, for a while, lifts you out of time, into a kind of 
space, drawing on that shared sphere of existence that is human freedom.49 

 

49  Tallis, Summers of Discontent: The Purpose of Arts Today, 144. 

 Figure 257  Kellie O’Dempsey and Jennifer Wroblewski Resistance Movement 2017. Installation view.

Full Length performance video
Click Here

https://vimeo.com/213780126/8013bc7c87
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In concluding this chapter I have substantiated the key elements in performance drawing. By outlining the methodology of my 
practice-led research, I have identified and positioned this project through an analysis and digital documentation of my own 
practice. The summaries of the performance drawings I have executed and presented during this project were developed at the 
intersection of site, collaboration, drawing, and projection for an audience. Through these artworks, I have revealed the active 
relationships between the primary elements in this taxonomical enquiry. Each of these elements, the—act, witness, experience, 
and exchange—was developed through a procedure of criticality and a consideration of the specifics of each of the events. This 
has occurred not only through the act of drawing and the audience/witness relationship, but also through expansion of the other 
elements, specifically in the shared conscious experience of the act of making. 

The performance works developed inclusive encounters in an attempt to provide a transformative experience. Through performance 
drawing, I endeavour to stimulate co-present events that generate an immersive space for the audience and myself, so that we 
might be drawn toward a more conscious state of presence. 

 Figures 258–259  Kellie O’Dempsey and Jennifer Wroblewski Resistance Movement 2017. Installation view.
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It might not seem surprising that when Rose surveyed the field of international drawing from 1955 to 1975 in 1976, 
she missed the formative performance drawing work by Carolee Schneemann, Up to and Including Her Limits 
(1973–76) since Rose would have been blinkered by the view from the bastion of Modernism that demanded 
form over function for a work on paper. In other words, it was the corporeal as much as the political aspect of 
Schneemann’s performance drawing that made it invisible to Rose. One can be less sanguine about the exclusion 
of performance drawing by Hoptman in her decidedly Postmodern survey, since she acknowledged that “video, 
film and performance have burst the boundaries of their traditional definitions”3 but it seems she was unwilling to 
countenance their intrusion into the categorical field of marks on paper, especially considering Catherine de Zegher 
had produced the exhibition and publication Performance Drawing in 2001 at the Drawing Center in New York, as 
I noted in Chapter 2.

The taxonomy I have outlined in this exegesis posits performance drawing as an interdisciplinary performance 
practice that favours the sociability and temporality of performance over the traditional concept of drawing as a 
distillation of biographical insight or revelation. Even so, I have made the act or process of drawing the first of my 
taxa to capture the potent historical conception of drawing as an intellectually projective, sensually, or actively 
descriptive expression of human consciousness. However, in the traditional approach to understanding drawing, 
the act of drawing has been retrospectively ‘read’ from the artefact as index, in an act of contemplative recreation 
or reimagining. This process was well articulated by John Berger, as I outlined in the Introduction and Chapter 1.3.

By adopting the witness as the second taxon, I replace this traditional presumption of an informed but impassive 
‘viewer’, since in performance drawing, the audience is to varying degrees intimately involved in the creation of 
the final drawing. As I outlined in Chapter 1.2, performance discourse offers ways of understanding the role of the 
spectator or witness in relation to liveness, aliveness, and audiencing. Yet, while it is true to say that the audience 
activates all performance work to some degree, it is important to note that performance drawing is made a special 
case by the long-established and potentially innate status of mark-making as a primary non-discursive form of 
expression and communication. The artist is ‘in’ the drawing, but so is the audience. This is significantly the point 
of the third taxon, experience, since unlike the pre-emptively planned encounter between performer and audience 
in much performance art, the performance drawer shares their reaction to the immediate physical and temporal 
environment with their audience who can collaborate in this process. Moreover, the fourth taxon, exchange, which 
encompasses this encounter also highlights the role of formal collaborators such as musicians, dancers, or other 
artists. 

3  Ibid.

Conclusion
My quest to frame the elements of performance drawing has been presented as a taxonomic exercise rather than 
any proscriptive attempt to establish a lexicon or definitional vocabulary. A taxonomy always promises more that 
it delivers since it gives seeming order, as classification, to what is often an arbitrary catalogue or grouping of 
attributes. However, I do not see this as a limitation for my purposes since this flawed illusion of precision highlights 
the indeterminacy of the practice of performance drawing as it identifies specific key attributes or elements to 
be used in qualitative discussion. The analysis of each performance drawing work in this exegesis was aimed to 
support the commonality of attributes identified in my taxonomy, but the examples equally serve to underscore the 
specificity of each particular performance work. 

The taxa or identifying elements of act, witness, experience, and exchange are intentionally generic, at least in 
the sense they are not exclusively associated with drawing or necessarily with performance work. As a result, they 
obviously needed much elaboration, as outlined in Chapter 1. Nevertheless, the expansive interpretation of each 
taxon served to confound the usual binaries that are used to define drawing, especially the now common division 
of process and artefact as verb and noun. 

This particular verb/noun categorisation was first promoted by Laura Hoptman in 2002 to differentiate her Drawing 
Now exhibition at MoMA from the 1976 MoMA show by Bernice Rose with the same title. A comparative glance 
through the two catalogues today reveals the only major distinction between them is that representational drawing 
replaced abstract drawings. The passing of time has also softened the claims made by both Hoptman and Rose 
for their identification of a radical re-evaluation of traditional drawing. Although Hoptman was less emphatic than 
Rose in promoting the autographic role in drawing, they both assumed or privileged the singularity of artist and 
viewer and solitude for the act of drawing. In the publication that supported Hoptman’s exhibition Drawing Now: 
Eight Propositions, the works were grouped together under eight categories to create “a kind of taxonomy of current 
drawing, not only singling out the significant techniques and genres of the past several years but proposing a 
way to look at the field’s recent history”.1 This taxonomy did not include performance drawing and although her 
conclusion mentioned “the performative” in relation to drawing, the majority of categories were pre-existing graphic 
modes, such as comics and architectural drawings that did not in real terms emancipate the process of drawing as 
Franz Ackermann noted at the end of the catalogue.2

1  Laura Hoptman, Drawing Now: Eight Propositions (New York: Museum of Modern Art, 2002), 12. 

2  Franz Ackerman, cited in ibid., 167. 
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Raymond Tallis has noted that aesthetic experience today is inescapably episodic since we encounter art as a 
transcendent moment within the succession of ordinary conditions of life. He defines one of these moments:

So, although art attempts the perfection of consciousness in the perfection of the moment, this 
perfection partakes of more than the moment. There are the objective elements of structure which 
reach across the work, which outlast the moment, and out of the work or genre to which it belongs. 
These alone ensure that the work points beyond the recipient and transcends the moments of 
[their] experience.4

Berger made the case that traditional drawing can be a transcendent act of becoming, as discussed in Chapter 1; 
however, this attempt by Tallis to find a contemporary, rather than universal, understanding of the purpose of art 
offers a compelling explanation for the emergence of performance drawing. The ecstatic experience of a sixteenth-
century connoisseur examining a Rembrandt drawing of the Crucifixion, for example, may not be different by type or 
degree to the transcendent moment experienced by a participant or witness during a performance drawing, but few 
would attempt to argue that the Rembrandt drawing could offer the same experience today in a world dominated 
by the secular screen image. 

4  Raymond Tallis and Julian Spalding, Summers of Discontent: The Purpose of the Arts Today (London: Wilmington Square Books, 2014), 92.
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Surveying drawing and performance this survey explores the act and action of drawing, its 
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Entang Wiharso Java

Eating Identity 2008

Entang Wiharso was born in 1967 in Tegal, Central Java. He studied painting, graduating from 
the Indonesian Institute of Arts in Yogyakarta in 1987 and is widely regarded for his dramatic 
visual language which draws on popular culture and ancient mythology to create unique 
images of contemporary life. A recipient of numerous awards and residencies including a 
Pollock-Krasner grant, a Copeland Fellowship at Amherst College, a summer residency at 
Robert Wilson’s Watermill Center and a residency at Singapore Tyler Print Institute, he has 
exhibited throughout the world and represented Indonesia in major international biennales.

Entang Wiharso
Eating Identity

2008
Performance at The Third Space: Cultural Identity Today 

Mead Art Museum, Amherst, MA, USA
Photos courtesy of Charles Quigg

This work is a study of the acceptance and rejection of identity. Stenciling and food are 
key elements in the performance and are used to introduce an identity. The performance 
is a response to my experiences as a stranger in my second home in the U.S. and my 
wife’s similar experiences in Indonesia, where we have sometimes been random victims of 
stereotyping by the majority.  Despite the fact that this is an infrequently experienced state, 
I have nevertheless become obsessed with trying to figure out its roots and strategies for 
settlement. Misunderstanding, lack of knowledge and the encouragement of prejudicial 
public opinion – perhaps born slowly through media propaganda, prejudice and from 
historical events such as slavery and colonization – become the reality and the responsibility 
of minorities.

Gosia Wlodarczak Poland/Victoria, Australia

A Room Without A View 2013-14

Gosia Wlodarczak, (born Poland 1959), lives and works in Melbourne. Drawing is the basis 
of her practice, extending towards performance, interactive situations, installation, sound, 
photo and moving-collage; she refers to it as trans-disciplinary drawing. 

Wlodarczak has held over 50 solo exhibitions in Australia and internationally including: The Ice 
Cube, Frost Drawing for MSK Gent, Museum of Fine Arts, Ghent (2015) and Frost Drawing 
for the Museum, MCA National Museum, Szczecin (2013). Recent group exhibitions include 
Drawing Out, the Dobell Drawing Biennial, Art Gallery of New South Wales, Sydney.

Gosia Wlodarczak
A Room Without A View
2013-14
HD video, no audio, 
(concept, production 
and editing by Gosia 
Wlodarczak. Video 
recording by Zoe 
Kleeborn, Vanessa 
Gerrans and Gosia 
Wlodarczak)
18min 56sec
Photo-documentation: 
Longin Sarnecki
Courtesy the artist and 
RMIT Gallery, Melbourne

In 2013, between 10.30am and 5pm daily for 17 days, Wlodarczak was enclosed in a room 
inside a specially designed sensory limitation cube at RMIT Gallery in Melbourne. She drew 
without any exposure to the outside world, literally ‘drawing’ what she could see in the space 
around her. She used the language of drawing to investigate what she describes as “an 
ongoing search for the reassurance, for the ‘material proof’ of my existence”. Isolation can 
distort our everyday perception of time-space which Wlodarczak sees as always crossed/
overlapped with time-spaces of others. Short isolation staged within the project probed 
and examined the effects of loneliness within the drawing. It created a new drawn reality, as 
tangible as the line structure can be. 

The performance culminated in a large-scale (340 x 220 x 260 cm) immersive drawing 
installation, exhibited at RMIT Gallery in 2013. This is a short documentary of the A Room 
Without A View performance. 
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Flatline New South Wales, Australia
Visual Artist Todd Fuller and Dancer/Choreographer Carl Sciberras

a dance for Paul Klee 2015

Flatline is a Sydney-based collective comprising choreographer Carl Sciberras and artist 
Todd Fuller. Their recent works use drawing and dance to interrogate one another while 
carving a niche between the two disciplines. Their recent video works merge choreography 
and animation to augment and analyse the body in motion, creating a filmic duet. If drawing 
is taking a line for a walk, here that line dares to dance. 

Imagine if when we moved, the remnants of our body were left behind, traced in the air 
like a map of our motion. Or, consider the production of wearable art objects, in particular 
crayon dance shoes. Cast and dunked in melted crayon, the shoes allow a performer’s 
movements to be traced beneath them. The performer oscillates between being a drawer 
and a dancer, making decisions as their shoes malfunction beneath them. Both works aim 
to expose not only the trail left behind by an action, but also the action which forges the trail.

Flatline (Carl Sciberras and Todd Fuller)
In Print

2015
Performance in crayon shoes

Image courtesy of Gosford Regional Gallery and Art Centre. Performed by Annabel Saeis.

Jaanika Peerna Estonia/USA

Graphite Falls V 2015

Estonian-born, Jaanika Peerna’s early fascination to become a professional figure skater 
failed since she was more interested in lines she left behind with skates on ice than the form 
of the body. She became a drawing artist instead.

For Graphite Falls V, she lets herself fall with a bunch of pencils leaving straight lines onto 
Mylar. 

Peerna has lived and worked in New York since 1998, as well as in Berlin and Tallinn.

“I make drawings, videos and installations. My elements are line and light; my materials are 
pencils, vellum and video camera. I am a vessel gathering subtle and rapturous processes 
in nature, using the experiences and impulses to make my work.  I record mist turning into 
water.  I use slowly changing lights to cast shadows of mylar strips onto a wall—the slowness 
of shadows makes one wonder if there is any change at all.  I let wind move my body so that 
it leaves traces on paper. I swim through thousands of layers of gray air and mark each one 
down. Most of my work is born in the solitude of my studio. Sometimes public performances 
with musicians and dancers draw me out from the safe silence of my space and expand my 
drawing practice with sound and movement. I am interested in the never-ending process of 
becoming with no story, no beginning, no end—just the current moment in flux.”

- Jaanika Peerna

Jaanika Peerna
Graphite Falls V
2015
Graphite and color pencil on Mylar
Hight variable x 90cm

Presented in conjunction with
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Robert Andrew Queensland, Australia

Transitional text 2015

Robert is a descendant of the Yawuru people from the Broome area in the Kimberley, 
Western Australia, and is currently a post graduate candidate for a Doctorate in Visual Arts 
at Griffith University. He brings contrasting materials of natural ochres, chalks and oxides 
combined with technological, electromechanical components into his practice to highlight 
the duality of his indigenous and non-indigenous heritage. His work comments on the 
performative nature of the world through a mechanical binary that creates unpredictable 
outcomes.

The work Transitional Text uses an electromechanical erasure machine that erodes a fragile, 
layered, substrate comprised of oxides ochres and chalks. Technically modelled on a desk 
top printer, the erasure machine subverts and reverses the printing process, pulsing fine 
jets of water in a reductive rather than additive process and creating a new image through 
the removal of old text. The bleed of residue works down the transitioning surface in a 
metaphorical and physical palimpsest that scrapes back the surface to re-write previous 
narratives.

Robert Andrew
Transitional text

2015
Electromechanical erasure machine

Dimentions variable

Kevin Townsend USA

time / line 2014

Kevin Townsend (USA) is a Boston-based artist and professor at School of the Museum 
of Fine Arts, Boston (SMFA) and Massachusetts College of Art and Design (MassArt). 
Townsend’s work explores and exploits a range of drawing ontologies, engaging drawing as 
ritual and vessel that occupy and encapsulate space and time. Recent exhibitions include 
time / line (solo exhibition) OH, Art in Odd Places - NYC, The Company We Keep - CA, 
Highways and Rest Stops - NYC, Draw to Perform 2 - LDN, Sensing Elsewhere Here - NYC.

The time / line drawings were born out of a frustration with our current polychronic reality. The 
works, a series of ephemeral, performative drawings, emerge from an obsessive, meditative 
drawing act that traces passing moments through the repetition and accumulation of mark. 
The temporal drawings function as topographic renderings of time synthesized through 
the body, and are often created and confronted in interstitial public spaces where the 
preciousness of the present is often overlooked.

Kevin Townsend 
time / line
2014
HD durational drawing documents:
Stria: lost time, misplaced moments, 2min 39sec
Drawing Room no. 2, 50sec
Far away across town in the night, the faintest whisper of a turned page,11min 17sec
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Mar Serinyà Spain

Obertura 2014

Mar is currently enrolled in the doctoral program at the University of Barcelona. Her thesis – 
Stroke of Eurhythmics (body, diction drive and graphics) – investigates internal and external 
rhythms through the human body, and how these are shaped and condense on the outside 
through auditory and visual stroke.

To see Mar Serinyà  immersed in her particular creative process is a beautiful suggestive 
experience. Mar (Torroella de Montgrí, 1986) carefully prepares her space, does a few 
stretches, warms her voice and then she takes two of her chalk sticks. What follows is 
almost a mystical event.

As if she was a medium, the artist, with extensive training as a soprano, works to make 
visible the birth of the sound and the chant through the body. Chalk is the chosen material 
to record her movements, a rhythmic and unpredictable dance that soon is frantic and 
uncontrolled; it can also suddenly become very stealthy. It is not unusual for those who have 
had the privilege of seeing her live become hypnotized by her way of working.

Mar Serinyà
Obertura
2014
Video Performance 
14min 34sec

Hannah Quinlivan 
State of suspension (detail)
2015
Steel and PVC wire, salt, shadow and a breath of air
225 x 50 x 400cm

Hannah Quinlivan ACT, Australia

State of suspension 2015

Hannah Quinlivan is a PhD candidate at the School of Art, The Australian National University. 
Her drawing practice spans multiple media, extending into two, three and four dimensions. 
Quinlivan is represented by Flinders Lane Gallery, Melbourne and .M Contemporary, Sydney. 
In 2013 and 2014, she held solo exhibitions in Singapore, Fukuoka, Sydney, Melbourne 
and Berlin. Quinlivan was awarded the Cox Prize for Sculpture in 2013 and the lucrative 
Art at the Heart Residency Award in 2014. In 2014, she founded the Canberra Mentorship 
Prize.

Time and memory flow, entangled like tree roots, scaffolding the architecture of our 
experience, strange beasts stirring from their state of suspension. Currents of memory drift 
not only forwards but eddy and swirl with rhythms of their own. Hours and anniversaries, 
days and decades, cycle back into focus – a lived mark of time.

Flickering like candlelight and drifting like smoke, moments are uneven and unbalanced. 
Vibrations combine in polyrhythmia, a visual ensemble of reverberation. Can it be different 
each time? It must, echoing like shadows in a dance between present and past.



252251

Lugas Syllabus + M. A. Roziq Indonesia

I think too much 2015

Artists Syllabus and Roziq collaborate to create a portrait of the artist at work, the painter 
who can never capture the image he pursues. As he paints a large block of ice, beautiful 
imagery slides to the floor to pool at his feet. This work is also a collaboration with nature; 
the contributions of gravity and the ice as it warms contribute equally to the painter himself. 
Neither has control. The photographer attempts to record and fix in time these moments, 
the water evaporates and the residue remains in the image of frozen, spilled colour, as 
forensic evidence of what has occurred. 

Lugas Syllabus + M. A. Roziq
I think too much
2015
Performance documentation video, acrylic on paper
DURATION

Bill Platz USA/Queensland. Australia

Big Yawn—Urizen’s Beard 2015

William Platz is an artist and academic with a concentration on the studio transactions that 
occur between artists and models. His work brings theatrical and performative frameworks 
into alignment with conventional frameworks of skilfulness, material processes and drawing 
artefacts. Through methods that include model collaboration, performance drawing, 
documentation and academic pretence, he works to interrogate, reform and expand the 
potentials of life drawing and portraiture. This series of work blends academic drawing, 
performance drawing, instant photography and video with the symbolic rhetoric of zombiism 
and the symbolic gesture of yawning in an inquiry into the roles of menace and malfunction in 
the artist/model exchange. Dr Bill Platz, is Lecturer in Drawing and Convenor of  
Interdisciplinary Drawing at Queensland College of Art, Brisbane.

Big Yawn—Urizen’s Beard stems from a set of early experiments using zombiism and 
grotesque artificial beards during life drawing performances. Symbolic of consumption, 
cannibalism, infection and oral trauma—typical zombie tropes—the beards malfunction 
as disguise and malignancy. In addition to the beards, absurdly monstrous merkins are 
deployed as belts that exaggerate and conceal the genitals. This work directly confronts the 
conventional structure of life drawing in which looking and visibility are codified as objective 
and harmless. The title of the Urizen’s Beard series of drawings is derived from William 
Blake’s complex mythopoeic cosmology, and specifically from a small sketch in emblem 49 
of his notebooks. It depicts a shaggy beard without a face. In my drawings, the mutinous 
beard spills from the cheeks, mouth and groin and is reiterated in the ostrich feathers of the 
neo-burlesque fan dance.

Bill Platz
Big Yawn—Urizen’s Beard
2015
Ink and thread on rice paper
Variable
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Jodi Woodward New South Wales, Australia

I never wanted to change the world 2013

Based on the coast in Northern NSW (Australia), Jodi Woodward is an emerging multimedia 
artist working with paper, photography and film. As a Visual Artist her work explores the 
complexities of human behaviour, the human condition and our relationship to environments 
through strategies of repetition and pattern. Recent shows include Intersection/You Are 
Here, 2015, gallery One 29, Southern Cross University, Lismore, Australia; and National 
Works on Paper (finalist), 2014, MPRG, Victoria, Australia.

Jodi Woodward
I never wanted to change the world
2013
Animated video, charcoal, pastel and paper
1min 20sec

My work explores complexities and the multiple layers of the human condition using methods 
of repetition, layering and overlapping, reflecting the repetitive nature of human behavior. My 
short, stop motion animation of overlapping paper squares, I never wanted to change the 
world aims to question the complex nature of what it is to be human. In shades of grey, 
multiple layered paper pieces are revealed and concealed to build a question.

What are the things we observe about others that we refuse to acknowledge or understand? 
What are the layers that lie within the individual? What is seen or what is observed? How do 
we respond? And…. With whom does the responsibility lie?
 
I never wanted to change the world is influenced by storytelling and tells my story, other’s 
stories, the stories of the disenfranchised, the abused, the ignored, the neglected and 
those without a voice. My work aims to remind us that people’s lives are never simple or 
one-dimensional. 

Nicci Haynes ACT, Australia

Etching performance at Mount Stromlo 2013

Nicci Haynes works in the Printmedia and Drawing workshop at the Australian National 
University. Her art practice blends print with drawing, extending into performance and video.

Haynes describes her performances as drawings: “with the costumes it is as if the gesture 
of the hand has extended to incorporate my body, and as in drawing, my performing is 
intuitive, impromptu, impulsive.”

Nicci Haynes
Etching performance at Mount Stromlo (detail)

2013
35mm film with hand-cranked movie camera

29 x 24cm
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Kellie O’Dempsey Queensland, Australia

Project Difference 2015

Project Difference is an evolving work, an installation which uses video documentation 
and drawings from performances as artefacts to reimagine the artist’s experience. Kellie 
O’Dempsey attempts to expose the notion of the artist in the studio by revealing the 
absurdist experience of drawing live in the public sphere. These site-generated installations 
investigate public and private experience through processes of play and performance.

Kellie O’Dempsey
Draw/Delay, White Night Melbourne 2015 (still)
Performance by Kellie O’Dempsey and Michael Dick
Image courtesy of Georgina Tait

Expanding the boundaries of drawing through installation, performance and projections 
Kellie O’Dempsey works in collaboration with sound artist Michael Dick. Kellie has drawn on 
giant rocks in the ocean, industrial walls, alleyways, gallery spaces and in the theatre and in 
dance studios. Using live animation, digital and hand made drawings these works appear to 
alter the spaces they occupy. The works are site-generated, gathering information from their 
immediate environment. This experiential practice invites the audience to engage directly 
with the visceral process of making as witness becomes particpant.

Some of their performances include Mutable+luminous at MONA FOMA (2012), Hobart 
and 18th Biennale of Sydney, (2012) Art after Dark program, Draw to Perform@ N3mber 
Performance Space (2015), London, uNatural, collaboration with Jaanika Peerna (NY/
Estonia), ANU Canberra and White Night Melbourne, Draw/ Delay-12 hour performance 
(2015).
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 PERFORMANCE DRAWING:  
 FRAMING THE ELEMENTS 

Kellie O’Dempsey

Figure 1 Kellie O’Dempsey, Art after Dark 2012, performance at the 18th Biennale of Sydney, 2/3 Walsh Bay. 
Image courtesy of Grant McIntyre.

Through the examination and production of 
performance drawing, I have become aware of 
a gap in the research and knowledge associated 
with this field. This absence of information 
makes it difficult to analytically navigate and 
locate my work in the field. In positing elements 
for the development of a performance drawing 
framework to enable criticality and discussion, 
this paper proposes that performance drawing can 
be understood in terms of the witness.

Filtered through my observations of and 
participation in the event Draw to Perform 2 
(2015) held in London, I will outline strategies 
that consider the witness, the act of drawing, 
time, space, and collaboration as concurring 
and re-occurring elements in performance 
drawing. By proposing the witness as the key to 
these elements, this paper aims to identify the 

components and conditions of what it means to 
engage in or with performance drawing. 

LOCATING AND LOCATION

As the child of publicans, I grew up in a country 
hotel in Victoria, Australia, where I made 
drawings for friends and patrons as a method 
of what could be described as communication 
and response. Early in my career as an artist, I 
continued to find myself drawing in public places. 
Subsequently, I have identified live drawing to 
be central to my artistic practice. Over the past 
ten years, I have been producing large-scale 
installations of hand-drawn works, both on paper 
and as digital projections, in and on buildings, 
at galleries, theatres, and events (figure 1). In 
completing my Master’s project, “The Spectacle of 
Performance Drawing” (2010), I concluded that 

18

PERFO
RM

A
N

C
E D

RAW
IN

G
:  

FRA
M

IN
G

 TH
E ELEM

EN
TS

K
ellie O

’D
em

psey

my performance drawing practice was an  
inclusive form of visual art that can potentially 
enable audience engagement as a form of  
cultural interaction. During this project,  
I became acutely aware of the lack of available 
research specifically associated with performance 
and live drawing practice. 

In identifying the witness as a vital element in 
the development of an analytical framework of 
performance drawing, I will synthesise existing 
descriptions of performance drawing and 
participatory practice as presented by academic 
and artist Maryclare Foá and by curator and art 
historian Catherine de Zegher. 

FRAMING PERFORMANCE DRAWING

My practice incorporates the process of drawing 
as an immediate and responsive form of mark 
making that is witnessed either as live event, 
as video, or as a remediated document. Using 
experimental and conventional artists’ tools 
through public performance, I aspire to enable 
an inclusive experience for both the artist and 
the spectator. In describing my practice as 
performance drawing, I acknowledge that my 
work can be informed by situations where the 
environments are peopled with those who may 
either be invited or uninvited.

Here, I position my argument by suggesting a 
performance drawing work is only ever activated 
by a spectator or a witness. In naming a work 
such, the artwork is designed by the artist to be 
observed in production as performance, hence 
enabling the possibility of a collective occurrence. 
Bonnie Marranca, the editor of a special issue 
of PAJ (A Journal of Performance Art) devoted 
performance drawing, describes this public 
exchange as the “ephemerality of performance” 
and states that this “is what lends majesty to the 
condition of presence. And in this ecstatic state 
both performer and viewer experience a privacy 
that is paradoxically only fulfilled in public space” 
(Marranca 2014, 1).

Marranca describes the co-presence between 
the artist and the audience as both a collaborative 
and an inclusive encounter that is realised as a 
public and private act that, in turn, simultaneously 
invites a shared experience.

One of the few specific texts on the practice of 
performance drawing is Foá’s PhD dissertation 

“Sounding Out: Performance Drawing in Response 
to the Outside Environment” (2011). Here, Foá 
suggests that the term ‘performance drawing’ 
was coined by de Zegher. As the director of The 
Drawing Center in New York from 1999 to 2006, 
de Zegher was also editor of its publication 
Drawing Papers. Its twentieth issue was titled 
Performance Drawings and was published in 
2001 in conjunction with an exhibition by the 
same name, curated by de Zegher. The limited 
information available on the exhibition (as the 
publication has been out of print since 2011) 
describes interdisciplinary methods of production 
that align closely to the Performance Art 
‘happenings’ of Allan Kaprow in the 1970s, where, 
according to Kaprow, the ‘happening’ “replaces 
the traditional art object with a performative 
gesture” (Kaprow 1993, 15).

The 2001 Performance Drawings exhibition 
included work from Erwin Wurm, Milan Grygar, 
and Elena Del Rio. Wurm’s humorous subversion 
of sculpture was activated by inviting the audience 
to follow drawn sketches that instructed them to 
use their bodies to interact with common objects; 
Grygar produced sound-driven sculptures that 
rhythmically and mechanically produced marks 
and scratches on paper; and Del Rio presented a 
series of marks on paper that documented a year’s 
worth of her movements around her home.

Works in the 2001 Performance Drawings 
exhibition comprised many elements, including 
the act of performance and its relationship to the 
act of making marks as drawn gestures to instruct, 
record, or document action. This exhibition 
introduced the term performance drawing.

FRAMEWORK FOR CRITICAL ANALYSIS

To apply criticality to performance drawing 
practice as research, I propose that the 
components of the practice consist of an evolving 
process of concurrent elements that flow together 
in differing degrees of strength and purpose.

I have distilled these elements down to the 
following: the witness, the act of drawing, time, 
space, and collaboration. Each of these elements 
coexists in an ever-changing confluence of 
performance and production, and consists of 
components that are propelled by both the artist 
and the environment. What is common to all these 
elements is the required presence of the witness or 
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observer to activate, be present, or experience the 
act of drawing as performance.

Contentiously, drawing as an act and artefact 
defies definition.  Deanna Petherbrige suggests 
that searching for a definition “… invites 
frustration or obsession in attempting to clarify 
something which is slippery and irresolute in 
its fluid status as performative act and idea” 
(Petherbrige 2008, 27).

In light of this premise, rather than irresolutely 
define this practice where drawing intersects 
performance, I will instead focus on the 
persuasive evidence that performance drawing 
is to be witnessed in order to be described as 
such. In order to accomplish this, I will offer an 
interpretation of the practice. 

THE ACT AND THE WITNESS

Drawing is a performed act: a surface is physically 
marked by an instrument, tool, or device that is 
guided by the artist and their informed knowledge 
of the practice. The result, a drawn action or 
the act itself, becomes an object, a drawing. The 
artist as conductor initiates the drawn mark and 
the act of drawing is performed whether in the 
studio or in public. However, I suggest that the act 
of drawing is not a performance drawing unless 
the act is specifically designed by the artist for an 
audience. In performance drawing, there is an 
emphasis on the artist as performer or conduit, 
displaying the act for observation.

I propose that witnessing the act of drawing 
is paramount when applying criticality to 
performance drawing. For example, a drawn work 
made in one’s studio may not be considered a 
performance drawing without its production being 
observed by another person or recorded by or for 
lens-based media for the purpose of being seen. 
Foá also identifies the presence of witness  
as an essential component of performance 
drawing, suggesting, 

[P]erformance drawing occurs as an action 
in front of, and conditioned by, the presence 
of another. Not all drawing is a performance 
drawing because not all drawing is made in 
front of a witness. (Foá 2011, 2)

Similarly, a performance art work requires the 
audience’s conscious engagement with a concept 

enacted by the artist through a series of actions. 
Correspondingly, performance drawing requires 
a witness to observe or experience the temporal 
nature of the drawing process. 

Here the performance drawing environment is 
activated by the co-presence of the audience and 
the artist as shared witness. The role of the witness 
is to see the evolution of the drawing performance; 
hence, the audience can be both willing and 
unexpected contributors to the relationship. This 
elucidates a participatory shift in contemporary 
drawing production that involves the availability 
of a shared experience.In the exhibition and 
publication Online: Drawing in the Twentieth 
Century, de Zegher suggests that contemporary 
drawing artists

may work and live in different contexts, 
but they have tried to escape the confining 
orthodoxies of modernity and of our time 
and they imagine art as a reciprocity, as a 
compassionate witnessing of lives of others 
and a form of empathically shared presence. 
(de Zegher in Butler and de Zegher 2010, 89)

De Zegher suggests that contemporary drawing 
artists continue to break from the conventions of 
the historical art object, conceiving their approach 
to practice as one of exchange, of an inclusive form 
of collective experience. Performance drawing 
avails the possibility for shared experience, 
which is enabled by working in collaboration 
and through an ethos of collectivity, where 
the witness is a participant. In today’s global 
socio-economic climate, practitioners hail from 
diverse circumstances and locations from across 
the world and the Draw to Perform 2 London 
event is but one example of this, supporting a 
range of international practitioners presenting 
collaborative public performance.

DRAW TO PERFORM 2

In 2015, I was invited to participate in Draw to 
Perform 2 (figure 2), a collective live drawing 
installation event in London, independently 
curated by artist Ram Samocha. International 
artists presented works using conventional 
drawing tools—pencils, charcoal, and markers—
and unconventional digital prints, experimental 
mark making methods, and labouring tools, 
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Appendix B
Kellie O’Dempsey, “Performance Drawing: Framing the Elements.” 
Studio Research 4 (2016): 18–27.
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Figure 2 Draw to Perform 2, 2015, promotional poster

Figure 3 Kevin Townsend at Draw to Perform 2 2015, performance in London, England. Images courtesy of Marco Berardi.
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including Polyfilla and plumber’s twine. The nature 
of these materials determined how the artist acted, 
moved, and performed in the space. Concurrently 
performing drawings for six continuous hours, 
the twelve artists (including me) used diverse 
strategies in accordance with their own practice, 
working within self-determined parameters in 
separate areas of a warehouse. 

The space was open to the public as a live 
durational time-based performance. The audience 
could wander through or participate in (some) 
works according to their desire and interest. As 
witnesses, the audience activated the space, which 
made them participants in the event. 

Drawing white chalk lines as he moved 
across a black brick wall, Kevin Townsend’s 
(USA) performance consisted of methodical 
and systematic mark-making. Meditative and 
recursive, Townsend’s practice is concerned with 
“creating works that occupy and encapsulate 
both space and time, where marks exist as 
signifier and stain, binding and boundary, act and 
action” (Townsend n.d.). At Draw to Perform 2, 
Townsend would count to three and then change 
the direction of his line ever so slightly. The result 

was an illusory effect where the solid flat wall, 
appeared creased and crumpled (figure 3). The 
remediated video of the performance, which 
was sped up, presents a metaphysical veil that 
appears to fall down the wall. The metronomic 
performance of Townsend’s body and the evolving 
lines as a slow intriguing reveal are captivating  
for viewers.

The space or site of a performance drawing can 
inform the work. The Draw to Perform 2 venue was 
a warehouse in South London. It was a coId, hard, 
dark concrete building in an inner-city industrial 
area. Here, I would also like to introduce the 
notion that the action and the determined drawing 
process can be fashioned not only by duration, 
drawn materials, or being watched but also by 
responding to the location and/or environment. 
The location can also invariably affect and 
establish how the performance drawing is read.

In Draw to Perform 2, Bertrand Flachot (France) 
used markers and manipulated digital prints of 
his own work to present and layer in and on the 
warehouse wall (figure 4). The digital prints he 
installed were images of a country garden that 
he had in fact grown and photographed himself. 

Figure 4 Bertrand Flachot at Draw to Perform 2, 2015, London, England. Image courtesy of Marco Berardi.
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He printed these large-format images and 
wallpapered his section of the warehouse with 
them. The garden images were of trees and shrubs 
he had planted over twenty-five years. He literally 
made them grow again over the six hours by 
drawing and extending gestural marks from  
paper to the wall, crossing and merging his  
garden in France into the industrial walls of the  
London warehouse. 

Bertrand’s drawing practice often involves the 
recreation of an external location into a gallery 
space. He develops an illusory, three-dimensional 
space on two-dimensional surfaces, making it 
appear as if he wants his drawings to relocate 
his physical self. His lines, both hand-drawn and 
digitally manipulated, are designed to deceive 
the spectator and make them question where the 
image starts and ends. 

In an opposite room, movement-based dance 
(and non-dance) practitioner River Lin (Taiwan) 
used hypnotically slow, full-bodied gestures for 
his work River Walk (figure 5). Lin describes 

his performance approach as initiating a point 
of “departure, transforming the conventional 
and ritualistic in everyday life into performance 
work” (Lin n.d.). In River Walk, Lin progressively 
disrobed over the duration of the performance. 
Before the event, Lin ritualistically prepared 
the ground by walking and shaking flour onto 
the prepared plastic sheet with a gentle action, 
almost like sowing seeds or feeding birds. During 
the performance, Lin’s movements made lines 
and marks through the flour-covered surface, 
leaving traces of his path visible on the ground. 
Both Townsend and Lin produced works that 
developed and altered the original surface of the 
location over the duration of the performance. By 
witnessing the drawing of these marks through 
the action of the artist’s body, the observer is 
physically implicated and a shared corporeality 
is experienced. The artist’s body is part of the 
performance drawing as is that of the observer. As 
a spectatorial experience, the drawing’s evolution 
is simultaneously shared and hence communal. 

Figure 5 River Lin, River Walk (film stills) 2015, collaboration with Kellie O’Dempsey performed at Draw to Perform 2, London, 
England. Images courtesy of Marco Berardi.
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Anthropologist Tim Ingold describes sharing a 
drawing experience as

… part metaphorical, but also part 
methodological. Metaphorically, it is about 
our understanding of persons and other 
things as drawing together or binding the 
trajectories of life. Each, we might say, is a 
togethering. Methodologically, it is about the 
potential of drawing as a way of describing 
the lives we observe and with which we 
participate … (Ingold 2011, 240)

Thus, Ingold describes the process of sharing 
drawing as a togethering or as a familiar 
sharing of space that is potentially inclusive and 
participatory. 

Literally bringing the audience into the 
making, Shoshanah' Ciechanowski's (Israel) 
work MYNAMEIS #6 (figure 6) was participatory, 
physically compelling, and demanding for the 
six hours of Draw to Perform 2. After spending 
days constructing a purpose-built flexi-glass 

wall-like structure that was situated between 
two columns in the middle of the warehouse, 
Ciechanowski positioned herself in a Christ-like 
pose. With arms extended horizontally on either 
side of her body, she anticipated her participant 
with her face at the end of a Perspex tube waiting 
to hear the audience’s wishes. Upon hearing the 
wishes spoken through the tube, she then silently 
transcribed the message by writing text with a 
marker, with both hands simultaneously, mirror 
writing with her right hand what she wrote with 
her left. The writing of the audience’s wishes 
built a web of text. Describing her process as 
“consistently centered upon the workings of the 
body, using her own body as a kind of machine-
center for various communications with other 
types of bodies, among them the bodies of 
others and their emissions” (Ciechanowski n.d.), 
MYNAMEIS #6 is propelled by a collaborative 
strategy. Not only is Ciechanowski’s performance 
drawing one of endurance and participation, but it 
is also entirely audience-activated.  

Figure 6 Shoshanah’ Ciechanowski MYNAMEIS #6. Performed at Draw to Perform 2, London, England. Images courtesy of 
Marco Berardi.24
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My own performance drawings at the event 
were a direct response to the space and those who 
occupied it during the six hours. The installation 
or configuration of my setup was designed 
according to the architectural features of the 
corner I inhabited. Using materials gathered 
from the local hardware and art shop, digital 
projections, and black tape, the images traversed 
two walls and the floor.

I drew both the moving gestures of the audience 
and the other artists I could see from my space, 
constantly swapping materials from traditional 
means to live digital drawing and animation 
in an attempt to respond to the mechanics of 
the environment. I drew River Lin as he moved 
through his floured surface; I drew the viewers 
who passed by and those who stayed; I attempted 
to draw the ever changing now. As people moved, 
the drawing was altered, producing an evolving 

Figure 7 Kellie O’Dempsey at Draw to Perform 2 2015. Performance in London, England. Images courtesy of Marco Berardi.

observational tableau. As de Zegher articulates of 
contemporary drawing artists, during my drawing 
performances, I attempt “… to address the viewer’s 
slowly growing understanding of the fact that the 
environment draws and shapes us as much as we 
draw and shape the environment” (in Butler and 
de Zegher 2010, 117). 

Here de Zegher implies that contemporary 
drawn works not only reflect their immediate 
environment but they also have the possibility to 
shape the drawing’s method as well as its form. 
In the case of my live public work, this reshaping 
relationship not only implicates the viewer, but 
also, through happenstance, as they may become 
the subject. 

CONCLUSION

Through a first-hand account of a collaborative 
durational drawing event, I have identified a 
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series of elements for a framework to synthesise 
this practice as research. These elements, which 
are confluent and can exist in various levels 
of application, include the witness, the act of 
drawing, time, space, and collaboration. Of them, 
the witness has been proposed as the fundamental 
element because it is only through the act of 
witnessing that a performance drawing can occur. 

As an enquiry into what it means to engage 
in or with the practice of performance drawing, 
this foundational paper has located performance 
drawing as participatory practice as per the 
discussion initiated by de Zegher’s exhibition On 
Line in 2010, which suggested that the platform 
and dialogue of the contemporary drawing 
practice is one of collective exchange. Availing the 
possibility for shared experience, performance 
drawing is categorically aligned with collectivity, 
collaboration, and participation through the 
presence of the observer/witness.

I suggest that it is in witnessing the drawing 
through the action of the artist’s body, or designed 
conduit, that a shared experience is enabled. 
And it is in the co-presence of the artist and the 
witnessed drawing that the work is made.  
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353 Van Brunt Street, (Red Hook) 
Brooklyn, New York 11231
718.875.2098 
info@kentlergallery.org 
www.kentlergallery.org

 
Kentler International Drawing Space, founded by two artists in 1990, is 
a nonprofit organization dedicated to bringing contemporary drawings 
and works on paper by emerging and underrecognized national and 
international artists to the public, and to providing the opportunity to 
experiment, explore and expand the definition of art in society. Kentler 
programs: Exhibitions & Events; the Kentler Flatfiles; K.I.D.S. Art Education.

Exhibitions, events and public programs are made possible in part 
with public funds from: National Endowment for the Arts; The New York 
State Council on the Arts with the support of Governor Andrew Cuomo and 

the New York State Legislature; The New York City Department of Cultural Affairs in partnership with the City Council. Other Supporters Include: The 
Fort Trustee Fund, CFCV; Heckscher Foundation for Children; The Thompson Family Foundation; Lily Auchincloss Foundation; The Athena Foundation; 
The Gifford Foundation; Postindustrial Productions Inc.; MVS Studio Inc.; Movers Not Shakers; Epson America Inc.; Materials for the Arts, NYC 
Department of Cultural Affairs /NYC Department of Sanitation/ NYC Department of Education; the many valued artists, friends & supporters of the 
gallery. Special thanks for pro-bono legal advice: Lawyers Alliance for New York. http:// www.kentlergallery.org/support.html

Designed by riveredgedesign.net

January 15 - February 19, 2017 

First Performance & Opening Reception:  
Sunday, January 15, 4 - 7pm
with musical guests Ben Gerstein (trombone),  
Mike Pride (percussion), and Jonathan Moritz (saxophone)

Final Performance & Artists’ Talk: 
Saturday, January 28, 4pm
with musical guest M.A.N.I.A.C. Empire

Performance stills:  
O’Dempsey and Wroblewski, Resistance Movement, Kentler International Drawing Space, January 15, 2017
Photo credit: Silvia Forni; musicians: Ben Gerstein, Mike Pride, Jonathan Moritz

Appendix C

Resistance Movement, Exhibition catalogue.
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Klein was not physically involved himself, under 
his direction nude models created imprints of their 
bodies on paper or canvas. And there is of course 
the celebrated practice of Jackson Pollock’s gestural 
painting that although carried out in the privacy of 
the studio, had a highly performative character. The 
intensity of the artist’s movements is well reflected 
in the resulting encounter of paint with canvas or 
paper. 

Mark making in more recent performance drawings 
is equally a result of intense physical gestures that 
connect elements of line, body movement, space, and 
time. It is often multidisciplinary, combining aspects 
of modern dance, music, photography and videos, and 
new technologies, allowing artists to express ideas 
while using the full range of existing means. 

Australian Kellie O’Dempsey and American Jennifer 
Wroblewski met during Draw to Perform 2 in 
London in 2015, a yearly symposium centered on 
the performativity of the act of drawing. Both artists 
created large durational pieces and realized the 
potential for collaboration. 

In works such as Attempting to Weave a Persian Rug 
with Charcoal, Wroblewski is primarily centered on 
the use of her hand, while her body is gently swaying 
to the sound of a plaintive Middle Eastern song. The 
effect is poetic, highlighting the power of simple 

is a goal and where the democratic practice of social 
dance renders all who enter equal and allied.1 In 
the light of the current U.S. elections the artists 
amended the project and renamed it Resistance 
Movement. The gallery is still treated as a gathering 
space but the significance of movement is shifting 
from the purely pleasurable toward the formulation 
of a sociopolitical statement. 

The artists see the piece as a rejoinder of the early 
20th century Dadaist events, the cabarets of pre–
WW II Europe, 1970s discotheques, or the rave 
culture of the 1990s. They view the dance place as 
a safe gathering space but also as an incubator of 
resistance toward the ills of the political order. 

Movements could be structured into varied dance 
sequences  characteristic of particular geographic 
areas that have longstanding cultural, social, and 
thus, indirectly, political traditions. Dance could 
become an agent of inquiry and change. For example, 
dances in various parts of the African continent teach 
social values, cement group traditions, and mark 
important anniversaries and stages in a person’s 
maturity. Whether a particular dance is composed 
from strictly repeated segments of choreography 
or largely improvised, the participation in the dance 
ritual gives a sense of belonging and solidarity, be 

it in the face of danger or as a celebration. In the rich 
Native American dance tradition, the hoop dance is 
among the most narrative and visually akin to linear 
mark making. The performers use tools such as reeds, 
twigs, and other implements, and while swinging them 
through the air they create an impression of a magical 
but impermanent line. The hoop dance was often 
performed as a healing ceremony meant to restore 
balance in the dangerously injured world and to renew 
hope in the never-ending circle of life. Its message is 
highly relevant in the morally and physically fragile 
world of today.

Drawing is a result of friction of the mark making tools 
on the given surface by the movement of the hand 
or the whole body. Without the almost antagonistic 
relationship of the tools and the support there 
would not be any trace of the activity. Thus both the 
terms movement and resistance have a proper and 
meaningful place when used as the title of the present 
piece. 

The gallery installation will be essentially developed 
from the marks generated and recorded during two 
performances carried out during the show. According 
to the artists: “The marks generated during the 
performance will be projected in the space creating 

an environment of static and dynamic marks. Our 
marks will be analog and digital, made on paper and 
projected into space, onto walls, sheets of suspended 
tulle and onto one another. We will respond to music 
and sound and one another.”2

For both artists it is the exploration of the shared 
creative experience as much as the freedom to choose 
from the kaleidoscope of creative possibilities that 
made them engage with the practice of performance 
drawing. Working with pencils, brushes, digital 
technologies, light design, animation, and music, they 
are able to create three-dimensional kinetic collages 
of colors and shapes of unprecedented richness and 
scale. 

–  Charlotta Kotik  
 Charlotta Kotik is Curator Emerita of Contemporary  
 Art at the Brooklyn Museum and an independent   
 curator based in Brooklyn, NY 

1.E-mail from Jennifer Wroblewski, November 11, 2016
2.Ibid.

and often repetitive gesture as a major creative force. 
There is also a hidden homage to the often unheralded 
beauty of the work of unknown craftspeople, many 
of them women. The same could be said about 
Wroblewski’s Victorian Era Charcoal Weaving. 

Kellie O’Dempsy’s monumental installations sometimes 
grow from surprisingly modest-sized drawings 
executed on paper, or drawn directly on a computer. 
When creating large-scale multimedia drawings the 
artist uses digital technology to magnify the results. In 
pieces such as the Lightening Field, done in Brisbane in 
2016 in collaboration with the Theater of Thunder, she 
created a storm of line, shapes, colors, and images on a 
monumental scale. 

There is a strong narrative possibility in this new 
genre that can be explored in various ways. So for 
their Kentler piece, O’Dempsey and Wroblewski chose 
to create a statement about the complexity of the 
present political climate. Using body movements as 
well as new technologies they would remake the gallery 
space by creating a multimedia environment. Originally 
envisioned as a performance drawing collaboration 
called Discotheque it was to highlight the capacity of 
drawing to record movement and to reframe the gallery 
space as the discotheque, a liminal environment and 
space of abandon where pleasure through movement Drawing in the time of resistance

Although separated by the passage of time, the keen 
interest in the possibilites of drawing, demonstrated 
in the late 20th and the beginning of the 21st 
century, can only be compared to that of the Italian 
Renaissance and its intense probing into drawing’s 
variations. At that time drawings were seen as a 
manifestation of the Divine, containing the polarity 
between the disegno interno, the inner design, that 
we would now call idea or concept, and disegno 
externo, the physical manifestation of the work. This 
duality — the possibility of quick transfer of the inner, 
intellectual concept to the external physicality of the 
work — has never ceased to interest artists. Because 
this immediacy can hardly be replicated in any other 
medium, drawing garnered special recognition, 
becoming a medium of choice for many contemporary 
artists, an instrument that can be combined with, and 
transported into, other realms of creative endeavor.
 
In today’s highly diversified global art world, drawings 
that result from the performative activity of the 
artist occupy a special place. Called “performance 
drawings,” they represent an aspect of performance 
art in which artists create their work in front of a live 
audience, commanding an instant communication 
with the viewers. There are distant predecessors 
for this activity such as the highly theatrical events 
staged by Yves Klein in the early 1950s. While 
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