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This publication is the documentation  
of a performance. Understand it as a 
document, a script, a score, a voice, a  
body. Read it out loud. Bring our voices  
to touch.



This is Curator’s Talk.  

I will not speak directly  
to the compositions of  

Del Lumanta, Sione  
Teumohenga, or Nina  

Buchanan. I will not speak  
for the work you can hear  
in Gallery 1, developed by 

Hayley Forward, Brian Fuata 
 and myself. This is not the 
moment where the curator 
provides you, the audience, 

with an explication or ex-
position. This is Curator’s 

Talk. Where I am speaking as 
both an artist and a curator, 

speaking with two mouths. 
Where I am speaking as one 

voice of a monstrous chorus. 
Where I am poking holes.



Where in this moment I  
reach out to touch you. This 
is Curator’s Talk. It is neither  
a narrative nor an essay. It  
is a wormhole. Where passage 
by passage this script, this 
talk, my mouths collapse  
in on each other. And as the  
title, Meatus, suggests, it is  
an internal logic. It is my 
meat logic. And there are holes 

in my logic. A meatus is an 
opening or passage that leads 
into the interior of the body 
such as the ear canal, the 
urethra and the nasal pas-
sages. Neither bound to the 
human nor to a particular 
sex, the meatus is juncture 
between the outside and the

inside where the body opens 
itself to the world. This proj-

ect, Meatus, begins with the 
external acoustic meatus – 

the ear – to consider the 
 attendant and expanded 

possibilities for a body.  
Without the ability to shut, 

clench, weep or blink, the ear 
remains open to the outside 

world. Seth Kim-Cohen  
describes the ear as an open 

entity with an unblinking 
temporality: ‘From birth to 

death, the ear never closes.’ 1 
This openness to the world 

renders the ear, as audiologist 
 Myriam Westcott describes, 

as an ‘open wound.’ 2 From 
these wounded, unblinking



holes in the side of my head 
my curatorial work begins. 
I have not been loyal to the 
proper medical definition  
of meatus. The meatus leads 
me into any bodily opening. 
From the ear I wormed my 
way to imagine buccal, anal 
and stoma potentialities.  
My understanding of meatus 
collapses any distinctions 
between the holes, passages 
and incisions of the ear, the 
mouth, the anus, the vagina, 
the stoma and the wound. 
The meatus of our bodies 
bleeding and leaking into 
each other, creating new
passages for imagining the 
body, creating new passages 

between bodies, creating new 
passages across space and 
time. I collapse all meatus 

as a form of queer political 
imagining. As a way to imag-
ine a queer body as a body of  
potential, as a porous body, 

as a worm body, as a body 
in flight. Meatus can be un-

derstood as concrete flesh, raw 

speculation and a hole poetic. 
Meatus is the passaging of the 

 body: from organism to the 

speculative. From the viscera 

to sonic force. From flesh to 

space-time vermiculation. I 
began to think about how a 

body can be represented out-
side of visual representation, 
beyond any optic, beyond the



viscera. There was one way 
that I recognised this leaking 
body cum ear cum mouth 
cum anus cum cunt could  
be encountered. I needed to 
invoke this body as a sonic 
force and intensity. For 
the body to be transmitted 
as sonic waves wiggling like 
worms across space and  
time. Listening, therefore, 
becomes a way to encounter 
and feel this body. I looked  
to ACCA and noticed the  
two open doors that lie at 
the entrance of the galleries. 
I saw the two open ears that 
lie at ACCA’s beginning. The 
two open mouths that lie at 
ACCA’s beginning. I decided

 I would reimagine ACCA  
as a meatus into which  

an audience enters, to be  
swallowed (w)hole and to  
become the listener. Into  
this meatus the audience 

penetrates and, reciprocally, 
the sound waves penetrate 

their meatus. You fuck my  

(w)hole a passage. 3 To draw  
attention to the practice  
of listening is to attune  

ourselves to how our bodies 
function, how we inhabit our 

bodies and what we choose  
to do with them. Meatus  

proposes a porous listening
practice: a listening that  
diffuses across the entire 

body to decentre the ear by 



animating all of our meatus.
Which in turn, is a way  
of being in the world that  
is open and sensate. This  
porous listening is a practice 
that critically addresses the 
somatic fictions inhabiting 
our body. 4 Through creating 
holes, incisions and nicks, 
porous listening seeks to  
dishabituate and unlearn  
the institutional forces that 
have metastasised in our  
sinew. We need to unlearn 
the practices that keep us 
apart and isolated. We need 
to re-establish practices  
that bring us together and  
to listen to the many voices  
that are otherwise silenced in

the anguishing din of the 
present moment. Meatus  

proposes listening as a stoma- 
like reparative action. The 
Oxford English Dictionary 

gives two definitions of  
stoma: an artificial opening 

made in an organ of the body 
and a small opening like a 

mouth in some animals. 5  
The stoma brings together 

reparative wounds with 
the mouth. Through porous  

listening we are creating new 
wounded holes that extract 

those institutional forces 
by forging more intimate,  

collective and caring modes 
of being. The organism 

hacked. Bodies made anew. 



In the context of Meatus  
not only is the stoma a little 
slice in the side of a body,  
it can also be a nick in time. 6 
The stoma is a wormhole: a 
wounding mouth suctioned 
onto the present moment  
as a portal of temporal  
disorientation. A wormhole  
is a speculative connective  
tunnel between two points  
in space-time. Wormhole 
theory speculates that if 
gravity entangled space-time 
densely enough then two  
different space-time points 
could share the same physical
location. If this situation 
could be kept stable and the 
two locations kept distinct,

then a wormhole could  
become a possible passage 

between these two points. A 
wormhole is not necessarily 

the most direct path between 
these two points, but a  

variable outside of normal 
space-time travel. Wormholes 

are thought to be unstable 
and on the precipice of  

collapse. 7 Some physicists  
visualise wormholes as  

containing two ‘mouths’ 
connected by a ‘throat.’ 8 

These mouths suction to  
two space-time points and 

the throat is the path or 
passage between these two 
mouths. Like the wormhole, 

listening takes time. It forces



us to stop, to open up and 
give ourselves over. As Del  
has suggested, listening  
creates a space where we  
can complete our thoughts. 9 
This creates a tension 
against the acceleration  
and productivity demanded 
of us. Listening creates a  
fissure in chrononormativity 
opening up a space between us 
for new intimacies. Thinking 
of the two mouths that lie at 
the wormholes’ beginnings 
led me to Anne Carson.  
In ‘The Gender of Sound,’  
Carson explains that an  
axiom of ancient Greek  
and Roman medical theory 
is that a woman has two

 mouths which creates a ‘con-
fusing and embarrassing’  

kakophony. 10 The collapsing of 
 the distinction between  

the vagina and the mouth 
links the ‘unspeakable’ and  
becomes a metaphor for the 

unregulated voice. The woman 
 with two mouths becomes an 

 uncontrollable force under 
the patriarchy, her sounds 

associated with ‘monstrosity, 
 disorder and death.’ 11 As such, 

 the woman’s voice sits out-
side of social order and ra-

tionality. The understanding 
that genitals and gender does 

not equate reveals the fact 
that having a vagina does not 
necessitate being a woman, or



that binary gender is the  
only way to organise social 
relations.   To meet Carson’s 
image of the woman with two 
mouths I want to invoke the 
body of meatus. A body elud-
ing the delimitations of the 
biological body with infinite 
openings each holding the 
potential to make and receive 
sounds. What I draw from 
Carson is how voices that sit 
outside of the ‘rational’ male 
subject are a destabilising 
force to the necessary hierar-
chies substantiating the pa-
triarchy. These vocalities put 
the inside on the outside, 
projecting and exposing what 
should otherwise be kept in.12

 These vocalities create a 
 body without boundaries 

flooding space with affective, 
 unbounded force. Brian, 

Hayley, Del, Sione, Nina and 
my sounds leak and bleed  

together. This sonic blur and 
collapse signals the emer-

gence of meatus – a difficult 
and beautiful kakophony. 

The mouth is a crossing  
our voices pass to enter into  

the world. 13 This threshold 
 brings us into being with 
others. Adriana Cavarero 

states that the voice is always 
for the ear, meaning that  

the voice is always relational.
Cavarero goes on to say that 

the voice ‘is never as relational



as it is in the first cry of the 
infant – an invoking life that 
unknowingly entrusts itself 
to a voice that responds.’ 14 

The infant wails to find and 
bind with its mother. But I 
want us to hear another cry 
and imagine another rela-
tionality beyond the mother 
and child. I want to unbind 
the biological umbilical call 
and open up towards new 
encounters with new kin. I 
want to queer this cry. We 
need to imagine new forms  
of relation to each other if  
we want to survive. Our  
kakophony needs to be a
force that shakes matter. 15 

When we call to each other

we touch each other. Each  
idiosyncrasy of the voice  

is a texture – what Roland
Barthes calls the ‘grain’ – 

that offers an intimate  
somatic knowledge to the  

listener.  16 The textures  
of timbre is where Yvon  

Bonenfant draws the haptic 
registers of sound with touch 
together. Bonenfant says that 

when we listen to a voice we 
feel these timbral textures 

and in turn, feel a body  
without flesh. We feel a  

vocalic body. 17 What Sione 
describes as our ‘imprint’  

in sound. 18 Martin Welton
similarly aligns listening with 

touch saying that ‘to listen



for and to pay attention  
to the bodily rhythms of
another is also to feel the 
subtle movements of their 
viscera through your own 
flesh.’ 19 We are momentarily 
inhabited by these vocalic 
bodies. Through our vocalisa-
tions we reach out towards  
a subject we hope to touch, 
to hold, to care for. 20 But in  
Meatus it is not the mother’s 
arms reaching out. This is  
a queer groping, a haptic 
mode driven by an erotically 
charged curiosity. 21 It is a 
sense of touch that takes 
pleasure in the unknown and
 indeterminate bodies that we 
can hear. This timbral touch

 is what draws us together. 
For Donna Haraway ‘The

 task is to make kin in lines 
of inventive connection as a 
 practice of learning to live 

and die well with each other 
 in a thick present.’ 22 This 
thickness, is a hot compost  

of temporalities, of being 
with others, of response- 

abilities. 23 Like the wormhole, 
this thick present is a time 

of beginnings. Drawing from 
Haraway, I understand my 
role as a curator is to forge 

sites for new kinship and  
to create a thick present. 

And into the dirt we go, to the

composted anal space where my 

worm is born. Worm parasites 



enter the body through the 
mouth to inhabit and gestate.
Worms infest my meatus.  
The worm, like the wormhole, 
is a creature of passaging. 
Where lies the wormhole’s 
throat lies the worm’s con-
certinaed body. Rather than 
two mouths, at either end 
of the worm’s tiny body are 
its mouth and anus. As the 
worm inches forward, its 
open mouth consumes  
material which then is  
metabolised and excreted 
to become a rich compost. 
Compost is where the mouth 
and anus meet. Mouth
decomposing and anus  
recomposing: fused together

in an endless cycle that 
breaks down matter. As  

the mouth gnaws into the  
future, the anus forges a 
thick present. This thick 
present is where matter 
breaks down and edges  

become porous. Compost  
is where the integrity of the 

body dissolves process and 
outcome dissolve exteriority 
and interiority dissolve self 

and other dissolve future and 
no future dissolve. Schlupp 

Schlupp Schlupp. The worm 
forges new kinships between 

materials, between bodies, 
between meatus. I consider

that together Brian, Del, 
Hayley, Nina, Sione and I



have forged a thick present. 
Together we are worms. 
Together we produce this 
thick anal space (This im-
provised, transient and  
emotive compost, says  
Brian). 24 As worms we forge 
a composted common on 
which we converge. Schlupp 

Schlupp Schlupp. The call of 

the worm. In his novel Queer 
William Burroughs describes 
the homosexual desire that 
one character has for another  
as a ‘blind worm hunger.’ 
Burroughs writes: ‘Lee could 
feel his body pull towards  
Allerton, an amoeboid proto-
plasmic projection, straining 
with a blind worm hunger

 to enter the other’s body,  
to breathe with his lungs,  

see with his eyes, learn the 
feel of his viscera and geni-
tals.’ 25 Burroughs conceives 

of homosexual sex as proto-
plasmic fusion and total  

ingestion. From this passage 
we understand the worm is 
the hunger of yearning, un-

met queer desire. To refer to 
this form of desire Burroughs 

coined the term schlupping. 
Schlupp is a neologism that is 

indicative of the tumescent 
body. It is where, as Douglas 
Kahn describes, ‘the body’s 

interior [makes] its needs
conspicuously known  

within the world.’ 26 



Further into Queer Burroughs 
refers to the disembowelling 
of a ‘a wise old queen’ called 
Bobo, whose innards were 
sucked out of his body 
through his anus with a  
sickening schlupp sound. 
Schlupping therefore becomes 
an ejaculation of homoerotic  
desire, and simultaneously, 
the abortive force of the  
eviscerated body evacuated  
of all its organs. Burroughs 
summons the desires and 
drives of the queer body 
through this vocalic projec-
tion. When spoken out  
loud, schlupp draws us to
 the tension between the  
institution of language and

 its violent insurgent. Schlupp 
is a vocal force that splits
 open language to initiate 

new disturbing sounds  
with the body. In the  

context of Meatus, the  
queer vocalic body is a cry 

and tearing that drives new 
meaning. The queer vocalic 
body decomposes language 

into ‘noisy, alimentary,  
and excremental bits.’27  
Organisms break down,  

decompose, and bodies  

without organs take flight.  

Schlupping is the sound  

of the worm. Its deep dirt 

gurgles. Its parthenogenic
calling. The worm, ambiv- 

alent to its own demise, 



schlupps from its wounded 
holes in a state of edging
towards both climax and 
death. Schlupp Schlupp 

Schlupp. This vermiculated 
script is a collapsing of 
holes, openings and passages. 
It is not an explication or 
exposition but a series of 
wounded beginnings. This is 
Curator’s Talk. My mouth cum 

wormhole. Where the body 
is expelled as sonic force. 
Where I reach out through 
time and space to touch  
you, hold you, kiss you. Thank you for listening.
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