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For the past twenty-five years, Speak Percussion has forged a unique
place in contemporary music, transforming the role of percussion from accompaniment
to a boundary-breaking artform. From a nimble collective of young musicians emerging
as alumni from the University of Melbourne to one of Australia’s most internationally
recognised experimental ensembles, Speak Percussion has continually pushed beyond
the conventions of chamber music. Now led by co-artistic directors Eugene Ughetti and
Kaylie Melville, their commissioning record is formidable, premiering multitudes of works
and offering composers a platform to realise ambitious and unconventional outputs and
redefine what percussion can be.

What distinguishes Speak Percussion is not simply virtuosity or
precision in performance, though both are in abundance. Instead, it is their restless curiosity
and appetite for creative risk. Their practice sits at the intersection of music, sound art, and
performance installation, expanding the idea of percussion into realms of movement, theatre,
visual art, and even science. The ensemble embraces an expanded sonic palette—found
objects, robotics and electronics—alongside percussion instruments. Audiences are invited
to rethink the very definition of music in contemporary culture.

Equally importantis Speak Percussion’s role in fostering new gener-
ations of experimental artists. Through their Bespoke Artist Program, they have mentored
composers and performers, seeding future practices that will extend their legacy, and
Sounds Unheard, a free music education program for Victorian secondary music students.

Silent Hand Catches Silver Bell is a proud collaboration between Speak
Percussion and the Grainger Museum at the University of Melbourne that showcases the
organisation’s legacy and celebrates a quarter of century of avant-garde music experimen-
tation. Speak Percussion’s partnership with the Grainger Museum has been one of ongoing
creative reciprocity. Percy Grainger’s radical vision of music—as a boundless field of sonic
exploration and “free music’ instrument invention—has provided impactful inspiration, while
the Grainger Museum itself has served as both a site and resource for artistic experimentation.

Most recently, Speak Percussion performed Before Nightfall #14
with Alon llsar at the Grainger Museum, deployed a combination of AirSticks and unique
instruments from the Grainger Collection, and participated in a creative research residency
that will culminate in the forthcoming commission The Museum. Composed by Steven
Takasugi in collaboration with Speak Percussion, the work delves into sound archives
drawn from the Grainger Collection—positioning these sound objects in conversation and
prompting reflection on the politics of collecting, preservation, and legacy across artistic
and institutional realms.

| encourage you to delve into this immersive anthology of cus-
tom-built instruments and experimental performances and celebrate Speak Percussion’s
inspiring legacy and post-instrumental approach.
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trap machine with argets
from Pigeons by Eugene
Ughetti, featuring (L=R) Kaylie
Melville and Eugene Ughetti,
RISING Festival, Melbourne
Recital Centre, 2025. Image:
Darren Gill
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Speak Percussion at 25

[Louise Devenish

In the early 2000s, leading contemporary percussion ensembles
were celebrating milestone anniversaries worldwide. Les Percussions de Strasbourg (est.
1962) celebrated its 40th anniversary, while Canadian group NEXUS (est.1971) reached
its 30th. Australia’s Synergy Percussion (est.1974), Switzerland’s Eklekto (est.1974) and
Percussion Instruments Ensemble of Russia (est.1976) each passed 25 years, and the Ju
Percussion Group from Taiwan (est.1986) celebrated 15 years. By this time, it was very clear
that percussion ensembles were no longer the new kids on the classical music block, as
the ensembles mentioned here represented a fraction of successful professional groups
that were active in cities all over the world. It was in this milieu that Australian group Speak
Percussion began. Although the organisation had been around for only a few years at the
time, they were already part of a wider global conversation.

| first came across Speak Percussion as a student in the early 2000s,
during an Australian Youth Orchestra season. When the percussion section was given parts
consisting entirely of directions to tacet (Brahms was a repeat offender), we would cluster
offstage to talk about music where our parts were free of tacet. Silent. These conversations
frequently led to new percussion ensemble and solo repertoire. When snare drum solo pieces
came up, they usually fell into one of three categories: technical studies based on orchestral
excerpts, rudimental solos, or more recent concert pieces composed by percussionists. The
latter tended to be roughly equal parts stick tricks and something along the lines of ‘play single
strokes as fast as possible’. Eugene Ughetti’s Frenetic Fantasy Etude (2001) was something
else. A work for snare drum and electronics that was full of technically challenging material,
irregular rhythms, sudden changes in character, all lining up meticulously with a pretty weird
(frenetic) digital track. Eugene had composed Frenetic Fantasy Etude a few years earlier, to meet
his student recital snare drum solo requirement and bypass the constraints of existing recital
repertoire at the same time. It both acknowledged the lineage of technical snare drum studies,
and was free of the limitations of that lineage. It was a concert solo piece, with no stick twirling
required. | immediately programmed it for my own undergraduate recital the following year.

It was not until five years later, in January 2011, that | worked with
Speak Percussion for the first time, as one of twelve percussionists brought together for two
colossal programs at MONA FOMA in Hobart to mark the organisation’s tenth anniversary.
The project featured a range of works, each representing a percussion ensemble music
milestone in a different way. It was a remarkable mix of twentieth century international works
that had changed music practice through their approaches to instrumentation, concept, or
audience experience (Varése’s Ionisation, Grisey’s Le Noir de I'Etoile, Xenakis’s Persephassa,
Tenney’s Three Pieces for Drum Quartet), and new works by Australian based composers that
challenged these ideas again (Griswold’s Strings Attached, Pateras’ Refractions and Flesh and
Ghost, Lim’s City of Falling Angels). The two programs signalled Speak Percussion’s ambition,
and they were completely undaunted by the logistical scale of the project. Players travelled




08 Risht Excerpt of the stage plan
for Pulsars and Angels Speak
Percussion 10th Anniversary
Concerts, MONA FOMA, outlin-
ing how the performers would
move instruments between
two works in the program. 14
January 2011, Princes Wharf
Shed No. 1, Hobart. Image:
Daniel Richardson.

from Sydney, Perth, Basel, New York and Melbourne, and over 400 instruments were loaned
to the project from the collections of performers, as well as from other Australian ensem-
bles ELISION, Synergy Percussion, Ensemble Offspring, Melbourne Symphony Orchestra,
Orchestra Victoria and beyond. The meticulous stage plan included a matrix of instruments,
setups, and highly specific details outlining how they would be moved by hand over the
one-hundred-metre long performance area in under five minutes during the concerts. Hand.
Just looking at the booklet of stage plans and imagining it smoothly unfolding was thrilling.
(Someone running back 100 metres to look for a missing instrument in the event of an error
in the stage plan, was not going to be an option).

Like that student recital snare drum piece, Speak Percussion’s tenth
anniversary programs demonstrated deep knowledge of and respect for the history of
contemporary percussion music, while simultaneously questioning and challenging its legacy
in a contemporary context. This approach has guided much of their work, providing a rich
foundation for their creative practice. In the years since, the organisation has continued to
both build upon and dismantle the ideas surrounding contemporary percussive practice
through their ground-breaking body of work. Speak Percussion’s 25-year anniversary
happens to fall near the 100-year anniversary of the earliest western percussion ensemble
compositions by Roldan, Varese, Cowell, Beyer and their contemporaries, providing a timely
opportunity for reflection on the evolution of the artform itself. In reflecting on Speak
Percussion at 25, we are also reflecting on an overarching question that has driven the
evolution of percussive practice: What is percussion?

This is not a question that can be easily responded to with words.
Percussionists revel in the fact ‘percussion’ cannot be readily defined, although it doesn’t
stop us from collectively trying as we try to analyse and explain what we do. This is well-in-
tentioned, and also motivated by the aim of sharing the potential of an artform that brings
us so much joy. As a result, ‘percussion’ is a term used in many different ways, with existing
definitions referring either to instruments, performance practices, the broader artform, ora
combination of all three. Percussion instruments are ‘almost anything’ (Pham 2023), they are
‘any physical object that can be sounded’ (Ughetti in Devenish 2019), ‘no instrument’ (Schick
in Oteri 2004), and ‘more of a practice than an instrument’ (Esler 2014). Attempts to describe
percussion practice are similarly expansive and elusive: it is ‘characterised by exploration’
(Devenish 2019), ‘a conceptual mutation’ (Stene 2023), ‘an attitude, an investigation of
sound’ (Tomlinson in Huang 2017), and ‘a system of knowledge acquisition’ (Schick 2015).
Program notes, websites, and interviews with practitioners are peppered with statements
about the possibilities of percussion as a discipline that is limitless, open, boundary-less,
free, indeterminate. Equally common in the lexicon is what is often described as some kind of
search for newness: new sounds, from new instruments, sounded through new techniques,
performed in new works. But this is not quite the full picture. John Cage’s familiar and
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often-repeated mantra ‘percussion is revolution’ (Cage 1939) speaks to how the artform
was perceived in the twentieth century. Steven Schick updates Cage’s words to ‘percussion
is evolution’ (Schick 2024), and here we come closer to understanding a practice whose
definitions include almost everything and specify almost nothing, that looks backwards to
what was, in order to leap forwards into what might be.

Percussive evolution at its most simple, can largely be characterised
by expansion of materials. The history and lineage of this expansion has long included
the re-imagining of objects and materials as musical instruments, a practice known as
instrumentality. This hallmark of all percussive practice centres around developing tech-
niques to draw sounds from objects, and to be able to repeat these sonic discoveries in
performance. ‘Percussion is revolution’ saw late nineteenth-century objects like brake drums,
railway spikes, paper, and flowerpots sounded into the twentieth century, challenging and
rejecting conventional modes of music-making. Twenty-first century percussing continued
this approach, by sounding twentieth-century inventions such as polystyrene, wireless
microphones, LED lights and plastic credit cards into new contexts. ‘Percussion is evolution’
celebrates the transformation of these materials into something new through sound.

This transformation offers a new perspective on the world around
us. In this context, newness is not about the newness of the object itself, or rejection of
its original purpose. Rather, it is about the way we engage with and understand it via new
percussive languages. Percussion is a practice of expansion, and a practice of story-telling.
The expansion of the vocabulary of percussion language used to tell sonic stories now goes
far beyond its idiosyncratic striking, shaking, scraping and fractioning techniques. Following
the words of choreographer Jonathan Burrows describing dance technique (2010), | now
describe percussion technique as whatever you need to do, to do whatever you need to do.
The contemporary percussionist breathes, electrifies, ignites, bounces, pulls, dampens, and
amplifies. She launches, splashes, flicks, and spins. Catches. They throw, drop, and twist.

Speak Percussion has played a pivotal role in the evolution of per-
cussion in the twenty-first century. Their rigorous investigations have sought to expand our
understanding of what percussion could be, as an instrument, a practice and an artform.
Established ideas that have been embedded in western art music practice for centuries, such
as technique, authorship, concert presentation, musicality and virtuosity, are dismantled,
reframed and presented anew for a twenty-first century context. The organisation frequently
engages with questions or concerns arising in the everyday life of the artists and their
audiences at the time. How this has been achieved is best understood through their expansive
body of work, which traverses a wide terrain of performance work developed with teams of
musicians, instrument designers, audio technicians, technologists, set designers, engineers,
architects, chefs, and dramaturgs.

The artists and collaborators of Speak Percussion have applied basic
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principles of wind and brass instruments, drawn on choreographic methods, and transformed
the offstage tools and props of the theatre through percussive thinking. This is illustrated by the
following examples. In Eugene Ughetti’s Pyrite Gland (2015), a corrugated plastic tube snakes
from a footpump at one end to the air vent of a drum at the other: the drum is a wind instru-
ment that comes alive, breathing with each step. How long is the life of a human-made object?

Assembly Operation (2017) features long rolls of paper sliding across
an amplified table. The paper sounds the table with the same friction principles that allow a
bow to sound a viola. As the paper shifts, gathers and falls, the detritus transforms into a set
that grows slowly around the performers. Where does the waste produced by our everyday
actions go when we’ve finished with it?

In Damien Ricketson’s Rendition Clinic (2015), strobe lights fulfilled a
plurality of on-stage roles. The click of the globe flashing on and off was amplified and sounded
as an instrument, the rhythm of the flash was manually manipulated to interact with the human
performers’ phrasing, and these actions simultaneously served as the compositional design and
the lighting design for the work. Blink and you miss it. What is your attention span like these days?

Commissioned for the Filament project, Josephine Macken’s Vessel
Song (2022) featured soft yarn, woven and knotted into long lines of material. Short pieces of
coloured cotton and simple knots distributed through each line added to the variety of whispery
drones and accented rhythmic events produced as each line was slowly drawn over the lip of
amplified metal vessels. Silver. The lines were a mallet while also serving as a form of short-hand
notation in performance, their movement marking the gradual and constant passing of time.

Together, these are examples of works that prompt reflection on
production and waste in a closed system, and our collective attention spans in the digital age.
The themes explored in the works—including power, community, violence, consumerism,
mass-production, and automation—bring together radical and interdisciplinary approaches
to music creation. Speak Percussion’s catalogue epitomises the concept of post-instrumental
practice, which is characterised by instrumentality, plurality, technique transferral, and
integration (Devenish 2021). It is work that is rooted in percussion, but reaches beyond. Bell.

Silent. In the imaginations of many who haven’t visited there, Ant-
arctica appears as vast, white, and open. Some artists have described Antarctica as a silent
continent (Barlow 2010), while others, such as sound artist Philip Samartzsis, recognise
its rich soundworld. Polar Force (2019), a collaboration between Samartzsis and Speak
Percussion, led to the creation of science-laboratory-like wind, water and ice instruments
and a bespoke inflatable performance space to sound them in. With the structure breathing
around the audience and performers, the behaviour and the sounds of natural phenomena
became percussive tools, transformed in the hands of the performers into rhythms, textures,
and melodies.
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Hand. A spinning, circular, textured table served as the centrepiece for
Matthias Schack-Arnott’s Annica (2016). Covered with a tessellation of pieces of shell, bamboo,
metal and wood set in mechanical motion, the sounding of this instrument was achieved by a
dance between human and machine, as four hands gently held objects to the table’s surface
to produce singing harmonics and phasing patterns through the friction of their contact.

Catches. TRANSDUCER (2013) did not require the percussionists
who performed it to use a single stick or mallet. In one moment, four performers rhythmically
and robotically swing, catch and hold SM58 microphones above a row of speaker cones
to create feedback harmony that pays homage both to Reich’s Pendulum Music (1968) and
the hocket of chamber music quartets. In another, the chaos of ping pong balls bouncing
from an activated speaker cone creates a rhythmic energy as their trajectories are only just
contained by a performer.

Silver. Fluvial (2014) was the first of Matthias Schack-Arnott’s solo
works that tested the potential of percussion as a kinetic sculpture, embracing the behaviour
of an object activated through sound. Aluminium tubes, rods, plates and chimes were
assembled en masse in suspended layers, creating a vibrating landscape with an identity of
its own, that was both instrument and stage design.

Bell. In Pigeons (2025), the percussionists became both caged pigeons
and free pigeons, and launched clay pigeons at oversized decorative bird-cage bells, which
became gongs as the clays made contact. Wind wands were extended and amplified into
wing wands, their rubber bands replaced with long feathers that vibrated at low frequencies
as they moved through air.

Silent Hand Catches Silver Bell brings together instruments, record-
ings, artifacts and stories stemming from the prolific activities of Speak Percussion over 25
years. The exhibition traces the history of the organisation and their chronology of works,
revealing innovations in instrument design, techniques, creative processes, repertoire, and
presentation. The post-instrumental practice of transferral is particularly prominent, revealing
influences from and connection to disciplinary worlds beyond percussion. Creative works are
developed that contribute to percussive language, and also contribute to creative dialogues
presentin architecture, theatre, comedy, field recording, installation design, and more. The
feeling of shared sound and silence, the actions of a performer, or the recognition of a metal
object in a new way create perceptual shifts. Is it a prop, an image, or instrument? Speak
Percussion’s body of work prompts us to reflect and reconsider the materials of the world
around us, and new meaning is made through the experience. More recently, under Kaylie
Melville’s leadership, Speak Percussion projects have begun to include communities of
student, amateur and professionals performing together in major arts festivals, effectively
interleaving community and professionals, performers and audiences. This builds on the
2017 realisation of Michael Pisaro’s a wave and waves (2006/2007), which featured 100
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performers of all ages and levels of experience, dropping seeds, stirring rice, bowing metal
plates, brushing sandpaper and more. The performers stood in a grid format, with audience
members seated on single chairs between them. This setup created a field of percussion,
as waves of quiet sounds were sent from one side to the other.

When viewed together, the Speak Percussion’s body of work and its
reverberations through the sector tell a story of percussion in Australia in the twenty-first
century. Traces of Speak Percussion’s influence is visible in the solo practice of Australian
artists beyond the organisation, through works such as Matthias Schack-Arnott’s Everywhen
(2021), Niki Johnson’s Shock Lines (2024), Zela Papageorgiou’s Tidelines (2025), and in my
own work co-created with Stuart James and Erin Coates Alluvial Gold (2022). These works
and others feature percussive mobiles, tapestries, sculptures, and installations, each taking
their own post-instrumental approaches to making music.

Like all music, percussion music reflects the time and context in which
it is made, not only through the concepts and ideas that inspire new works, but through the
materials and gestures within them. Instead of asking the question ‘what is percussion?’,
Speak Percussion asks ‘what can percussion become?’. This question will never be adequately
answered using the language of words. It is an embodied knowledge, communicated through
sound and its makers, changing over time. Percussion is a form of thought, it is a system of
acquiring knowledge that can be applied to anything, and perhaps most importantly, it is a way
of communicating that thought and knowledge that sits outside and beyond words. Responses
can only really be found in the creative works themselves, through the experience of thinking
and listening percussively. The name ‘Speak Percussion’ points to this: it's impossible to ver-
balise what percussion is, but it is definitely possible to ‘speak’ percussion through practice.
Percussive knowledge lies in our practice, and it is communicated in our music. This exhibition
offers a glimpse behind the scenes as to how some of these explorations have taken place in
Australia to date. It brings together twenty-first century responses to an evolving question,
leaving open a range of possibilities for inspiration to follow. Silent Hand Catches Silver Bell.

Barlow, A. (2010). ‘Silent

Continent’, ArteEast Quarterly.

Winter 2010.

Burrows, J. (2010). A
choreographer’s handbook.
Routledge, United Kingdom.

Cage, J. (1939). ‘Goal: New
Music, New Dance’, Silence.
Wesleyan University Press,
New Hampshire, USA.

Devenish, L., (2019). Global
Percussion Innovations:

The Australian Perspective.
Routledge, United Kingdom.

Devenish, L.(2021).
‘Instrumental infrastructure,
instrumental sculpture and
instrumental scores: A post-
instrumental practice’, Music

& Practice, Vol. 9. ISSN: 1893~

9562. DO0I:10.32063/0906.

Esler, R. (2014). ‘I drum the
body electric’, The Modern
Percussion Revolution:
Journeys of the Progressive
Artist. Routledge, New York.

Huang, A. (2017). Examining
Australian contemporary
percussion through things
uniquely Australian’, in
Contemporary Music Review,
36/1-2.ISSN 0749-4467.

Oteri, F. (2004). ‘Steven
Schick: Ready for anything’,
NewMusicBox. USA.

Pham, V. (2023). ‘beyond
object sleeps infinite sound’,
Filament Essays. Speak
Percussion, Melbourne.

Schick, S. (2015). ‘Looking
outward: A percussionist’s
search for sustainability’,
Transplanted Roots, YouTube.

Schick, S. (2024). ‘Un art

en mutation’, La percussion
contemporaine: Memoires

du CIP & Eklekto. Editions
Contrechamps, Switzerland.

Stene, H. (2023). ‘A Language
from leftovers’, Filament
Essays. Speak Percussion,
Melbourne.



a wave and waves, rehearsal
photograph, Melbourne

International Arts Festival,
Meat Markets, North
Melbourne, 2015. Image:
Byron Perry




TOPLEFT Formation of
waldteufels from Atlas of the
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(L-R) Eugene Ughetti, Hamish
Upton and Kaylie Melville,
Arts House, North Melbourne
Town Hall, 2022. Image:
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TOPRIGHT ¢ hy Simon Loeffler,
as part of Fluorophone,
featuring (L-R) Matthias
Schack-Arnott, Leah Scholes,
Eugene Ughetti and Louise
Devenish. Singapore, 2015.
Image: La Salle College of
the Arts

BOTTOMRIGHT Fo ot pumps,
corrugated tubes, funnels,
balloon, mixing bowl with
water. Floor shot of Pyrite
Gland by Eugene Ughetti
from Fluorophone. George
Town Festival, 2019. Image:
George Town Festival

BELOW Pendulum structure
from Transducer by Robin
Fox and Eugene Ughetti.
SONICA Festival, Glasgow
(UK) 2015, featuring (L-R)
Louise Devenish, Matthias
Schack-Arnott, Eugene
Ughetti and Leah Scholes.
Image: Robert McFadzean
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Shadowbox by Hanna
Hartman. INLAND concert
series, featuring Zela
Papageorgiou, Meat Markets,
North Melbourne, 2019.

Image: Bryony Jackson
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TOPLEFT Fipple Control
instrument from Polar Force
by Eugene Ughetti and Philip
Samartzis, Arts Centre
Melbourne, 2018. Image:
Bryony Jackson

BOTTOMLEFT March Static by
Thomas Meadowcroft, the
brass section, Four Winds
Festival, Bermagui, 2023.
Image: David Rogers
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>overleaf

TOPLEFT A Dream of Flight,

or at least, lurching forward

a few inches by Jessie Marino,
lighting by Bronwyn Pringle,
from Scream Star, Arts House,
North Melbourne Town Hall,
2022. Image: Bryony Jackson

BOTTOMLEFT Trap machine 2
standing before set in finale
of Pigeons by Eugene
Ughetti, featuring (L-R)
Kaylie Melville and Eugene
Ughetti. RISING Festival,
Melbourne Recital Centre,
2025. Image: Darren Gill

TOPRIGHT Close up of Radiobot
from Matthew Gardiner’s
Radiobots, presented by
Aphids, Etheira Technologies
and Speak Percussion,
Shepparton Art Gallery, 2009.
Image: Matthew Gardiner

BOTTOMRIGHT Before Nightfall
#14, Percy Grainger’s metal
anklung, featuring (L-R)
Eugene Ughetti, Alon llsar
and Kaylie Melville, Grainger
Museum, 2021. Image:
Bryony Jackson
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€ previous

LEFT Wing wands, work in
development from Pigeons
by Eugene Ughetti, featuring
(L-R) Kaylie Melville and
Eugene Ughetti, Circus OZ,
Collingwood, 2023. Image:
Jeff Busby

TOPRIGHT Dissolving Stupas,
Mvt 2 from Assembly
Operation by Eugene Ughetti,
featuring (L-R) Kaylie
Melville, Matthias Schack-
Arnott and Eugene Ughetti.
Arts House, North Melbourne
Town Hall, 2017. Image:
Bryony Jackson

BOTTOMRIGHT | ysca section
from Polar Force by Philip
Samartzis and Eugene
Ughetti, featuring (L-R)
Matthias Schack-Arnott and
Eugene Ughetti, Arts Centre
Melbourne, 2018. Image:
Bryony Jackson

TOPRIGHT Assembled Stupas

from Assembly Operation by
Eugene Ughetti, Arts House,
North Melbourne Town Hall,
2017. Image: Bryony Jackson

BOTTOM Crushed music stands
from The Museum by Steven
Kazuo Takasugi, image 2024

work premiere (2026). Image:

Jebbah Baum

>overleaf

TOPLEFT Digital Echoes by
Aaron Wyatt, featuring (L-R)
Eugene Ughetti and Aaron
Wyatt, Arts House, North
Melbourne Town Hall, 2024.
Image: Darren Gill

BOTTOMLEFT Rasped knitting
needles on woodblock and
closed mouth solo soprano
from Atlas of the Sky by Liza
Lim, featuring (L-R) Kaylie
Melville and Jessica Aszodi,
Melbourne Recital Centre,
2018. Image: Bryony Jackson

TOPRIGHT Before Nightfall
#16 performance, part of
Percussion Conversation
Degustation by Duré Dara,
La Mamma, Carlton, 2023.
Image: Darren Gill

BOTTOMRIGHT | arge rasp sticks
on Victorian ash planks

from Before Nightfall #4 with
Steven Schick, featuring
(L-R) Matthias Schack-
Arnott, Steven Schick and
Eugene Ughetti, Collingwood
Arts Precinct, 2017. Image:
Bryony Jackson
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Thunder tubes trio from
Atlas of the Sky by Liza Lim,
featuring (L-R) Eugene
Ughetti, Kaylie Melville and
Matthias Schack-Arnott,
Melbourne Recital Centre,
2018. Image: Bryony Jackson

a7




P sembly ll-i.’.l.e i:ables,
of Assembly Operation
b:

b Ughetti, featuring
(L ene Ughetti,
Kay! elville and Matthias

Schack-Arnott, Arts House,
North Melbourne Town Hall,
2017. Image Bryony Jackson
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Exhibition
list of works
and floorplan

01 Pigeons (2025)
Eugene Ughetti

Trap machine, wind wands,
temporary fence panels,
percussion-set-pieces in
aluminium and pine, clay
target hards, recorded audio
excerpts, video teaser.

02 The Museum
(2026) Steven
Takasugi

Modified music stands by
Jebbah Baum.

03 Metal Marimba
(c1930) RH Mayland
and Son, United

States, New York, NY

Audio recording, Speak
Percussion live performance
(2000) of Percy Grainger’s
Shepherd’s Hey (1913)
Grainger Museum, The
University of Melbourne
Accession number: 00.0065.

04 Meadowcroft
(2011/2013) Thomas
Meadowcroft

Select instrumentation from
The Great Knot and Cradles:
wine glasses, ping pong bat,
egg shaker, metal mixing
bowl + marble, recorder, midi
keyboard, revox machine,
melodica + footpump.

05 Anicca (2016)
Matthias Schack-
Arnott

Revolving 2.4m diameter
table on pottery wheel.
Bamboo, aluminium chimes,
shells, temple bowls, stones,
tiles, wooden ring and
Chinese hand cymbals.

06 Fans (2025)
Mel Huang Buntine
+ Eugene Ughetti

Computer fans, micro-
controllers, rotary dials,
electromagnetic coil
transducers, haptic wearables,
sound interface, aluminium
and loud speakers. School of
Computing and Information
Systems, Faculty of
Engineering and IT, The
University of Melbourne.

07 Jeff Busby
Photography
(2011-2025)

10th Anniversary (2011), Atlas
of the Sky (2018), a wave and
waves (2015), Between Two
Parts There is An Intermission
of A Hundred Thousand Years
(2015), The Black of the Star
(2013), Chrysalis (2012),
Europe and USA Tour (2013),
Fluorophone (2015), Polar Force
(2018), Quasi una Fantasia
(2012), Strings Attached (2014),
Transducer (2013)

08 Transducer (2013)
Robin Fox and
Eugene Ughetti

Video of performance, PC with
electromagnetic coil section.

09 Assembly
Operation (2017)
Eugene Ughetti

3 x Stupas: traditional Chinese
percussion instruments,
ceramics and polystyrene.
Video of performance.

10 e (2015)
Simon Lgffler

Fluorescent lights, work from
Fluorophone project.

11 Atlas of the Sky
(2018) Liza Lim

Photograph of crowd with
waldteufels, red chairs.

12 a wave and waves
(2015) Michael Pisaro

Photograph of rehearsal,
trap tables, parts and various
instruments.

13 Archive film
(2000-2025)
Cobie Orger

Speak Percussion archival
audio visual footage including
interviews.

14 Polar Force (2018)
Philip Samartzis &
Eugene Ughetti

Instrumentation: fipple table,
trough, Lusca, control panels.
Art book, vinyl record, audio
recordings (room40). Video of
performance.
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Silent Hand Catches Silver Bell
25 Years of Speak Percussion

©2025

Grainger Museum,
The University of
Melbourne and
Speak Percussion

ISBN 978-1-7642941-0-2

Speak Percussion has
redefined the sound and scope of percus-
sion in the 21st century. After a quarter
-century of avant-garde, boundary-defing
experimentation, the Melbourne-based
organisation marks its anniversary with
a major exhibition at the University of
Melbourne’s Grainger Museum. Silent Hand
Catches Silver Bell showcases the ensemble’s
visionary scope and features contributions
from leading voices in contemporary music
and performance.

grainger.unimelb.edu.au
speakpercussion.com
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