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Rees Archibald (b. 1972, Australia) was initially an instrumental musi-
cian, graduating with a Bachelor of Music (performance) on saxophone 
from the Sydney Conservatorium of Music before moving to Tokyo, Ja-
pan to study traditional Zen flute (shakuahchi). As a Monbusho research 
scholar working at the Tokyo National University of Fine Arts and Music 
he worked to develop an understanding of how instrumental performance 
practice could function as meditation. He was active as a performer and 
composer creating works for instruments and live electronics.

Rees went on to graduate with a Masters degree in electronic music 
composition from Wesleyan University in the U.S.A. in 2002, where he 
worked with composers Ron Kuivila, Alvin Lucier and David Behrman. 
A large part of this work was in silent video art works which have their 
foundations in structural rhythmic processes found in music.

Rees is active as a pedagogue and worked as an academic for many 
years in areas such as music technology, media arts, and music perfor-
mance. He currently runs independent workshops focused on listening, 
making, feeling and thinking through doing.

He has had work performed and shown in venues such as The Kitchen 
in New York City, ZKM/HfG in Germany, the Sydney Opera House, Red 
Gate Gallery, Beijing, and the Emit/Time Festival in Bern, Switzerland.

I am a sound artist. Whether I am working in installation, physical per-
formance, or moving image, my work is deeply and fundamentally con-
nected to sound.

I am focused on the ‘doing’ of sound; the action of either making sound 
or listening, and how this may activate other senses or modes of per-
ception such as seeing, touching, or naming with words (intellectual, 
conceptual perception). This doing is found in performance, compo-
sition or creating, but it equally lies in the activity of reception; in the 
‘doing’ involved in being an audience member, gallery visitor or other 
participant.

Starting with experience as a teenager in music performance, I gradu-
ally developed an understanding that such doing in art making was in 
fact a way of thinking and researching. A realisation that art making 
should not be a demonstration of thinking done previously, but an ongo-
ing process of discovering and thinking-in-action.

I am using art making with the aim of exploring how my thinking works. 
‘Flow’ theory and the performance practice of instruments such as the 
shakuhachi (Japanese Zen flute) demonstrate how doing can take us 
beyond conceptual thought and its accompanying language narrative. 
Such practices can allow a person to examine their thinking and percep-
tion in operation. I spent many years in Japan in the study of traditional 
music and aesthetics developing an understanding of how performance 
practice may at times function as meditation. Art can transform us.

I believe that the arts should place a person into new relation with that 
which was previously known or understood. It should create a space for 
open questioning, reappraisal and new understanding. But it should not 
operate solely on a conceptual level. I agree with Joseph Beuys when 
he says that it is not the task of art to be understood only in terms of a 
‘sentence logic’; that art should not serve only the intellect. Rather, art 
should stimulate a deeper re/organisation of perception out of which 
may emerge new understandings and sets of relationships.

My work not a storytelling art, rather one that leaves a person balanced 
between a sense of materialism and intangibility. 

My aim is to place a person into ‘beautiful relation’ with materials. I make 
work in which the materials are most often ‘simple’ found objects, such 
as pieces of metal, which are activated by, ‘scanned’ by, opened out by, 
sounds and acoustic phenomena. There is an integral connection be-
tween a physical form and that form’s sound. When you stand in front of 
a steel plate being activated by acoustic feedback, you hear that object’s 
physicality, its phenomenality; you engage with its ‘simple roughness’. 
You can touch and yet you cannot touch. You can understand and yet it 
always remains just out of reach in the course of its unfolding.

BIO // ARTIST STATEMENT

Photographer : Artūras Bulota/Kaunas Pilnas 



21296 sliding is a sculptural audio installation using large steel plates, 
contact microhones, audio transducers and latop running pitch shifting 
software.

A microphone and audio transducer are directly connected using the 
material of the work itself; a connection which, at high levels of amplifica-
tion, results in the creation of an acoustic feedback loop. As the trans-
ducer plays back this sound, the work transforms into a series of large 
scale sonic objects, sounding in direct relation to their inherent physical 
resonant properties.

The  laptop is used to control the overall volume of the work, and alters 
the frequency of this sound using pitch shifting. As a result of this shift 
in pitch feedback tones are moved away from a single most dominant 
sound, and begin shifting and flowing, finding new frequencies to which 
the steel is more or less sympathetic. At times remaining fairly muted; at 
times ringing like a bell.

6400mm X 1500mm X 1mm steel plate, 6200mm X 1500mm X 1mm steel plate, contact microphones, audio transducers, 
laptop running Max/MSP/Jitter. 2018.

21296 sliding

Overflowing Room Tones is a work that can function as both a sound 
performance or installation. The piece is for multiple loudspeakers, a 
single microphone, and a room. 

Multiple acoustic feedback loops are set up in the room between a mi-
crophone and speaker outputs. The way each loop activates the proper-
ties of the room differs due to the size of the speaker and its relationship 
with the microphone and overall space.

Each speaker plays all of the sound captured by the microphone and 
so plays back every feedback loop. While every sound produced ‘rings’ 
the room as it is a resonant frequency of the room, only particular sounds 
resonate powerfully for each speaker. Energy levels move from one 
feedback stream over into others as they gather momentum and volume 
before dropping off again.

Orange microcrush, Yamaha MSR250, microphone, laptop running Max/MSP/Jitter. 2018.

overflowing room tones



In Indonesian Gamelan, metal percussion instruments are considered 
home to spirit entities. 

In this series of sound installation works, high levels of amplification and 
a direct connection between a microphone and audio transducer is 
used to create acoustic feedback through physical materials of various 
sculptural objects. As the sound passes around this loop, an object be-
gins to vibrate and move,  making sound according to its own physical 
characteristics, responding to its unique inner life.

A core idea in these works is that the materials ‘explore themselves.’ The 

sounds heard are not produced externally; you are listening to a feed-
back loop explore the harmonic potential of the objects as the sound 
moves between different states of energy. 

01. 2000mm X 1000mm X 0.6mm steel plate with flowers, transducer and contact microphone. 2016.
02. 2000mm X 300mm X 3mm steel plate, transducer and contact microphone. 2016

the sound was already inside



“…and I cried. By reason of my affliction I cried unto you and you heard me; out 
of the belly of Hell I cried, and you heard my voice. 
For I was cast into the deep, in the midst of the seas; floods compassed about 
me: and billows and waves passed over me.”

We journey deep into the dark places, the places that lurk and lie in wait be-
neath the surface of our minds. We seek a deeper understanding of our hu-
manity; our understanding will not be a direct understanding.

We stand at the edge of an abyss and from this bottomless pit a beast rises up 
to meet us. A fight to the death. Suddenly we hear the song of the earth.

Voices under the earth was developed for the Šilainiai [Fortas] Project 2017 
which took place in Kaunas, Lithuania. Underground sections of an old fortifica-
tion were used as part of this event. The journey an audience takes down into 
the dark is used as a metaphor for an inward journey and encounter with the 
unconscious mind. Mythic texts were selected and read through a steel plate 
which acted as a resonant sound object for the voice and various other sounds 
over a 20 minute looping composition.

1600mm X 450mm X 2mm steel plate, audio transducer, small audio amplifier, audio player, LED lighting. 2017.

voices under the earth

In this work, an audio speaker and microphone are directly connected using 
a long piece of wire. A large river stone is hung at the end of this wire from the 
roof or high point in a space with the weight of the stone pulling the wire tight.
 
A speaker is connected by threading the wire through its metal frame and a 
contact microphone is clipped to the wire at varying distances from the speak-
er. When the volume of the system is raised, the direct physical contact be-
tween speaker and microphone creates acoustic feedback. The action of the 
speaker on the wire (as it vibrates to produce sound) adds to the complexity of 
the system by turning the wire into a vibrating string that modulates the overall 
sound.  

.

Steel wire, contact microphones, audio speakers, small audio amplifier, river stones,. 2017.

stone garden 03



Requiem for owl is an open installation work which took place over one 
week in a warehouse in Leeds, UK in 2016. The work was named after 
a dead Barn Owl which was found inside the building as the work was 
taking place.

The piece acted as a kind of durational performance-installation in 
which various ideas were developed and explored using long lengths 
of wire to connect contact microphones and acoustic loudspeak-
ers. The wire forms a physical path for the transmission of acoustic 
feedback and as the speaker starts to move the wire becomes a long, 
vibrating string.

A somatic, physically based approach was taken as part of this work. 
The space was prepared each day by sweeping the floor. Each 
iteration of the work was a process of feeling and sensing rather than 
strategising in advance. The work became a process unfolding over 
time focused on ideas of making-as-thinking and finding ways to open 
oneself up to unseen ideas. To discover newness right in front of us but 
just out of sight.

Steel wire, contact microphones, car audio amplifier, audio speakers. 2015.

requiem for owl



The title is a play on the affinity, in Hebrew, between the word for sound 
(Tslil) and shadow (Tsel). If the word existed in the language it might 
mean ‘sonorities of shadows’. The piece emerges out of Zaum: beyond 
mind – an ongoing collaboration between composer/performers Caroline 
Wilkins and Oded Ben-Tal. Zaum is a sound theatre piece particularly 
interested in the notions of embodied musical performance as it relates 
to the digital nature of much of the sonic material and the changing re-
lationship between the different types of presence. A chance encounter 
with Rees Archibald in 2013 led us to try and extend our collaboration 
using live video.

Caroline Wilkins (composition/performance), Oded Ben-Tal (sound), Rees Archibald (visuals). 2013.

mitslalim



A playful exploration of this post-war French literary movement, OuLiPo 
is an acronym that translates as “workshop of potential literature” most 
famously explored by Georges Perec and Raymond Queneau. The tenet 
of the OuLiPo is to create literature with constraints (not using the letter 
E an infamous example, or replacing nouns in texts with other from the 
dictionary).

A video by Rees Archibald, Andrew Infanti and Matthew Shlomowitz.. 21 minutes. 2007.

A documentary saga of the OuLiPo

Six Aspects is an audio-visual work for instrumental ensemble and video. 
The six sections of this work are each based on a compositional process 
in which repeating units (audio and visual) are layered over one another. 
Each looping unit has its own speed and duration and, in combination 
with each other, creates an overlapping kaleidoscope or tapestry.

Each of the six sections takes a specific visual representation of the 
body as its subject, beginning at the hand and moving inwards to the 
torso. The continual permutation and repetition of the subject that the 
compositional process generates allows for the material to be explored, 
abstracted and re-interpreted. The audio and visual components do not 
seek material unison or temporal synchronicity. They share structural 

principles but they move independently as interacting forces.

Music Matthew Shlomowtiz, video Rees Archibald. 19 minutes. 2004.

six aspects of the body in image and sound



A collaboration with artist Jo Ray exploring emulation and improvisation in mak-
ing.

What it is to follow a template, to plan, or to resist planning one’s actions? How 
do we begin an action when we are unsure what is required, continue when 
uncertain, or conclude if we do not know what is expected?

The work required one of us to make a paper model, and to record the sound 
of this process. Having no prior knowledge of the original form (but a shared 
material and kit-list) the other would then listen to the recording and attempt to 
‘read’ the sounds and transcribe them into a new model. A game of ‘whispers’ 
which could lead to many iterations. We consider the work a preliminary sketch 

for future development.

The work began with a conversation about Frank and Lillian Gilbreth’s time and 
motion studies of the early 20th Century. The Gilbreths’ aim was to identify a 
prescribed method of working to attain a predictable outcome time and again. 
Our concern was to draw out the peculiar qualities of the making process when 
one is uncertain of an outcome.

The work also begins to address the performance of making, and what it is to 
‘practice’.

Video installation. 2016.

a fabrication
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