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A Death in the Life: 
The Technological 
Exploration of The 
Ending of Things

Review of Endings by Tamara Saulwick

Ella Adkins

Four turntables sit in four separate corners of the stage, lit by low 

hanging lamps. The rest of the stage is submerged in complete 

darkness. The lamps swing, the light moving across the stage, 

outlining the body of Tamara Saulwick as she moves towards one 

of the turntables and places the needle on the vinyl record. A 

recording of a woman’s voice quietly booms through the space. 

The voice is a recording of a woman the audience does not 

know, and she says, “I said to her before she died: I’ve brought a 

mattress, I’ve brought blankets, you never have to be alone again.” 

Tamara Saulwick is a Melbourne-based performance artist, 

whose work Endings was shown at the 2018 PuSh International 

Performing Arts Festival. Saulwick’s practice involves creating 

contemporary performance works for theatres and public spaces, 

utilising digital and analogue technologies, and exploring the 

element of sound within her performances. In her piece Endings, 

Saulwick demonstrates, through live experimentation of vinyl 

recordings, microphone speech, and interspersed live acoustic 

music performed by the folk music group Grand Salvo, the abstract 

unsettling beauty that exists within the process of death and loss. 

The majority of the piece is driven by the overhead recordings 

of unknown voices, recounting their intimate experiences of the 

loss of loved ones in their lives: what it looked like when their 

father took his last breath, or the last words that their mother 

uttered before her eyes went blank. The recordings follow no 

direct narrative, but rather are overlapped and remixed in unique 

unexpected ways. Saulwick will initiate one recording and recite 

the words through a microphone as it plays. A few minutes of 

listening will be allowed, before Saulwick will shake the tape on 

a reel-to-reel player, making the spoken word inaudible, filling the 

space with a somewhat indescribable scratching sound, which 

evokes a large sheet of tinfoil being tossed around in a strong 

wind. 

Because the piece has a foot in a known narrative as well 

as the unknown abstract, Endings challenges the role and purpose 

of the stage and theatre. Language is presented: it is audible 

and, to many, relatable, since the recorded narratives are about 

the universal experience of death and loss. However, when the 

narratives are disrupted, voices overlap with one another or the 

audible sounds are manipulated to obscure what is known, and 

suddenly the viewer experiences an unknown dark space. The set 

does a lot of that work, since other than Saulwick and performers 

from the singing group Grand Salvo, there isn’t anything for the 

viewer to latch on to that will allow them to comprehend what 

kind of space this is. In doing so, Saulwick is presenting to us the 

abstract reality of mortality, the unknown spaces of death and 

loss, and the impossible emotions of loss and grief. 

It is only through the presentness and immediacy that 

the stage provides that Saulwick is able to create a timeless, 

placeless location where ghost-like narratives weave together to 

discuss the undiscussable: the intangibility of loss and mortality. 
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As the piece comes to a close, Saulwick makes her way to a stool 

and begins to converse with the recording that is playing. It is 

soon clear that this is a recording of a reading by a medium. The 

medium asks Tamara about her father, and Tamara twiddles her 

thumbs. She answers: “Well, he wasn’t a chatterer but, he liked to 

talk, he liked to really talk and ask people questions.” These seeds 

of brief yet poignant narrative provide the piece with an intense 

vulnerability. As the lights fade out, we are left with Paddy Mann 

of Grand Salvo, strumming his guitar, singing, “And if your face is in 

the soil/And in your eyes the threads of roots and creatures coil/A 

hole just like a broken bone, flowers grow.”

Endings, Yaletown Roundhouse Theatre, February 1–3, 2018

Directed by Tamara Saulwick 

Date Attended: February 2, 2018
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