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FULL SCHEDULE 
 
WEDNESDAY, JULY 29 
 
BREAKFAST & REGISTRATION (9:00AM) 
 
WELCOME (9:30AM)  
Steve Luber & Jasmine Mahmoud 
 
URBAN NOSTALGIA (9:45AM – 11:15AM) 
Moderator: Todd Coulter, Colby College – PSFG Secretary 
 
Michelle Liu Carriger, UCLA   
“Streets of Memories in a City of Dreams” 
 
As the home and birthplace of commercial cinema, Los Angeles has made its name as the source of 
innumerable performances of the past. Historical fantasies litter the city landscape, from the preeminent 
Latin-flavored architecture dubbed “Spanish Fantasy Past,” to the mansions and apartment complexes 
modeled after French chateaux or English half-timbered Tudors; Art Deco Egyptian and Chinese movie 
theatres; Disney’s America; to individual landmarks like the 1911 replica Japanese castle “Yamashiro” which 
serves as both a historical Hollywood landmark and “Japan” for films like “Sayonara” (Marlon Brando, 1957) 
and “Memoirs of a Geisha” (2005). LA’s very center was (re)invented by a white socialite in her image of a 
Spanish colonial past—and yet this “Mexican Disneyland” has now also become an “authentic” center of 
Mexican-American culture, hosting events and festivals initiated and controlled by the descendants of the first 
Mexican-American vendors hired to add color to the street in 1930.  
 
Los Angeles might be thought of as the ultimate actor, endlessly performing that dangerous sleight of hand 
that effaces the purported border between the “authentic” and the “theatrical” (or does it reveal that it was 
the border that was an illusion?) Building on a generation of postmodern historiography debunking “objective” 
history’s charade of capital-T Truth as well as performance theory, I propose to use queer and minoritarian 
(particularly Asian-American) theories of subjectivity to examine my own new home, Los Angeles, that first 
of all dreams itself, as well as serving as a locus of dreams for the world. 
 
It is obvious from the example of Hollywood (amongst innumerable others) that the truth of a claim has no 
practical bearing on how images and narratives of the past are taken up, circulated, and incorporated into our 
individual and collective imaginings of ourselves and our pasts—this presentation therefore begins an attempt 
to account for partial, problematic, perverse, and desirous connections with fantasy pasts in a manner that 
acknowledges the performative power of dreams to transform themselves into memories.  
 
Ethan Philbrick, NYU 
“‘Reverence can be a form of forgetting’: Jace Clayton and The Julius Eastman Memory Depot” 
 
Julius Eastman was a black and queer vocalist, pianist, dancer, conductor, and composer central to New York 
City’s Downtown experimental music scene in the 1970s and early 80s.  He was featured on Meredith Monk’s 
recording of Dolmen Music, collaborated frequently with experimental disco artist Arthur Russell, and 
composed provoking post-minimalist chamber music works with politically incendiary titles such as Crazy 
Nigger and Gay Guerrilla that were performed across the United States and Europe.  Yet despite these 
achievements, Eastman’s legacy has travelled under a sign of reduced life chances, premature death, and 
violent disappearance from historical archives.  Eastman was evicted from his apartment in Manhattan’s East 
Village in 1983 and many of his scores burned.  He all but disappeared from the New York music scene and 
reportedly lived without a home for much of the following years before his death in 1990.  Since the early 
2000s there has been a resurgence of scholarly interest in Eastman’s life and music.  Primarily spearheaded by 
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composers and scholars such as Mary Jane Leach and Kyle Gann, these historical projects have aimed to 
rescue Eastman from historical oblivion, recirculating what scores and recordings of his work are still in 
existence.  In 2013 the musician, composer, and DJ Jace Clayton (also known as DJ /rupture) engaged in this 
practice of remembering Eastman but on a different register.  Rather than trying to preserve Eastman’s music 
for the archive, Clayton remixed, rearranged, and recomposed Eastman’s scores as part of The Julius Eastman 
Memorial Dinner at New York’s MoMA PS1 and subsequently released an album entitled The Julius Eastman 
Memory Depot.   Clayton frames this practice as a modality of irreverent memory, writing in the liner notes to 
the album, “reverence can be a form of forgetting.”  This paper considers Clayton’s generatively irreverent 
performances as a modality of political performance in contexts when memory has been cut or blocked by 
racism, homophobia, and other modes of premature death. 
 
Mark Ingram, Goucher College 
“Ethnographic Autobiography and the performance of neighborhood identity in the quartiers nord of 
Marseille” 
 
This paper examines the negotiation of individual and neighborhood memory through study of community-
based site-specific performances and the personal narratives of neighborhood residents in low-income areas 
of Marseille. In January of 2015, not long after the terrorist attacks on the Charlie Hebdo offices in Paris, 
French Prime Minister Manuel Valls stated that there exists ‘a territorial, social and ethnic apartheid’ in 
France. Scholars have increasingly used terms such as apartheid, segregation, and “ghettoization” to describe 
the social isolation of French peripheral urban neighborhoods. Efforts intended to empower residents have 
included urbanist reforms such as a 2014 law seeking to « recognize and valorize the history, heritage and 
memory of the popular neighborhoods».  Drawing on ethnographic fieldwork conducted intermittently 
between 2007 and 2015, this paper examines urban walks and other performances in order to understand 
how the autobiographical narratives of residents are conceived and enacted within a broader social frame. 
What are the contradictions and paradoxes of such performances in a setting where the achievement of a 
broader social frame of belonging is especially challenging? How is a neighborhood-centered social self 
realized in performance and what defines it? Through focusing on the varied meanings of self and 
neighborhood for residents, this paper examines the value of these performances as a means of shaping social 
and political solidarity in ways that both align with, and depart from, the narrative frames provided by state 
authorities, local organizers, and media reporting.  
 
Sascha Just, CUNY  
“Mardi Gras Indian Performance Practices: Resistance and Remembrance Between Archive and Repertoire” 
 
Since the late nineteenth century every year on Mardi Gras Day, African American groups, organized in 
tribes, parade the streets of New Orleans’s black neighborhoods in feathered and beaded costumes to honor 
those Native Americans who aided their African ancestors escape from slavery. The performances of these 
so-called Mardi Gras Indians are manifestations of re-membrance of their past struggles against white 
oppression. They serve as counter-memory, as defined by David Scott, to the dominant historical narrative 
that presents New Orleans as a legitimate heir to a white European history, and that largely omits African and 
Native American resistance.  
 
Films and TV programs have been instrumental in perpetuating this image of New Orleans as a white urban 
space in which African American cultural expressions are relegated to the margins. From the 1970s on, 
inspired by the Civil Rights Movement, Indians began to collaborate with media content creators to extend 
their performance repertoire to film and eventually digital archives. Underscoring Diana Taylor’s argument 
that the archive is not solely the property of the hegemony, this measured process of institutionalization has 
given Indians some control over how their history is represented. As a result, their oppositional role as a 
marginalized group is gradually changing to one with some political impact within society at large. At the 
same time, expanding their repertoire to permanent records has opened Indian culture to the mainstream 
media resulting in its commodification as a tourist attraction. In this paper, a close analysis of conflicts these 
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developments cause among Indians about issues of preserving traditions, absorption into the dominant 
culture, and the (im-) possibility of permanent resistance highlights implications beyond the Indian 
community for the political efficacy of the dynamic between archive and repertoire. 
 
REMEMBERING TECHNIQUE (11:25AM – 12:55PM) 
Moderator: Steve Luber, Connecticut College – PSFG Pre-Conference Curator 
 
Susanna Weygandt, Princeton University  
“The ‘Body’ of the Text in Ivan Vyrypaev's Drama, and the Sonic Inscription of the  Actress Polina 
Agureeva” 
 
Russian “New Drama” as a part of the larger contemporary genre of the “Post-Dramatic” (defined by Hans-
Thies Lehmann) lacks stage actions. The immobile qualities of New Drama challenge the traditional approach 
to character embodiment, which since the days of Stanislavsky has occurred through the actor’s logic of 
consecutive actions (coined by Stanislavsky “through-actions”) that carry out the character’s tasks. While 
body language is disappearing, something else is appearing. The semiotics of vivid movement hitherto used to 
initiate character embodiment are replaced by verbal play, I argue. One of the most popular playwrights in 
Russia today, Ivan Vyrypaev, tears down the age-old understanding of embodiment as a sequence of mimetic 
movements. In Vyrypaev’s Dance Deli for instance, the dance could have been represented better in stage 
directions, but Vyrypaev chooses instead to emphasize the literariness of it by using it as the dialogue. The 
dialogue attempts to be fully referential in its choreographic language. In the leading New Drama the 
Stanislavskian “action” (deistvie) – the actor’s maneuvering for the embodiment of her character—is assigned a 
new value as the action begins to unfold in the verbal sphere. Part of the reason why I am isolating 
Stanislavsky’s method of embodiment stems from the desire to more fully understand the study of physical 
mimesis so sophisticatedly envisioned and made into a master craft by the modernist director. We cannot 
depart into new horizons without explaining the past. The memory of Stanislavsky’s legacy precipitates into 
contemporary experiments in Russian theater, providing a point of departure to embark into new territory. By 
taking a closer look at the physicality that undergirds so much of Stanislavsky’s writings (as Sharon Carnicke’s 
writings, for instance, have pointed out) we can more fully grasp the radicalism of a new practice of 
embodiment without the body. 
 
Alexander Munro, University of Hawaii 
“The Unrecognized Actor in Simulated and Standardized Patient Programs” 
 
Simulated and standardized patient (SP) programs have used actors to portray patients in simulations to help 
medical and nursing students practice their newly acquired skills since the 1960s. The School of Nursing and 
the Department of Theatre and Dance at the University of Hawaii at Manoa has developed a unique 
partnership, known as HealthCAST, which serves as a case study for the mutual benefits of SP programs. 
Through HealthCAST, theatre students are cast and coached to portray patients in largely improvised 
scenarios with the nursing students. The simulations take place at the School of Nursing’s Translational 
Health Science Simulation Center, which looks and feels like a real hospital. This helps the simulations feel 
realistic and authentic despite the fact that the nursing students and theatre students are performing their 
assigned roles. The memory of these simulations will likely inform how the nursing students will perform 
with their future patients and how the actors may perform in future projects. The fact that the healthcare 
students are also acting is rarely, if ever, acknowledged. Performance Studies provides the opportunity to 
examine SP programs from a greater variety of approaches than most of the literature available from 
healthcare journals by bringing philosophers, sociologists, semioticians and theatre scholars into the 
discussion. Acknowledging that the healthcare students are indeed acting supports an argument to further 
incorporate theatre courses in a healthcare curriculum to produce nurses and doctors with strong 
communication and empathy skills. 
 
Christine Mazumdar, University of Toronto  
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“Remember the Feeling: Embodied Memory and Improvisation in Aesthetic Sport” 
 

Memory becomes agent, player, and director. Memory choreographs the recognition of movement.  
—Gabriele Brandstetter (109) 

 
Rhythmic gymnast Marina Durunda stepped onto the competitive carpet of the 2014 “Miss Valentine” 
competition in Tartu, Estonia, to perform her clubs routine to classical lyrical piano piece Dance of Leaves by 
Persian composer Fariborz Lachini. However, as Durunda commenced her routine, the music that played was 
not the Lachini but, instead, French jazz/folk artist Zaz’s Ni Oui Ni Non. Without hesitation, Durunda 
improvised, modifying her choreography on the fly to suit the up-tempo song. Moving fluidly and 
spontaneously between the planned versus the live-improvised choreographies, Durunda unintentionally 
engaged the tension between her embodied memory of the choreographed routine and the affective 
significance of the improvisatory ‘now’.  
 
Gabriele Brandstetter writes, “All memory is spatial. Choreography, … is a means of retaining the memory of 
movement” (108). The painstaking training process of rhythmic gymnastics requires countless hours of 
repetition in which the body learns the choreographed movements of a 90-second routine. However, what 
happens when this embodied memory is challenged by going ‘off-script’, so to speak? While Durunda’s body 
performs the predetermined elements, she is forced simultaneously to think during her performance about 
how to make the elements from her original choreography suit an unknown piece of music.  
 
Both the audience and judges praised Durunda’s unorthodox performance, earning her the highest mark of 
the entire competition. The following day, in the clubs finals competition where she performed her routine 
with the intended music, Durunda earned the gold medal but received a lower score with her intended music 
and choreography. Analysing the discrepancies in the scores through comparative breakdowns of Durunda’s 
two performances, the Rhythmic Gymnastics Code of Points, as well as the audience’s and coaches’ 
responses, I argue that in her live-improvised performance, Durunda unintentionally explores the relationship 
between the technical-artistic binary of aesthetic sport and embodied memory. The technical component of 
her program exists in that memory etched and engrained within the body, while the artistic emerges 
spontaneously from a different place of memory within the body.     
 
Anna Griffith, York University 
“Memories of Muscle, Bone and Breath: Embodying Resistance in Capoeira” 
 
Capoeira is a movement practice where history is embedded into form. Rituals, rhythms and songs 
commemorating great Capoeiristas who battled dominant culture to oppose slavery, and mythologized stories 
of how Capoeira began are twisted into every movement and gesture. One of the most fascinating aspects of 
Capoeira is that it (re)produces a very specific kind of social memory based on resistance and myth. By 
playing Capoeira we remember not just the atrocity of slavery and colonization but the ways it was 
challenged, opposed, and battled.  
 
In the first section of this paper I focus on how the form and the act of playing Capoeira contains, celebrates 
and remembers specific, counter-hegemonic myths. These myths are recombined and retold to become a 
kind of counter-memory through which people continue to imagine and construct themselves. Capoeira in 
this sense is an embodied practice that expresses resistance and offers guidelines for living while connecting 
us to the past. Through it we can decide how we remember the violence and brutal domination of 
colonization.  
 
Like in a capoeira roda, the second section part of this paper then takes off in a different direction. I look to 
the process of embodiment itself as a place where memory is translated through gestures or movements that 
alter the practitioner’s muscle, bone and breath. When we adopt a practice like Capoeira, we offer up our 
bodies to be changed by that practice. Our kinaesthetic awareness is altered; movement habits, cadence and 
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rhythm of daily activities are changed and then re-solidified through repetition and practice. I argue that by 
considering how memory can be experienced physically provides us with a richer understanding of how 
embodied practices may transmit social memory.  
 
LUNCH (1:00PM – 2:00PM) 
 
TECHNE, TECHNOLGY: ECHOES, DOCUMENTS, AND DOUBLES (2:00PM – 3:50PM) 
Moderator: Patrick McKelvey, Brown University – PSFG Graduate Student Representative 
 
Li Cornfield, McGill University 
“An Echo from the Past: Technologies of Memory in the Carousel of Progress” 
 
The Carousel of Progress, a theatrical spectacle designed by Walt Disney and sponsored by General Electric, 
opened at the New York World’s Fair in 1964, and has run nearly nonstop ever since. A history pageant 
performed by a cast of audio- animatronic robots, the Carousel of Progress entangles nostalgia for an 
idealized past with midcentury aesthetics of a technologized future. In this paper, I will examine how the 
Carousel’s use of audio-animatronics permits permanently set stage choreography, even as shifting cultural 
memory of the American past alters the implications of the robotic cast’s automated gestures. 
 
As dramatized by Disney and General Electric, memory of the American past functions as a marketing device 
for America’s industrial future. For General Electric, the Carousel’s presentation of a longstanding history of 
domestic technology marked mechanization as unthreatening to the sanctity of the American home. Disney, 
meanwhile, hoped that its newly developed audio-animatronic technology would go on to revolutionize live 
theater much the way its animation studio had revolutionized cinema. By introducing audio-animatronics in 
the context of a play that celebrates a century of mechanization, Disney endeavored to align its theatrical 
technology with a history of pleasures enabled by industrial innovation. 
 
If every historical drama bears marks of the period in which it is produced, the Carousel of Progress’ 
temporal textures are thickly layered. Revisions the Carousel has undergone throughout its fifty year run 
grapple not only with how the American past shapes new visions of the future, but also with the Carousel’s 
own history of historical presentation. The Carousel’s mechanized theatricality, famously unchanged from 
performance to performance, in fact elides a production history that reveals contestation over depictions of 
the American past and the future it portends. This paper turns to the Carousel as a means of investigating the 
utility, and the futility, of automating performance as a tool of memory-making. 
 
Bryan Markovitz, Brown University 
“The Fugitive and its Double” 
 
In 1962, Mark Rothko painted five canvases for a penthouse dining room at Harvard University. His goal was 
to design the room as “a place,” a visual mise-en-scène with a certain emotional intensity. Rothko’s lifelong 
interest in theatre, as well his reading of Nietzsche’s Birth of Tragedy, influenced his idea of painting as an 
experiment in tragic mimesis, where aesthetic measures would imitate the raw emotional sensations of life and 
death.  
 
For the Harvard Murals, Rothko experimented with a fugitive pigment that was so sensitive to sunlight that its 
colors faded dramatically in just a few years. By the late 1970s, Harvard de-installed the faded paintings, 
which had also been damaged by vandalism and neglect. After more than twenty years in storage, the murals 
were recently re-exhibited with the help of a color-compensating double image that is projected onto their 
surfaces to restore their lost color. More surprising is the choice that Harvard made to let museum visitors 
watch museum staff “turn off the Rothkos” an hour before closing every day. One by one, the paintings are 
drained of their vitality with the touch of an iPhone app. In the interval between “on” and “off,” a 
phenomenological theatre occurs where multiple realities collide. 
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This presentation will describe the experimental systems, technical objects, and historical narratives that made 
it possible to reenact Mark Rothko’s particular form of aporetic abstraction. What is at stake is our 
understanding of how theatricality is deployed in the production of knowledge. This restored theatre of 
techné unsettles the political stability of subject and object, feeling and form, past and present. Rothko’s 
revenant does not merely mimic the nature of life and death that so compelled him, it also produces it—again 
and again and again. 
 
Eleanor Russell, Northwestern University 
“Third Mimesis and Subversive Embodiments: The Politics of Live EEG Musical Performance” 
 
In “Third Mimesis and Subversive Embodiments: The Politics of EEG Live Musical Performance”, I 
consider the implications of Philip Auslander’s theory of liveness and ventriloquism in live musical 
performance. In “Lucille Meets GuitarBot: Instrumentality, Agency, and Technology in Musical 
Performance” (2009), Auslander invokes sociologist Erving Goffman’s notion of “dramatization” as a way to 
understand the relationship between performer and instrument in selected performances. Auslander discusses 
the ever-evolving and increasingly important role of technology in live sonic performance, but the 
possibilities for dramatization have expanded since the article’s publication in 2009. I both trouble and extend 
his work by bringing it into conversation with my notion of sonic mimesis.  Drawing on Elin Diamond’s 
feminist theory of mimesis, I address the gaps in Auslander’s understanding of technology and live 
performance. I bring into view the ways in which my theoretical framework illuminates the contours of three 
particular performances: Katinka Kleijn’s “Intelligence in the Human-Machine,” a duet for cello and 
brainwaves; William Hooker’s performance as part of ArtLab’s Music+Mind project; and “Euonia” by Lisa 
Park.  What are the live and necessarily aural politics of these performances? By deploying a theory of sonic I 
consider how EEG live musical performances generate alternative subjectivities, ones that complicate the 
ventriloquist relational model in Auslander’s theories. 
 
Gwyneth Shanks, UCLA 
“Textual Remains and the Performance of Value: Marina Abramovic’s Re-performers” 
 
In the past decade, performance has gained an unprecedented visibility in museum spaces. This alignment 
asks performance scholars to engage questions of the archive, a grounding tenant of the museological project 
and one often positioned in opposition to the claims of ephemerality, disappearance, and now-ness, which 
mark performance theory. Focusing on Marina Abramović’s exhibitions of her work at MoMA (2010) and 
MOCA (2011), I examine the stipulations of performers’ contracts, hired by each museum to re-perform 
Abramovic’s past performance pieces. Such a focus forwards a material methodology that, far from arguing 
performance elides archival procedures, the insubstantial or incomplete memories of the live event 
foreclosing the archive, foregrounds the contract as performance remainder. Memory, Sandra Richards writes, 
“operates through the conflation of chronological time . . . No matter how much we strive for 
a...recuperation of a past event . . . the meanings we make are determined by our location in the present.” 
While Richards locates memory’s operational capacities within the spatial parameters of the present, here I 
wish to think through the ways performance documentation, namely contracts, provides a material grounding 
for bridging the divide between the Abramović’s re-performances and the memories of these events. The 
contract frames her re-performances not as fleeting experiences, which now reside in memory, but rather as 
events that can be theorized through the contractual stipulations placed upon performers’ bodies, implicating 
the artist, the performers, and each museum within larger discourses of value: time, money, and labor. 
 
Aniko Szucs, NYU 
“Embodied Documents, Embodied Memory – Theatricalized State Security Files in the Performances of X 
mm from Y km and of The Files” 
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Contemporary theatre often uses documents and other archival traces as inspiration, source, or evidence to 
evoke historic events on the stage. Recent investigations about documentary and verbatim theatre have 
already contested the utopian idea of one exclusive truth and have convincingly demonstrated the “discursive 
limitations” of material evidence as well as the inevitable “communion of the real and the simulated” in “the 
theatre of the real.” In this paper I will look at examples of such communions created by artists of the post-
Soviet bloc; performances that theatricalize and physicalize state security documents to complicate and 
nuance the dominant politico-historical discourse on former collaborators and informants.  
Janelle Reinelt’s exploration of “phenomenological experience” in the theatre will serve as my theoretical 
framework as I shift the attention from the mediation of historical knowledge to the transmission of memory 
and affect. I will reference the Romanian production X mm from Y km by ColectivA and The Files produced by 
the Polish Theatre of the Eight Day to demonstrate the ways in which performance can narrate history, while 
simultaneously utilizing and departing from the archival record. I will argue that new epistemological claims 
do not only emerge through the use of actual documents, but also through what I term as the ‘document-
affect’; the theatricalization of professional jargons, objects, and historical icons, as well as of gestures and 
everyday practices stored in kinesthetic memory and evoked by the performers’ bodies on stage. The creative 
interplay between the rigid textuality of the state security documents and the playful physicality of the actors 
construes an empathetic, though unsettling, experience of everyday life under the surveillance of the 
repressive communist regime. 
 
SONIC MEMORIES AND MEMORIES OF HOME (4:00PM – 4:45PM) 
Moderator: Jasmine Mahmoud, Northwestern University – PSFG Pre-Conference Curator 
 
Jamara M. Wakefield, NYU 
“Rosie” 
 
‘Rosie’ is a woman who repeatedly appears in the work songs sung by inmates in the convict lease system in 
the American South’s during the reconstruction era. My paper will do a close reading of the lyrics that 
mention Rosie to examine what this invoking of “Rosie” is doing for the men who perform her.  I am 
proposing a conference listening exercise to examine what memories the singers of these work songs are 
conjuring through the lyrics, harmonies and their bodies.  These melodies, like many of the work chants sung 
in the American south having been passed down from one generation of inmates to another eventually 
seeping into larger external black communities surfacing as hymns, the blues, and chorals sung in conjunction 
with communal folklore story telling.  This process of sharing combined with regional performative nuance 
allows for variations in the work songs. These secular psalms are directly connected to the moods and 
memories of the creators, resulting in the crafting of music that is uniquely reflective of African Americans 
living within a politically inescapable white supremacist capitalist system. The day to day mode of resistance 
for these men caught within a legacy of black codes, pig laws and convict leasing is to use their voice and their 
body to reclaim themselves as human despite being defined publicly as animals, machines, less than men or 
otherwise disposable.  These work songs in a Heidegerian, sense allow the singers to think through the body, 
re collect themselves spiritually and resist their status as ‘homo sacer’ which in ancient Roman law is defined 
as a member of society who can be killed without the killer incurring penalty for murder. At the heart of the 
creolization and transmission of the work songs at Parchman Farm is a resistance to a colonial spirit that 
divides bodies into the following categories human, almost humans and non-human. Heard in these work 
songs, is a deep hollering for connection and reconnection. The convict lease work song is a story of urgency 
as if the gang leader is saying to this woman that he needs her “Rosie” in a supernatural way. He needs her 
the way he also needs a socio political intervention. 
 
Colleen Daly, NYU  
“It’s a Lot of Words and That’s Not One of Them” 
 
My project explores homemaking as a process of (re)(un)making, (re)(un)covering, and (re)(post)memory. 
How do we trace narratives surrounding spaces of home and how do we articulate the indescribable affect of 
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the action? If a home is the affective quality of a house and a house is a frame for the self, how does one 
negotiate the instability and irrationality of identity as one attempts to find or create it? In order to 
communicate these concepts I constructed a small representation of home as a performative object. This 
home is a 12”x12” Plexiglass box coated in two-way mirror material with a reflective exterior and translucent 
interior (one may see out but not in). The inside contains images, a soundscape, and text relating to my 
written intervention of home as it emerges in a personal, memoiristic context.  
 
This piece in addition to a larger soundscape of “home sounds” and excerpts of ficto-critique encapsulate my 
project. Ideally the home could be passed around and experienced by the participants thus distracting or 
intervening into my process of presenting on homemaking which itself is a process that bleeds out and is 
interrupted in uncontrollable ways. The pieces I would like to read are anecdotal works on home that center 
around the materiality of memory in regards to particular objects – a van, a cigarette, and puppets/the virtual 
memory of an iPhone video – and the sensual imprints they leave behind. Together, the pieces are an 
experience made possible through (mis)(dis)identifications of home as it is (de)constructed, manipulated, and 
(re)shaped. 
 
KEYNOTE (4:55PM – 5:50PM) 
T. Nikki Cesare Schotzko, University of Toronto 
 
“#nihilism: Hashtag Memories, Climate Change, and the Unbelievable Significance of Shia LaBeouf in a 
Metamodern World” 
  
ENTRE CHIEN ET LOUP (6:00PM – 9:00PM) 
performance art walking tour of Montreal 
 
curated by Didier Morelli, with: 
Adriana Disman 
Christian Bujold 
François Morelli 
Victoria Stanton 
Étienne Tremblay-Tardiff 
 
Entre chien et loup refers to that time of day when it is difficult to distinguish between THIS (dog) and THAT 
(wolf). This evening of site specific performances takes this liminal period of the day as an opportunity to 
explore the potential of performative interventions in urban public space. It uses the city of Montreal’s 
downtown area as an architectural, social, and political environment to play off of. The event brings together 
five local artists who have contributed to shaping, growing, teaching, and promoting performance as a 
medium, form, and community in the city. The evening itself offers a fluid environment where artists engage 
with the structure of the city. Guiding the audience through the city with furtive and more spectacular works 
and actions, each performance responds in its own way to space as a historical landmark or reality. The 
audience, as a procession, is invited to accompany, witness, and take part in these ambulant works in order to 
discover the city and its past through performance. Through these works, the street becomes an active site of 
play, exchange, and spectatorship as the artists animate both visible and invisible landmarks that have marked 
the city. 
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THURSDAY, JULY 30 
 
BREAKFAST (8:00AM) 
TDR, the journal of performance studies, welcomes the ATHE Performance Studies Focus Group as PSFG’s 
cosponsor of this pre-conference breakfast. Please join us, and visit TDR Associate Editor Mariellen 
Sandford throughout the conference at the TDR/MIT Press table in the Exhibit Hall to discuss your current 
work and submitting articles to the journal.  

HAUNTOLOGIES: BREATH, DECONSTRUCTION, AND THE ARCHIVE (8:15 – 9:45AM) 
Moderator: Lindsay Adamson Livingston, Brigham Young University – PSFG Treasurer 
 
Isabel Stowell-Kaplan, University of Toronto 
“Playing with Then and Now: The Liveness of Breath” 
 
2006 
Falling into and out of military formation, trying desperately to keep pace with one another the actors of Black Watch collapse 
and fall in turn. Suddenly the deafening music ceases, the lights glare briefly before fading to black, and the audience is left not 
with silence but with the sound of the performers’ laboured breathing. 
 
2011 
Canadian performance artist Didier Morelli struggles to speak, struggles to breathe, as he fights the diminishing oxygen supply 
inside a clear plastic bag. Attempting to recite text from Faulkner’s As I Lay Dying he doubles over in pain, trying to catch his 
breath. 
 
2014 
Pulling against an elasticated harness, Colombian performance artist, Eduardo Oramas, tries to reach a birthday cake he has 
placed at the far end of the room. Oramas repeatedly reaches the cake before attempting to use any breath conserved to blow out 
the endlessly re-lighting candles. 
 
What might we make of the breathlessness of these performers? How does the insistent liveness of breath 
intersect with the fading memory of each performance? How does breath remember?  
 
In this paper I will argue that in each case the performers use breath to challenge the edges of liveness, asking 
where action ends and memory might begin. The actors of Black Watch earn their final breathlessness in an 
approximation of a remembered war, using their very real exertion marked by their laboured breathing, in an 
attempt to retrieve the reality of a war they did not fight; Oramas’s heavy breathing serves as a coda to his 
more obviously performative acts, as he asks the audience to recognize the lingering remnants of them in his 
exhausted body, extending the prior action into the present and forcing the memory to become live; finally, 
the sensuous vulnerability of Morelli’s breathlessness feels like a dangerous game balanced precariously at the 
ultimate edge of liveness and threatening at any moment to tip into memory.  
 
This spectacular and laboured breathing ultimately frays the edge between life and death, now and then, 
action and effect, performance and memory, as each performer uses their very visible breath to key into  
the ongoing present Henri Bergson speaks of in Matter and Memory, a present which, as Lepecki suggests, “can 
escape the melancholia of the fleeting ‘now’” (Exhausting Dance 129). 
 
Sarah Lucie, CUNY 
“Memory Deconstruction in The Wooster Group’s Cry, Trojans! 
 
Is it possible to deconstruct a collective memory through performance? In the recent production of Cry, 
Trojans! by the Wooster Group, performed at St. Ann’s Warehouse, I argue that this memory deconstruction 
is precisely what the group attempts to accomplish. The performance tells three stories simultaneously. On 
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the most basic level, the production presents a version of the story of Troilus and Cressida, but from the side of 
the Romans. However, it also tells the story of the Wooster Group’s memories working with The Royal 
Shakespeare Company, as well as the infinitely complex story of the Native Americans’, and the oppressed 
indigenous’ by extension, image construction through the media, Shakespeare, and audience members today. 
The trouble is, this image the Wooster Group takes up is not pretty, nor is it accurate, and the Wooster 
Group’s stance on this history of indigenous representation is unclear. What are the responsibilities the 
Wooster Group assume in this taking on the role of deconstructing Native American representation while 
simultaneously representing Native Americans? Is it enough to perform a deconstruction of the problematic 
images, or is the performance of the image in any form an act of violence, continuing the act of persecution? 
This paper aims to investigate these questions with the help of such scholars as David Scott and Diana 
Taylor, amongst others.  
 
Marc Arthur, NYU 
“Post-Trauma Camp” 
 
I am contending that much of contemporary art made by queer artists today is built on haunted sites of first-
wave AIDS artistic and activist aesthetics.  I will show how performance in artist Ryan Trecartin's work offers 
access to inadvertent testimony of early AIDS crisis memory and trauma.  I believe that for Trecartin, and 
other members of his generation, mourning the early losses of the AIDS crisis has not necessarily 
occurred.  Without reference to the trauma of this recent past, the artist’s aesthetic strategies can be 
understood as hollowed out forms that reveal melancholia for the great cultural, social and human loss that 
took place during the initial outbreak of the AIDS crisis.  Inheriting queer artistic genealogies is complicated; 
as art historian Douglas Crimp points out, queer cultural transmission is not inherited through traditional 
routes of parenting.  I will use this paper to identify the genealogical connections that Trecartin shares with 
AIDS activist performers and artists like Félix González-Torres, Diamanda Galas and Marlon Riggs. 
Estranged from the history and life threatening conditions in which they were originally produced, Trecartin's 
aesthetics carry genes that transpose memories, but also a genealogy, of resistance and intervention. 
 
Dominika Laster, University of New Mexico 
“‘Agency for Hiring the Dearly Departed:’ Kantor’s Theater of Death as a Living Archive” 
 
This paper examines Tadeusz Kantor’s “Theater of Death” as a living archive in which personal memories of 
violence and destruction entwine intimately with broader historical narratives, as the artist revisits and 
revivifies his childhood home, located in the small village of Wielopole (present-day eastern Poland). Kantor 
endeavors again and again to reconstruct his childhood room, along with its inhabitants, his now dead 
ancestors. He proceeds according to the rules of what he calls the “Agency for Hiring the Dearly Departed,” 
which alludes to both the method for conjuring memories and the function of his actors, who temporarily 
stand in for Kantor’s departed relatives.  
 
In this presentation, I argue that Kantor’s theoretical and practical work anticipated crucial issues and 
methods within the field of performance studies, often in surprising ways. I will show how Kantor’s 
interrogation of the mechanics of memory on the stage, represents an avant-la-lettre embodiment of ideas 
such as Taylor’s “vital acts” of transmission, Connerton’s “social memory,” and Scott’s notion of “counter-
memory.” 
 
REPERTOIRES OF TEXT AND TEXTURE (9:55AM – 11:05AM) 
Moderator: Beth Hoffman, George Mason University – PSFG Conference Planner 
 
James R. Ball III, Texas A&M University 
“Hamlet in the Security Council: Text, Space, and Institutional Memory at the United Nations” 
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The United Nations Security Council has no formal institutional memory: its rules of procedure are 
provisional and its conventional practices have been set by repeated performance. In the spring of 2014, the 
UK Mission to the UN began planning for their month-long presidency of the Security Council, scheduled 
for that August. To kick off the month, the Mission hoped to bring the Royal Shakespeare Company into the 
Security Council Chamber to present Hamlet, an early stop on its worldwide “Globe to Globe” tour. This 
ostensibly innocuous effort to draw attention to the UK’s work in the Security Council soon became tripped 
up by the same Council divisions that stymie action in urgent scenes of global concern: it would require 
unanimity among Council members, especially the five permanent members, and Russia refused to consent to 
the plans. Though a final compromise allowed the production to go forward (in the nearby chambers of the 
EcoSoc Council), the negotiations leading to the show and the thematic resonance of the performance 
provide a unique opportunity to consider how performance and memory operate in tandem to configure the 
working methods of the Security Council. At the UNSC, archive and repertoire each play a role in distributing 
members within a particular hierarchy of states: key UN documents are increasingly drafted by permanent 
members without the participation of less powerful states and live, personal accounts of areas of conflict 
remain relegated to unofficial spaces in which testimony is neither transcribed nor recorded. Though the saga 
of Hamlet in the Security Council appears to reiterate the disputes and exclusions that characterize Security 
Council working methods more broadly, the visual and spatial disruption it provided and the meditation on 
memory and retributive violence it allowed, offered reminders of the radical potential of performing bodies in 
apparently ossified institutional spaces.    
 
Chelsea Adewunmi, Princeton University 
“Easier to Haul Silk Than Cotton: Haptic Memory in Lynn Nottage’s Intimate Apparel” 
 
In interviews and essays on her 2003 play Intimate Apparel, Lynn Nottage explicitly describes her drama as a 
reparative act for gaps in the archive, both cultural and personal: “All my plays are about people who have 
been marginalized, who have been erased from the public record,” she says.  In a play that is literally 
structured and formed by clothing (each act is named by clothing or a cloth-based object), Nottage’s 
reparative act is enacted through clothing and sartorial props: cotton is an uneasy repository for the labor of 
African American hands, and corsets set the stage upon which gender and sexuality is contested.  Sartorial 
acts (dressing, fabrication, and communication) act as a bar against forgetfulness via an embodied memory 
that prioritizes the ontology of touch as an intimate, extra-textual avenue into memory.  This paper focuses 
on how sartorial things hold memories and traces of unspeakable acts and encounters in Intimate Apparel – 
more than mere props or costumes, these unmentionables utter, articulate and declare.  They become stand-
ins for characters, speaking when and where characters cannot, and the circulation of these objects form a 
counterpoint to the written text, presenting a narrative of off-stage action and secret encounters.  In these 
circulations, we are reminded not only of the material’s circulation amongst hands, but the hands that created 
it – the fabric’s history is presented as a log of human encounters and labor.  The wear, and material presence 
of use, shows us traces of the presence of the body – the body’s impact, its repetitions, its gestural habits – a 
record of performances that Jose Munoz calls “ephemeral acts.”  In conversation with works by Munoz, Paul 
Connerton, and Maurice Merleau-Ponty, I look at the haptic and sartorial performances of Nottage’s work as 
an alternative site for marginalized, repressed, and un-uttered cultural memories. 
 
Leon Hilton, NYU 
“Vitality, Memory, Displacement: Bhanu Kapil and Ana Mendieta, between Poetry and Performance” 
 

Psychotic, fecal, neural, wild: the auto-sacrifice begins, endures the / night: never stops: goes on. 
        —Bhanu Kapil, Ban en Banlieu 

 
This paper develops a reading of vitality, memory, and bodily displacement in Ban en Banlieu, a hybrid work by 
Bhanu Kapil published in 2014 that combines poetry and experimental non-fiction. I focus on Kapil’s poetic 
invocations of the earth artworks of the feminist performance artist Ana Mendieta, whose Silueta series 
(1973–77) Kapil re-imagines in order to performatively memorialize the displaced bodies of murdered women 
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in contemporary India. Mendieta’s Siluetas involved the artist imprinting the outline of her bodily form into 
natural landscapes with fire, blood, and organic matter; Kapil’s text records the poet’s appropriation of 
Mendieta’s techniques to create “a kind of self-consuming memorial” for a young woman who was publicly 
raped and murdered on a New Dehli bus in 2012. Drawing from José Esteban Muñoz’s reading of the 
“vitalist afterburn” in Mendieta’s visual and performance artwork, I consider Kapil’s and Mendieta’s shared 
aesthetic concern with the organic, biological materiality of the body and the vital persistences that can sear it 
into memory even after it is no longer present. I argue that Mendieta and Kapil engage with the vitality of 
organic bodily matter as a way of gesturing to the way trauma can both contain and deform the biological 
undercurrents of sensory experience. Finally, I consider how the Focus Group Pre-Conference’s theme of 
“Vital Memories” can illuminate the commerce between (textual) poetry and (bodily) performance that so 
powerfully animates Ban en Banlieu.  
 
CLOSING DISCUSSION (11:10AM – 12:00PM) 
 
 


