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Overview
Wednesday 25 June
Postgraduate Day - Expect  a  whole  host  of  informative  sessions  and  workshops  from  “Ahead  of  the  Game”  on  how  to  
create  a  competitive  CV,  to  “Publish  or  Perish”  and  “How  to  deliver  an  effective  presentation  of  your  work/research”  
Lunch from 1.15pm - 2.00pm
Registration from 4.30pm - 5.30pm
Welcome drinks from 5.30pm – 7.00pm. Valuable cultural information will be given for the powhiri (ceremonial welcome)
at Tapu Te Ranga marae on Thursday morning. It would be ideal if you could attend.
New Zealand delegates' dinner from 6.30pm at the Kelburn Village Pub, 87-89 Upland Rd Kelburn
Dinner at the Southern Cross Bar, 39 Abel Smith Street Te Aro at 7.00pm

Thursday 26 June
Meet at 8.45am at the corner of Dixon and Cuba streets (outside Valley Girl) to catch the bus to Tapu te Ranga Marae,
44 Rhine St Island Bay. 9.30 am Powhiri followed by Tangata Whenua panel. Enjoy the rest of the day including lunch
and sessions at the marae.
Depart Tapu Te Ranga by bus at 5.45pm. Travel to Massey University (Museum Building, Block 10). Drinks from 6.00pm
- 7.00pm
7.00pm - 8.00pm Performance (also at the Museum Building, Block 10, Massey University) by Violeta Luna. ‘NK603:  
Action for Performer and e-Maíz’,  explores  the  impacts  of  globalisation  on  indigenous  peoples.
8.00pm-10.30pm Conference Dinner - Massey  ‘Tea  Gardens’

Friday 27June
Keynote: Violeta Luna - at 9.00am, Victoria University 77 Fairlie Terrace Kelburn
ADSA Executive meeting, 1.00pm -1.45pm
Drinks and nibbles from 6.30pm -7.30pm
Keynote:  Bubbles  with  Baz  Kershaw  ‘  We are such stuff  as…..?  Searching  for  Hope  through  Climate  Change  
Conundrums’  at 7.30 – 8.30pm

Saturday 28 June
Keynote:  Ric  Knowles    ‘Restoring  Dramaturgical  Balance:  Mounds,  Earthworks,  Side  Show  Freaks,  and  Circus  Injuns’
at 9.00am, Victoria University 77 Fairlie Terrace Kelburn
ADSA General Meeting,1.30pm - 3.00pm
Prizegiving and Poroporoaki (ceremonial closing) 3.30 - 5.30
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RESTORINGB A L A N C E
Ecology/Sustainability/Performance.

Victoria University of Wellington/Massey University of Wellington,
25-28 June 2014
New  Zealand  is  a  country  that  prides  itself  on  its  ‘clean  green’  image.  In  recent  years  this  eco-friendly image has been
shaken  by  revelations  that  New  Zealand’s  environment  is  increasingly  becoming  degraded  by  agricultural  practices.  In  
2011 Prime Minister John Key was grilled on the BBC programme Hardtalk about the hypocrisy of marketing New
Zealand  produce  as  ’100%  Pure’  when  it  has  some  of  the  worst-polluted rivers in the world. In the face of global
environmental crisis, governments, scientists and community leaders have been forced to consider restoring an
ecological balance. In New Zealand,  environmental  debates  have  also  been  informed  by  traditional  Māori  
conservation concepts, including Kaitiakitanga (guardianship of land and people), Whanaungatanga (relationships
with other people and all elements within the physical and natural world) and Utu (restoring the balance).

Contacts
The conference co – convenors  are  Dr  Megan  Evans,  David  O’Donnell,  Dr  Nicola  Hyland,  Dr  Lori  Leigh  
and Dr Elspeth Tilley. Administrative assistance is provided by Anna Shaw.
Megan Evans, megan.evans@vuw.ac.nz, mobile 0210363730
Anna Shaw, anna.shaw@vuw.ac.nz, mobile 0274581257
David  O’Donnell,  david.odonnell@vuw.ac.nz 0211891556

Registration
Full Registration includes:
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Admission to all conference sessions, for the duration of the conference
Activities at Tapu Te Ranga Marae on Thursday 26 June 2014
Performance by Violeta Luna
Morning tea, lunch and afternoon tea for the duration of the conference
Conference Dinner
Day Registration includes:
Admission to all sessions (on day of registration)
Morning tea, lunch and afternoon tea (on day of registration)
Conference Dinner tickets can be purchased separately
Registration Fees:
All transactions are billed in New Zealand Dollars
Student $400.00
Full Registration $475.00
One Day Student $150.00 per day
One Day Full Registration $225.00 per day
Conference Dinner Tickets
For one day attendees $75.00

Reminder: This conference is being organised in accordance with Maori tikanga (protocols) and is framed by a
powhiri (opening ritual) on Thursday morning (26 June) and a poroporoaki (ceremonial closing) on Saturday afternoon
(28 June). The conference also coincides with Matariki (Maori New Year) and there will be performances and other
celebratory events around Wellington the evening of 28 June and surrounding days. We hope you are able to arrange
your travel to participate in these exciting events.

The 2014 ADSA Conference is being co-hosted by the Theatre Programme at Victoria University of
Wellington and the Expressive Arts Programme at Massey University of Wellington.
We’d  also  like  to  acknowledge  the  support  of  Garage  Project,  without  whom  we  would  all  be  sober.

Catering
Provided by Ministry of Food
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Morning, afternoon tea and lunches will be provided at the conference venue on the postgraduate day and the
three conference days.
Conference Dinner will be on Thursday 26 June, 8.00pm - 10.30pm  at  Massey  University’s  Tea Gardens. Catering
for the cost of the dinner is included in the cost of registration, except for those delegates who are attending 1 day
only, where dinner will cost $75.

Getting around Wellington
To and from Wellington Airport:
The Airport Flyer is an express bus service that runs from Wellington International Airport to the Hutt Valley, through
the centre of Wellington. The service runs at least once every 20 minutes, every day. Airport Flyer departs from the
southern end of the airport terminal, level 0 (exit from baggage claim doors on level 0 and turn right). Cost: $9 ($5.50
concession) one way. They have free Wi-Fi apparently! Timetables can be found at Metlink Journey Planner.
http://www.metlink.org.nz/info/using-journey-planner/
Taxi ranks can be found directly outside the baggage claim area on level 0 of the main terminal. Shuttles (shared
taxis) cost around $16 from CBD to the airport. Green cabs are often cheaper: 0508 447
336 www.greencabs.co.nz Fares vary, but Wellington Airport is around 15 minutes' drive from the small central city,
so usually fares are around $35.

Getting around in the City:
In good weather and/or with good walking shoes and weather gear, Wellington is a very walkable city. The CBD is
small (twenty minutes' walk, or so, from end to end) and surrounded by hills.
Overlooking the CBD is the Victoria University of Wellington's Kelburn Campus, where much of ADSA 2014 takes
place. It is a fairly good hike uphill from The Terrace, or Cuba St. A walking track runs through Boyd Wilson Field from
Fairlie Tce to The Terrace: it is convenient but not recommended for walking alone at night.
Buses are reasonably frequent and cheap (by our low NZ standards...). 42 Kelburn Parade is the closest stop to
Fairlie Terrace and would be a five minute walk or so.

Here are the main bus routes serving Kelburn Parade:
Bus #18 (Campus Connection) runs to/from Karori through Kelburn village, past VUW, from/into Ghuznee St in the
City and Massey University and Newtown. It runs south from campus where most others run north (or north first, then
south, in the case of #20), and provides the best access to the Cuba St precinct.
Bus #17 (Victoria University) runs from the Zealandia park past 42 Kelburn Parade to The Terrace and the Wellington
bus and railway station.
See http://www.metlink.org.nz/timetables/bus/17/inbound and http://www.metlink.org.nz/timetables/bus/17/outbound
Bus #20 (Highbury/Mt Victoria) also goes from/to 42 Kelburn Parade. It runs to and from the top of Mt Victoria and
along the Terrace, via Wellington Station and would provide decent access to Te Papa Tongarewa, the Museum of
New Zealand, on the waterfront.
Bus #22 (Mairangi/Wellington/Southgate) runs to/from 42 Kelburn Parade along The Terrace to/from the northern end
of Lambton Quay (cost: $2.00/$1.50 concession).
See http://www.metlink.org.nz/timetables/bus for more bus information.
Taxis: Green cabs are cheapest and best: 0508 447 336 www.greencabs.co.nz
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Australasian Drama Theatre and Performance Studies Association (ADSA) Conference 2014 – Wellington New Zealand

Please note that this programme is subject to change.

Wednesday 25 June: Post Graduate/Early Career Researcher Day - Studio 77 Fairlie Terrace, Victoria University of Wellington.
Time
9.00am– 10.00am

Activity
Optional Meet-up.
Optional informal get together with the ADSA Post-graduate representatives in case you want to ask anything before the conference starts.

10.00 am– 10.30am

Pre-Show: Ice Breakers

10.30 am– 11.30am

Act I: AusStage
Presented by Jenny Fewster and Julian Meyrick (Flinders University)

11.30 pm– 12.30pm

Act II: “Ahead of the Game”
Developing a competitive CV presented by Vic Careers

12.30pm- 1.15pm

Act III: “Practice as Research”
Presented by ADSA President Bree Hadley (Queensland University of Technology)

1.15pm - 2.00pm

Interval: Lunch
Paper bag lunch provided

2.00pm - 3.00pm

Act IV: Publish or Perish!?
Presented  by  David  O’Donnell  (Victoria  University  of  Wellington),  Suzanne  Little  (Otago  University),  and  Meredith  Rogers  (La  Trobe University)

3.00pm - 3.45pm

Act V: “How to deliver an effective/clear presentation of your work/research” Workshop
Presented by James McKinnon (Victoria University of Wellington)

3.45pm - 4.15pm

Post-show: Frisbee Presentations

4.30pm
5.30pm-7.00pm

7.00pm

ADSA Registration Starts
Welcome Drinks
Dinner at The Southern Cross Bar 39 Abel Smith St Te Aro
($30/head. Two courses, wide choices, yummy food.)
“Thou’rt  a  scholar;;  let  us  therefore  eat  and  drink.”  Sir  Toby,  Twelfth Night, II:iii
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Thursday 26 June: Tapu Te Ranga Marae/ Massey University Wellington
8.45 am

Delegates meet at Corner of Cuba & Dixon streets (Outside Valley Girl) to travel to Tapu Te Ranga Marae by bus.

9.30 am-11.00 am

Powhiri (Tapu Te Ranga Marae, 44 Rhine St Island Bay)

11.00 am- 12.30 pm

Keynote: Tangata Whenua Panel
Chair: Rangimoana Taylor Room: Ukaipo (Top Level)

12.30 pm - 2.00 pm

Shared Kai and Tours
ROOM 1- Aniwaniwa( Top Level)

2.00 pm- 3.30pm

#1. Panel: Ecological Design for
Performance
Curators: Martyn Roberts, James
Davenport, Emma Robinson and Tanja
Beer
Performance Design and sustainable
practice and response to an environment
of global climate change.
Tanja Beer
Explorations in eco-scenography and
eco-innovation for performance.

3.30 pm-3.50 pm

ROOM 2 – Ukaipo ( Top Level)
#2. Practicing Ecologies
Chair: Suzanne Little
Bree Hadley
Audience Co- Creativity in
Contemporary Performance:
Restoring Balance.
Jo Loth
Applied Theatre for Social Change: A
community development project.
Julian Meyrick
“As  We  Forgive: How Plays Manage
Profound  Ideas”  Do  playwrights  really  
know the things that people think they
say so well?

ROOM 3- Pare ( Middle Level)
#3. Sustaining a Theatre
Company

#4. Presentation/Workshop: The Liquid
Ground of Collaboration

Chair: James McKinnon

Fiona Graham (Chair) and Dorita Hannah

Molly Mullen
Sustaining C&T: Improvising with
the vernacular.
Laura Ginters
Happy Birthday SUDS!
Sustaining performance: 125
years of student drama at the
University of Sydney.
Emma Willis
A STAB in the Dark: Taking
account of twenty years of
theatrical innovation.

Afternoon Tea and Postgraduate Caucus Meeting
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ROOM 4- Kirihika ( Ground Level)

3.50 pm- 5.20 pm

#5: Hum/animal Performance

#6: Cross-Cultural Re-Balancing

#7: Performance Conservation

#8: Bodies, Performance and Sustainability

Chair: Julian Meyrick

Chair: David  O’Donnell

Chair: Megan Evans

Chair: Rea Dennis

Jonathan Marshall
The Pathetic Performance of Ecological
Violence.

Moira Fortin Cornejo
Rapa Nui Theatre: Balancing Two
Worlds

Peita Collard
Sustaining independent Theatre

Peta Tait
Feelings for Cranes: Emotions in Drama
about the Environment.

Miki Seifert
Re- Balancing the Hyphen.

Jennifer De Leon
Restoring Balance: Performance,
Sustainability  and  a  new  ecology,  ‘Drawn  –
Called- Given.’ Dance Performance

Denise Varney
Ecocritical  Theatre:  staging  the  ‘morethan-human’  world  of  performance.  

Diana Looser
Oceanic Imaginaries and
Waterworlds: Navigating Region and
Nation in
The  Oceania  Centre’s  Vaka Trilogy.

Lori Leigh
“Sustainable  Dreams":  Urban  
Dream Brokerage and
Shakespeare's A Midsummer
Night’s  Dream.

.

Julie Shearer
Strategies for survival and
sustainability:
Ideological theatre and the
tyranny of the new.

5.30pm-6.00pm

Travel from Tapu Te Ranga Marae to Massey University by bus.

6.00pm-6.45pm

Drinks with press and invited guests (Old Museum Building Massey University, Wellington)

7.00pm-8.00pm

Performance: Violeta Luna ‘NK603:  Action for Performer and e-Maíz’: (Grand Hall, Old Museum building, Massey University)

8.00pm-10.30pm

Conference Dinner (Tea Gardens, Old Museum Building. Massey University)
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Friday 27 June: Victoria University of Wellington, Kelburn
9.30 am-11.00 am

Keynote: Violeta Luna (Mexico) “Body in Action:  Cartographies  for  Socially  Engaged  Performance”

11.00 am -11.20 am

Morning Tea
ROOM 1- Tahi (Room 306)

11.20am-12.50pm

#9. Panel: After the
Quakes: Restoration or
Radical Restart?
Chair: Sharon Mazer
George Parker
Place-making or faking: the
River and the City
Peter Falkenberg
Canterbury Tales:
Between
Bakhtin and Benjamin.

1.00 pm-1.45 pm

ROOM 2- Rua (Room 305)

ROOM 3- Toru (Room 103)

ROOM 4- Whā (Studio 77)

ROOM 5- Rima (Room 108)

#10: Sustaining Actors &
Directors

#11: Sustainable Teaching and
Training

#12: India/Politics/
Performance

#13: Performance Research
and Public Spaces

Chair: Lori Leigh

Chair: Rand Hazou

Chair: Meridith Rogers

Chair: Paul Dwyer

Sally Richards
Solo,her story,her waySeeking balance between the director
and the autobiographer/performer of
solo performance

Renee Newman-Storen
Guerilla Gardens and imaginative
Placemaking: an interface between,
creativity, sustainability and leadership
theory.

Swati Bhatt
Voices Made Heard:
Significance of Rhetorical
Public Sphere for
performing protest

Alison Richards
Performance as
Research/Performing
Research: Framing the Field
1995-2015.

Vanessa Byrnes
Shared  Experiences’:  Influence,
Tradition and the Legacy of Mike
Alfreds in New Zealand Professional
Theatre Practice.

James McKinnon
Mystery Play: Balancing aesthetic and
pedagogical ideals while developing a
sustainable practice in classroom
theatre production.

Swati Pal
Art for Life:
Reclaiming marginalised
communities through
community theatre.

Alys Longley
Creating  the  ‘best  kind  of
disruption’  in  public  spaces;;  
Performance and the fluid
city project.

Annie Ruth
The free-flowing voice and its
connection with the mother tongue.

Tom Gutteridge
Training Theatre Directors: Moulding or
Unwrapping?

LUNCH/
ADSA Executive Meeting
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Sam Trubridge
In visibility: staged acts and
the unseen

1.45 pm-3.15 pm

#14: Eco Crisis

#15: Ritual Practices

Chair: Nicola Hyland

Chair: Rachael Swain

Fiona Graham
Rocking the Boat: the
interventions of the
dramaturge

Indika Ferdinando
Touching the Demon

Megan Evans
Where  there’s  a  forest,  
people can have a good
life: a New Zealand staging
of Gao Xingjian's 1985
play Wild Man.

Anasuya Subasinghe
Kolam: an aesthetic reflection of the
ontology of cosmic coexistence.
Lekan Balogun
lle Ogere: Land, Ritual and the
Dramatic.

David O’Donnell
Staging the Vā – Ecocritical spaces in the work
of Lemi Ponifasio

#16: Restoration/ Recycling
Australia’s  Past.
Chair: Elspeth Tilley
Angela Campbell
Restoring the past: cultural heritage,
pedagogy, sustainability and DYI Drag

#18: Site Specific
Historiography

Sharon Mazer and Bree
Hadley

Emily Duncan
Documentary Theatre:
Waipiata Sanatorium.

Katrina Foster
The importance of Recycling: building
an Australian repertoire.

Chair: James Davenport

Olena Fedorova
The  ‘nature  of  loss.
Louise Morris
Inspirited Environments and
Landscapes…  The Anthology
Project.

Peter Beaglehole
The  trouble  with  the  past  is  it’s  easy  to  
forget: Sustaining an Australian
Repertoire.
.

3.15 pm-3.30 pm
3.30pm-5.00pm

#17: Roundtable:
Sustaining Theatre and
Performance Programmes
in Australasia

Afternoon Tea
#19: Oceans and Rivers
in Performance
Chair: Peta Tait
Angie Farrow
Cry Me a River: Making a
play about the Manawatu
Fiona McNamara, Claire
O’Loughlin
Binge  Culture’s  Whales.
Sarah Ann Standing
Greenpeace’s  
Performative  “Save  the  
Whales”  Campaign:

#20: Body/Technology

#21: At War/After War

Chair: Jo Loth

Chair: Julie Shearer

Ryan McGoldrick
Reconsidering Intermediality:
Perspectives on Motion Tracking and
Interactive Video Technology in
Contemporary performance Practice.

Delyse Ryan
Sustaining a Live Theatre Culture
During  World  War  I:  Brisbane’s  
“monument  of  unselfish  effort”

Rachael Nolan
Live Distraction: technology and the
human body in performance- making.
Abbie Trott
‘Being  With”  How  can  co-present
multimedia images and performers

Paul Dwyer
Peacebuilding performances in the
aftermath of civil war: comparing the
logics of applied theatre to the ecologics of ritual reconciliation.
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#22:The Ecologies of
Identity

#23: New Performance
Spaces

Chair: Megan Evans

Chair: Michael Smalley

Steve Matthews
Performing Your Life

Georgia Snowball
Shifting Social Inertia through
Experience Orientated
Performance: getting back to
the roots.

Tuaine Robati
The Puera Project:
Sustainability of Culture
through Dance
Roberto Varea
Performance and
belonging: immigrant
poetics and the American

Michele Fontana
Evolve or perish: tour guides
and visitors in the museum
ecosystem

Towards a Rupture of the
Neoliberal Agenda

inhabit new performance ecologies?

5.00 pm-5.20 pm
5.20 pm-6.50 pm

Liza-Mare Syron
Unsettling Black Diggers.

nightmare in the United
States

Willy Franco
Restoring cultural balance in
spatial design.

#27: Dance/Opera/
Environments

#28: New Ecologies in
Teaching and Learning

Chair: Alys Longley

Chair: Emma Willis

Tea/Coffee Break
#24: Culture/Nature/
Dramaturgies

#25: Panel & Paper:
Performing Technologies:

Chair: Laura Ginters

Chair: Sam Trubridge

Mohebat Ahmadi
Andrew  Bovell’s  “When  the  
Rain  Stops  Falling”:  
Theatre in the age of
Hyperobjects

Riku Roihankorpi and Matthew
Delbridge (in absentia)
Intermedial Ecologies: strategies of real
time PeCap in performing arts
preparedness, research and design.

David Wright
The Ecological intelligence
inherent in Performance.

Michael Smalley
Google Drive as sustainable practice
tool for theatre production.

Lisa Woynarski
The Practice of EcoDramaturgy or
Ecodramaturgy in practice.

#26: Sustaining Culture/Community
Chair: Maryrose Casey
Adriann Smith

Rea Dennis
Chop/Stick - a study in the maintenance
Miss Anthropes and Wave
of cultural identity.
Motion.
Aaron Annan
Restoring Balance? Performing
Sankofa in Ghanaian Post- Colonial
masquerade.
Suzanne Little
Restoring Balance – Including Theatre
Among  Art  Forms  That  Can  ‘Think’  
Politically
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John Davies
Restoring classical practice:
An Operatic gift from the
New World to the Old.
Kereama Te Ua
Restoring the Balance in
the education of Rangatahi

Rand Hazou
’E(LAB)orating Performance’
Bronwyn Tweddle
Sustainability in courserelated production work.
Chris Jannides
The bodymAPP: a spatiokinetic tool for actors that
offers new possibilities for
biocentric and environmental
performance-making

7.00 pm-7.30 pm

Drinks and Nibbles in Foyer

7.30 pm-8.30 pm

Keynote: Bubbles with Baz in Studio 77:
Baz Kershaw (UK)
‘We  are  such  stuff  as…..?  Searching  for  Hope  through  Climate  Change’
[Virtual Keynote]
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Saturday 28June: Victoria University of Wellington, Kelburn
9.30 am- 11.00 am

Keynote: Ric Knowles (Canada) “Restoring Dramaturgical Balance: Mounds, Earthworks, Side  Show  Freaks,  and  Circus  Injuns”

11.00 am-11.30 am

Morning Tea and Book Launches

11.30am-1.00pm

ROOM 1- Tahi(Room 306)

ROOM 2 Rua (Room 305)

ROOM 3 Toru (Room103)

ROOM 4- Whā (Studio77)

#29: Indigenous
Performance Ecologies

#30: Community in
Performance

#31: Restoring New Zealand
Theatre

#32: En/Gendering
Performance Ecologies

Chair: Sharon Mazer

Chair: Bree Hadley

Chair: George Parker

Chair: Denise Varney

Nicola Hyland
Beyoncé does the Haka:
Restoring Māori
performance ecologies

Meredith Rogers
Ordinary Walking/Technique and
Performance Style in a Community
Theatre Project.

James Wenley
Reclaiming the landmark plays of
New  Zealand’s  past:  Stella  Jones’  
The Tree (1957).

Campion Decent
The Feminist Table: A
Balancing Act.

Maryrose Casey
Aboriginal Performance for
Entertainment in the
nineteenth century as a
weapon in the battle to
restore balance in the face
of colonisation.

Natalie Lazaroo
Restor(y)ing Bodies: Reflections on
“Stronghold,”  a  community  performance  
project involving people with disabilities.

Sharon Matthews
Ecologies of the Masculine Self: Men
at War in the Plays of James K.
Baxter.

Andrew Westle
‘It's  not  about  being  
masculine”;;  the  male  dancers  
body - navigating professional
vs. social expectations.

Paul Maunder
A special place of listening.

Hilary Halba
Sustainable Stanislavsky: The
System  and  Te  Ao  Māori.

Sarah Peters
Restorative Stories: A
philosophy of practice.

Rachael Swain
Cut the Sky- who will be
there to sing the rain song
when the sky speaks?
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ROOM 5- Rima

1.00 pm -1.30 pm

LUNCH

1. 30 pm-3.00 pm

ADSA ANNUAL GENERAL MEETING

3.00 pm-3.30 pm

AFTERNOON TEA

3.30pm-5.30pm

PRIZEGIVING AND POROPOROAKI
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Postgraduate Day Wednesday 25 June

An interactive informative day on what postgraduates can expect in a career in 21 st century
academia
9.00am-10.00am: Optional Meet-up.
Optional informal get together with the ADSA Post-graduate representatives in case you want to ask anything
before the conference starts
10.00am- 10.30am: Pre-Show: Ice Breakers
10.30am-11.30am: Act 1: AusStage
Presented by Jenny Fewster and Julian Meyrick (Flinders University)
11.30am-12.30pm: Act 2: “Ahead of the Game”
Developing a competitive CV presented by Vic Careers
12.30pm-1.15pm: Act 3: “Practice as Research”
Presented by ADSA President Bree Hadley (Queensland University of Technology)
1.15pm-2.00pm: Interval: Lunch
Paper bag lunch provided
2.00pm-3.00pm: Act 4: Publish or Perish!?
Presented  by  David  O’Donnell  (Victoria  University  of  Wellington),  Suzanne  Little  (Otago  University),  and  Meredith  
Rogers (La Trobe University)
3.00pm- 3.45pm: Act 5: “How to deliver an effective/clear presentation of your work/research” Workshop
Presented by James McKinnon (Victoria University of Wellington)
3.45pm- 4.15pm: Act 5: “How to deliver an effective/clear presentation of your work/research” Workshop
Presented by James McKinnon (Victoria University of Wellington)
3.45pm- 4.15pm: Post-show: Frisbee Presentations
4.30pm: ADSA Registration Starts
5.30pm-7.00pm: Welcome Drinks
7.00pm: Dinner at The Southern Cross Bar 39 Abel Smith St Te Aro
($30/head. Two courses, wide choices, yummy food.)
“Thou’rt  a  scholar;;  let  us  therefore  eat  and  drink.”  Sir  Toby,  Twelfth  Night,  II:iii
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Performance
Violeta Luna
‘NK603:  Action  for  Performer  and  e-Maíz’
The  performance  that  Luna  has  brought  to  Wellington  for  ADSA,  Titled  ‘NK603:  Action  for  Performer  and  e-Maíz’,  explores  
the impacts of globalisation on indigenous peoples. (NK603 refers to the product code number of a commercially
available genetically modified corn (maíz) seed.) Working within a multidimensional space that allows for the crossing of
aesthetic and conceptual borders, Luna uses her body as a territory to question and comment on the social and political
impacts of genetically engineered corn, and its devastating consequences on life, particularly for indigenous peoples.
“For  Mexicans  and  many other Latin Americans, maíz nurtures the body, and also the soul, as native sacred texts tell the
story of how our first people were made out of maize. As such, it plays a symbolic role in rituals, and it is also one of our
key traditional food sources, from the American Southwest to Patagonia,”  Ms  Luna  says.
The performance combines video, physical theatre and electronic music by her collaborator David Molina, to create a
multi-faceted narrative of forceful and subversive imagery, mixed with powerful rituals of memory and resistance.

This performance will take place at The Great Hall in the Old Museum Building at Massey University on Thursday 26June
at 7.00pm. It is open to the public and it is free of charge.
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Keynotes
Violeta Luna - International performative artist, actor and educator.
“Body  in  Action: Cartographies  for  Socially  Engaged  Performance”
I embarked on the practice of performance art grounded on my experience in the theater. I soon realized that both
disciplines shared common principles, and set out to research the connections that exist between them.
The  result  of  this  investigation  is  what  I  call  “performative-theater”  a  hybrid/mestiza  form  where  I  combine  different  creative  
elements (live music, ritual actions, video, etc.) in the construction of new narratives. I am interested in the creation of a
multidimensional and playful space that allows for the crossing of aesthetic and conceptual borders.
I use my body as a territory/map from where I can approach, question, and comment on social and political phenomena.
My body is a container for the development of dramaturgies to be shared with the audience who, in turn, develops its own
narratives through interactivity. Socio-political concepts become embodied and materialized in actions that, I hope,
stimulate the formulation of new questions about our world.
My work is a research and reflection of the living moment. It is for me the art of being here and now, of direct contact,
where the experience of the immediate, the instant, and the accident acquire new meanings. Through my work I am
invested in creating a space for the construction of identities as relational and open to difference. A place where selfknowledge occurs through a knowing of the other.
As an immigrant artist, my recent work has focused on the current reality of the Latino-Mexican immigrant in the US. I not
only look for current social commentary, but also for ways in which the resonance of traditions, myths, and indigenous
wisdom deepen our memory, affirm our sense of being present, and nurture our imagination.

Violeta Luna is an international performative artist, actor and educator whose work explores the nexus between
performance, theatre, and community engagement. Born in Mexico City, she qualified in Acting from the Centro
Universitario de Teatro, and La Casa del Teatro. Her innovative work combining theatre, performance art and activism to
explore modes of awareness-building and community activism has since taken her around the world, including to perform
and teach throughout Latin America, Europe, Africa, and the United States of America. While primarily working as a solo
performer, Luna is also an associate artist of the San Francisco-based performance collectives La Pocha Nostra and
Secos & Mojados, a Creative Capital Fellow, and a member of the Magdalena Project of International Women
Performance  Artists.  A  regular  teacher  of  ‘Performance  Art  and  Community  Dramaturgy’  at  the  University  of  San  
Francisco, she has also published works on gender, performance, the body and identity, and received several awards and
Artist in Residence fellowships.

19

Baz Kershaw
‘We  are  such  stuff  as  …..?  Searching  for  hope  through  climate  change  conundrums’
Fill your ears with silver. The latest scientific news on Earth says melting of the West Antarctica ice sheet could now be
passing an irreversible tipping point so global sea levels will rise 1 to 5 meters. Coat your eyes with butter. At least 100
million people will be displaced. Stuff your nose with garlic. Just give up on hope for any future. Chain your tongue with
whiskey.
This presentation explores why humans are compulsively inducing such ecological spectacles and how that might be
countered by the everyday performances of Homo sapiens. It engages the scary conundrums of a global Whanau
apparently hell bent on destroying itself. It micro-investigates three performance-as-research events for clues to principles
for achieving Utu beyond the tragi-farce of turbo-capitalist resource myopia. Because the three performances modelled
people for engaging with, first, post-global environmental meltdown, second, post-teleological techno-biological time
travel, and third, post-hubristic psycho-somatic Kaitiakitanga.
So, seriously, this one is talking about ways to improve each human’s  everyday  eco-tuning, to upgrade our historical
enviro-screening, and to evolve a more modestly dynamic Gaia-minding. He is looking at how those advantages can be
gained through practical and straightforward means of post-humanly projecting climate change scenarios, of reflexively
‘landscaping’  nature,  and  of  better  knowing  about  being  known  by  performance.  Also  – and seriously more speculatively –
he is considering methods for evolving easy access to those creative experimental techniques that will open up some
skilfully responsive crafting of Earthly eco-sanity.  Because  although  the  Earth’s  current  predicament  is  complexly  dire,  the  
means for reaching beyond it might well be deceptively simple. Like humans learning from its material processes how to
hasten slowly through environments where the future is always before its time because the seeds of change have already
been sown.
Admittedly these prospects rest on a fragile hunch that there has got to be some kind of hope in such simply but
dynamically  organised  complexity  …  and  that  the  whole  shebang  will  have  to  be  done  by  people  with  firm-footed good
humour  and,  yes,  especially  light  hearts.  But  oh  …  I was run over by the truth one day and Ever  since  the  accident  I’ve  
walked  this  way  …
Earthrise Repair Shop
June, 2014.

Baz Kershaw is Emeritus Professor of theatre and performance at University of Warwick, UK. An electro-mechanical
engineer before gaining arts and humanities degrees from Manchester, Hawaii and Exeter Universities, he has presented
keynotes at many international conferences, been visiting researcher at universities on four continents and directed
PARIP (2000-06), which investigated practice as research in performance media. His projects in experimental, community
and radical theatre include shows at the legendary/notorious London Drury Lane Arts Lab and with imagineers Welfare
State International, then from 2000 several eco-specific events in southwest England. His publications include The Politics
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of Performance (1992), The Radical in Performance (1999), Theatre Ecology: Environments and Performance Events
(2007) plus, as editor, The Cambridge History of British Theatre: Since 1895 (2005) and Research Methods in Theatre
and Performance (2011, with Helen Nicholson). In 2010 he created an Earthrise Repair Shop for performances that
hasten slowly to mend broken imaginings of Earth.

Ric Knowles
Restoring Dramaturgical Balance: Mounds, Earthworks, Side Show Freaks, and Circus Injuns
This paper reports on an aspect of a research/creation project,  “Indigenous  Knowledge,  Contemporary  Performance,”  that  
I am involved in as a dramaturge and scholar. The project involves the development of new Indigenous performances
based dramaturgically on the deep structure of Indigenous cultural texts. As part of this project, a team led by Monique
Mojica (Kuna and Rappahannock) and LeAnne Howe (Choctaw) are creating a new work, Side Show Freaks and Circus
Injuns, which uses the earthworks, burial, and effigy mounds of the Indigenous peoples of eastern Turtle Island (North
America) as its dramaturgical models. At their peak, as many as 200,000 mounds dotted eastern Turtle Island between
600 and 1300 CE, though they began to be built around 3000 BCE and continued to be built after contact. New mounds
are under construction today.
The mounds are characterized by a scientific, geometrical, and astronomical sophistication that, unlike other monumental
architectures that dominate the landscape, serves to negotiate human relations with the universe and directly to link the
ecosphere with the heavens. To construct a dramaturgy grounded in the architecture of these mounds is to reconnect with
an Indigenous cosmology that remains unbroken by colonization and models Indigenous relations with the phenomenal
and spiritual world. Side Show Freaks and Circus Injuns, addressing in its content a history of the exploitation and display
of Indigenous peoples, employs the environmental optics of these architectures to construct a decolonizing Indigenous
dramaturgy that reassesses the  people’s  relationship  to  the  universe.

Ric Knowles works as a scholar, editor, director, and dramaturg. He is author of The Theatre of Form and the Production
of Meaning: Contemporary Canadian Dramaturgies (1999), Shakespeare and Canada (2004), Reading the Material
Theatre (2004), Remembering Women Murdered by Men (with the Cultural Memory Group, 2006), Theatre &
Interculturalism (2010), and How Theatre Means (forthcoming). His edited books include Theatre in Atlantic
Canada (1988), Staging  Coyote’s  Dream: An Anthology of First Nations Drama in English (two volumes, with Monique
Mojica, 2003 and 2009), Modern Drama: Defining the Field (with Joanne Tompkins and W.B. Worthen), Judith Thompson
(2005), The Masks of Judith Thompson (2006), Shakespeare’s  Comedies of Love (with Karen Bamford, 2008), The
Shakespeare’s  Mine:  English  Canadian  Adaptations  of  Shakespeare (2009),"Ethnic,”  Multicultural,  and  Intercultural  
Theatre (with Ingrid Mündel, 2009), Asian Canadian Theatre(with Nina Lee Aquino, 2011), and Afrika, Solo: Three
AfriCanadian Plays (2011).
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He is Editor of Theatre Journal, former editor of Canadian Theatre Review (1996-2010) and of Modern Drama (19992005), guest editor of a special double issue of Theatre Research in Canada on Performing Intercultural Canada and
guest co-editor of a special issue of Theatre Journal on Rethinking Intercultural Performance, general editor of two book
series from Playwrights Canada Press, Critical Perspectives on Canadian Theatre in English and New Essays on
Canadian Theatre, and member of the editorial board for several journals and book series. In 2009 he won the Excellence
in Editing: Sustained Achievement Award from the US Association for Theatre in Higher Education. He has received
several successive Standard Research Grants from SSHRC for his work on contemporary and Canadian Theatre and for
his work with the Cultural Memory Group on violence against women, is a collaborator on the MCRI project,
“Improvisation,  Community,  and  Social  Practice,”  and  he  has  won  the  Richard Plant Essay Prize three times, the Ann
Saddlemyer book prize once, and the Patrick B. O'Neill prize for outstanding edited collection once, together with a
number of other prizes, awards, and nominations. He has presented invited and keynote papers across North America,
the UK, Europe, and in India, and in 2013-14 will be a Research Fellow at the International Research Centre,
"Interweaving Cultures in Performance" at the Freie Universitaet Berlin.
In the theatre Knowles has worked as a dramaturg, director, and sometimes a playwright with the Mulgrave Road Theatre,
Necessary Angel Theatre, The Stratford Festival, Tarragon Theatre, theatre gargantua, fu-GEN Asian Canadian Theatre,
Modern Times Stage Company, Carlos Bulosan Theatre, Buddies in Bad Times, Theatre Passe Muraille, the MT Space
Theatre, Cahoots Theatre Company, The Red Snow Collective, and the Chocolate Woman Collective, and he has worked
as a dramaturg on a number of funded play development projects. He has served as Vice President of the Canadian
Association for Theatre Research, the American Society for Theatre Reseach, and the Association for Theatre in Higher
Education. He was founding President of Playwrights Canada Press and founding member of the board of Turtle Gals
Performance Ensemble and has extensive board, committee, and jury experience. He was chair of the Department of
Drama at Guelph from 1989-1996.
Knowles’s  current  work  as  both  a  scholar  and  practitioner  focuses  on  intercultural  dramaturgies,  especially  in  Toronto  and  
Canada, on the semiotics of drama and theatre, and with Monique Mojica, LeAnne Howe, Jill Carter, Erika Iserhoff, and
Candace Brunette on a major SSHRC-funded research/creation project, "Indigenous Knowledge, Contemporary
Performance.”
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Ta n g a t a W h e n u a P a n e l
Chaired by Rangimoana Taylor
"Words are the food of chiefs, and Maori playwrights can still move a theatre like no others can." - Hone Kouka
A panel of senior Maori theatre practitioners share their views on the current state of Maori theatre.

Rangimoana Taylor has worked on film, television and stage in New Zealand and internationally for thirty-five years, as
an actor, storyteller and director, working with classical and modern material. He is a graduate and former teacher of Toi
Whakaari (New Zealand Drama School) and a founder of Taki Rua theatre.
Reviewers  have  said:  he  is  “one  of  the  most  dramatic,  galvanizing  performers  I’ve  ever  met”  [Jay  O’Callahan];;  “I  was  so  
mesmerized  by  Rangimoana’s  voice  ….  The  man  could  be  a  professional  hypnotist” [the New Zealand Listener] and  “He  
was  simply  stunning  …  one  of  the  strongest  images  I  have  experienced”  [Critic].

Puti Lancaster (Nga Puhi me Ngati Tuwharetoa) – Taki Rua Productions
Tena Koutou Katoa on behalf of my colleague, Tainui Tukiwaho and myself  in  our  current  role  as  Kaiarataki  Māngairua  
within Taki Rua warm greetings.
In my mind mahi toi is a reflection and response to the diversity of our intelligence and wairua that asks of our humanity to
reach for the outpouring of creativity rather than the potential for destruction.
Mahi toi is a part of my journey as is community development in completing the MTA, Masters in Theatre Arts in Directing:
Te Kura Toi Whakaari & Victoria University of Wellington was a way for me to investigate creativity, this mahi within the
place that I live.
No reira He aha te mea nui o te ao: Ko te aroha, Ko te aroha, Ko te aroha

Hone Kouka MNZM (Ngati Porou, Ngati Raukawa, Ngati Kahungungu, Kai Tahu) – Tawata Productions
Hone Kouka is an acclaimed Maori (Ngati Porou, Ngati Raukawa, Ngati Kahungungu, Kai Tahu) playwright and
screenwriter who also works as a director and producer of theatre and film. Kouka founded the multi award-winning
theatre production house Tawata Productions in 2001 and Tawata Press (with Miria George) in 2007. His work has toured
extensively through out New Zealand and Internationally. He was the William Evans Teaching Fellow at Otago University
and  is  the  youngest  winner  of  the  Bruce  Mason  Playwriting  Award.  Kouka  facilitates  “Writers  Block’, a collection of Maori,
Pacific Island and South Asian writers. He also worked as Executive Producer on the multi award winning short films and
as Development Executive at the New Zealand Film Commission.
Kouka was made a member of the New Zealand Order of Merit for services to Contemporary Maori Theatre in 2009.

Jim Moriarty (Ngāti  Toa,  Ngāti  Koata,  Ngāti  Kanungunu) - Te Rakau Hua O Te Wao Tapu
Jim Moriarty's screen career has ranged from 70s soap Close to Home and Rowley Habib's The Protestors, to starring in
mock-doco The Waimate Conspiracy and playing Dad in 2009's The Strength of Water. Committed to theatre as a tool for
change, he has worked on many projects involving troubled youth (eg. 2003 documentary Make or Break). His directing
work includes TV's Mataku, and a stage musical of Once Were Warriors. He is known for his performance as a Vietnam
War veteran in John Broughton's solo work Michael James Manaia which toured New Zealand and played at the
Edinburgh Festival in 1991
Moriarty is the Artistic Director of Te Rakau Hua O Te Wao Tapu Trust, a performing arts organisation that works with atrisk communities, creating and performing theatre in schools, marae and prisons, as well as professional theatres
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“I  produce  theatre,  I  direct  theatre,  I  perform  in  stuff,  and  it’s  all  really  to  do  with  the  emancipation  of  people,  freedom and
liberation  of  people,  that’s  what  I’m  interested  in” - interview on Lumiere.net.nz
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Abstracts
Mohebat Ahmadi, University of Melbourne
mahmadi@student.unimelb.edu.au

Andrew Bovell’s When the Rain Stops Falling: Theatre in the Age of ‘Hyperobjects’
This presentation will focus on how ecocriticism in an age of globalization plays itself out in a reading of a selected dramatic work.
Engaging  in  textual  and  descriptive  analysis  of  Andrew  Bovell’s  When the Rain Stops Falling (2008) as well as examining its culturalecological context, I will argue for the importance of ecological theatre in dislocating dominant forms of anthropocentrism and
increasing ecological consciousness. To develop a deeper understanding of the importance   of   the   play’s   detachment   of   the  
boundaries  of  time  and  place  and  its  ecological  interconnections,  I  draw  on  Timothy  Morton’s  concept  of  ‘hyperobjects’.  This  concept
refers  to  real  objects  such  as  global  warming  that  are  ‘nonlocal’,  ‘transdimensional’,  and  exceed  the  distinction  of  time  and  place.  As  
Morton argues there is no separation between humans and hyperobjects: we are in them, they are embedded in us and are a part of
us, despite the fact that we cannot perceive them in full. Through discussing  the  idea  of  ‘hyperobjects’  in  the  theatrical  space  of  the  
play,  I  examine  the  concepts  of  ‘landscape’,  climate,  space  and  human  and  non-human interconnections.
Through an ecocritical reading of the play, I shift the focus of the play from a human-centred drama to one that is concerned with how
ecological factors shape our cultural and social discourses. The paper will not focus on environmental concerns that are just about
the corruption of the natural environment under the impact of modernity or the restoration of lost nature. Rather, it will examine
ecological themes that inspire audiences to think more deeply about the future of the environment. By  concentrating  on  the  play’s  
global ecological interconnections, I discuss the paradoxical question of how the Anthropocene Age – in which climate change is
brought about by past human activities – affects   future   generations’   social   and   emotional   life,   human   behavior,   thought   and  
perception. The paper concludes with some commentary on Australian ecocritical theatre and its contribution to the discourse of
‘restoring  balance’.  
Mohebat Ahmadi Completed her MA studies in English Literature at the University of Tehran, Iran. She has worked as a faculty
member at Azad University in Tehran for five years. She is currently a PhD candidate in the School of Culture and Communication at
the University of Melbourne, Australia. Her thesis focuses on how ecocritical theory in an age of globalization plays out in a reading of
selected dramatic works. It interrogates how the contemporary space of ecological theatre acts as a means of remapping the
concepts of nature, environment, place and locality in the context of eco-global space. Her latest publication is a book review of
Readings in Performance and Ecology edited by Wendy Arons and Theresa J. May in Green Letters: Studies in Ecocriticism.
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Aaron Yeboah Annan
aya35@uclive.ac.nz

Restoring Balance? Performing Sankofa in Post-colonial Ghanaian Masquerade
This paper looks at how Ghanaian masquerade, in the service of Sankofa, might set a contemporary stage for restoring
social balance. Sankofa is an Akan word that, roughly translated, refers to the idea of revisiting pre-colonial beliefs,
customs, religious rituals and traditional practices in order to reconcile post-colonial Ghanaian culture with its colonial
past. For some, performing Sankofa is a way of acting to repair communal relationships amongst tribes. How might fancy
dress masquerading in Ghana be seen to restore – or even to create – a sense of community following the rupture of
colonisation,  and  how  might  this  theatricalised  evocation  of  my  people’s  past  serve  to  sustain  social  equilibrium  in  the  21st
century?
In Ghana, masked performances provide a sense of community among diverse tribes. In particular, fancy dress
masquerades complement the Fetu Afahye festival among Fantis. The festival is an annual tribal event that promotes
communal  spirit  among  other  tribes  as  well.  It  recounts  the  people’s  past,  present and future. Fancy dress masquerade
performances recall and overcome colonial repression of spiritual masks, the period when masks lost their potency by
becoming objects for entertainment, when masks were transformed from fear to pleasure. My paper follows John Emigh
by telling us that  ‘the  masked  performer,  in  moving  from  persona  to  persona,  weaving  narratives,  finding  humour,  
generating new ways to put thoughts together, and maintaining balance in a sea of difference, exemplifies and, ultimately,
celebrates a remarkable human capacity – one  that  is  much  needed  for  survival  and  sanity’,  adding  that  ‘the  mask  may  
well  be  a  powerful  tool  in  reclaiming  not  only  our  theatre,  but  our  lives’  (Masked Performance 289-91). In the end, I argue,
this old/new performance practice serves to restore social balance by setting a contemporary stage for cultural cohesion
and community involvement.

Aaron Annan is a university lecturer and theatre designer, as well as an Anglican priest in Ghana, West Africa, who is
determined to make a significant contribution to the development of post-colonial Ghanaian theatre and performance. His
thesis project – ‘Liturgy  of  the  Mask:  Creating  and  Performing  Sankofa in Post-colonial  Ghanaian  Theatre’  – is driven by a
deeply felt desire to argue for the necessity of theatre in restoring and sustaining the social equilibrium. It considers the
relationship between theatre and post-colonialism, speaking for a region that is, as-yet, still under-represented in the
wider, international conversation.
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Lekan Balogun, Victoria University of Wellington
Lekan.Balogun@vuw.ac.nz

IIe Ogere: Land, Ritual and the Dramatic
Ile, or land, or better still the environment which, given a deeper interpretation, refers to a people and the way they
perceive themselves. This point also embraces the idea of ethnicity, territorial and cultural awareness about self among a
myriad of other meanings, especially within the context of the Yoruba worldview, and perhaps elsewhere. By adding the
suffix   “ogere”,   the   idea   of   ile further dissolves into its ritual/cultural symbolism that, in essence, encapsulates a deep
conception  that  traces  its  root  to  the  very  core  of  the  people’s  spiritual  reality  which  interestingly explains contemporary
reality and how people have come to accept and treat themselves, their land or territory, or environment locally and
globally. The different ways in which ile, or land influences human behaviour has also been explored by contemporary
dramatists  through  adaptation.  In  this  paper,  Ola  Rotimi’s  adaptation  of   Oedipus Rex by  Sophocles  and  Shakespeare’s  
Othello by Djanet Sear are each used as a lens to examine the ritual symbolism of ile and its socio-political reality.
Keywords: adaptation, culture, political reality, ritual imagination, transformation.
Lekan Balogun has a BA & MA (Distinction) in Theatre from the University of Lagos, Akoka, Nigeria. He has worked
variously as an actor, playwright/writer-in-residence and artistic director all in Nigeria. He has written plays for the Centre
for Black and African Arts and Civilization (CBAAC); National Troupe of Nigeria; the British Council, Lagos; Royal Court
Theatre, London and FLINN Theater, Germany. He is a PhD candidate in the Theatre programme, Victoria University of
Wellington, New Zealand.
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Peter Beaglehole, Flinders University of Australia
beag0009@uni.flinders.edu.au
The trouble with the past is it’s easy to forget: Sustaining an Australian Repertoire
Recent media debate in Australian theatre has wrestled with the place of new writing in the repertoire, the role of classic
adaptations and the rise of auteur directors – a debate that carries a history of swinging between nationalist and
internationalist perspectives. While much discussion focuses on the question of whether and how national identity is
relevant to contemporary performance practice, situated at the periphery of the debate is an intrinsic, if unarticulated, force
in Australian theatre: forgetting.
Using the concepts of memory and forgetting as keystones, my paper will chart some broad trends in the making of the
Australian  repertoire  before  arriving  at  a  close  reading  of  Dorothy  Hewett’s  The Man from Mukinupin (1979) and Nowhere
(2001).  Working  with  the  idea  that  ‘memory  discourses  appear  global  in  one  register,  [though]  at  their  core  they  remain  
tied  to  the  histories  of  specific  nations  and  states’  (Huyssen  in  Lo  2013)  I  will  address  issues  surrounding a nationalist
theatre  practice  exploring  the  tension  of  being  ‘here  and  now  and then’  (Stone  in  Target  2013),  which  is  an  important  
element in sustaining a repertoire.
Peter Beaglehole is beginning his PhD at Flinders University and works as a tutor in the Drama Department. He has
reviewed theatre for stagemilk.com, performed as musician and stand-up in the Adelaide Fringe and written for Urban
Myth Theatre Company for the Inkpot Diaries project and as part of the 2013 Come Out Festival
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Tanja Beer, University of Melbourne

tanjabeer_design@yahoo.com.au
Explorations in eco-scenography and eco-innovation for performance
Global environmental concerns bring with them an opportunity to shift current practices throughout our cultural sectors.
This paper will explore the intersection between performance and ecological stage design practice, with emphasis on the
emerging  paradigm  of  ‘eco-scenography’  – a movement that seeks to integrate ecological principles into all stages of
scenographic production. Eco-scenography rethinks past processes of stage design practice and embraces creative
opportunities of ecological thinking. It presents an opportunity not only to question and evaluate the ecological impact of
theatre practices, but to progress theatre itself. Productions designed on the principles of low or positive impacts – such
as upcycling materials and investigating new energy sources – are capable of exciting new aesthetics and artistic insight.
From bicycle-powered shows, to growing edible stages and creating body suits that capture kinetic energy, ecoscenographers are placing sustainability at the heart of the creative process. Using a selection of practice-as-research
project examples, this presentation will examine the role and opportunities of the eco-scenographer as an activist,
innovator and facilitator of change within the performing arts and the broader community.
Tanja Beer is a scenographer and PhD candidate investigating ecological design for performance at the University of
Melbourne. She has 15 years professional experience, including creating over 60 designs for a variety of theatre
companies and festivals in Australia. Tanja has a Masters in Stage Design (KUG, Austria), a Graduate Diploma in
Performance Making (VCA, Australia) and currently teaches subjects in Design Research, Scenography and Climate
Change.  She  was  recently  “Activist  in  Residence”  at  Julie’s  Bicycle  (UK)  and  has  spoken  about  ecological  design  at  
several academic and non-academic events around the world.
Investigating: The Paradigm and Practice of Ecological Design in the Performing Arts
Website: www.tanjabeer.com
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Swati Bhatt, Victoria University of Wellington
Swati.bhatt001@gmail.com

Voices Made Heard: Significance of 'Rhetorical Public Sphere' for Performing Protest
I would like to outline my research project in the context of my previous research. The aim of this project is to understand
the basic nuances of 'Political Theatre' and to provide theoretical clarification to the theatrical phenomena of plays and
counter-plays. I derived a performance study model from my previous research on two specific theatre groups based in
India, viz, Jana Natya Manch (New Delhi) and Budhan Theatre (Ahmedabad). These theatre groups are known for their
political street performances. Both the groups are non-professional, but politically-charged theatre groups. Jana Natya
Manch is a cultural front of the Communist Party of India while Budhan Theatre is a theatre group of indigenous
communities fighting for their socio-political  acceptance.  The  ‘spaces’ that have been used by both the groups have their
own social  and  political  significances  and  are  always  ‘public  spaces’  or  the  ‘streets’.  
The study model, which is based on the 'Performance Studies Theory' introduced by Schechner, demonstrates how the
performance and counter-performance are correlated. Both can be called the aftermath/result of each other. Once the
politically-charged performance is delivered, it generates its counter from the receptors/spectators which again
inspires/provokes the group/performers to improvise their performance. However, these counter performances are not
always visible.
The current study, which is the first part of a larger project, undertakes to examine how political ideologies with
international ramifications were represented through political theatre in the context of two different kinds of performances,
viz, a) an organized theatrical practice with performance script and b) theatrical acts of protest performed by surprise in
public to draw attention to political issues. Both the performances utilize public space - specifically a 'Rhetorical Public
Sphere' - in order to make their voices heard.
Swati Bhatt is from India, pursuing her Ph.D. in Theatre at Victoria University of Wellington. She is working on
indigenous theatre and indigenous performativity globally. She studied sociopolitical implications of Street Theatre in India
as her M.Phil research project. She is also an actor and director and has worked for a national television channel in India.
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Vanessa Byrnes, University of Waikato
vbwt@xtra.co.nz
‘Shared Experiences’: Influence, Tradition and the Legacy of Mike Alfreds in New Zealand Professional Theatre Practice.
In recent New Zealand performance practice, the working processes of theatre directors have become fundamental to understanding
essential  building  blocks  of  ‘dynamic’  drama.  
One particular occasion in New Zealand theatre practice calls for in-depth analysis for its immediate and overarching impact on our
professional directing domain. This seminal event was the two-week long directing and acting master class conducted by teacher and
director   Mike   Alfreds   in   Wellington   (1988/89).   Practitioners   still   refer   to   the   ‘Mike   Alfreds   technique’   nearly   thirty   years   after he
demonstrated his highly systematic text-directing praxis workshop. There was fierce competition to attend the event, and directors and
actors present at the workshop regard it as the springboard that provided a pivotal demarcation between instinct and craft, since
almost overnight  the  industry  had  a  shared  language  of  ‘beats,  actions,  lists,  given  circumstances’  and  ‘objectives’  to bring to bear on
the work. Thereafter, generations of drama school students and working professionals alike could deploy a common, internationallysanctioned approach to text, character and play. This event immediately changed the course of our performance history, as evidenced
in many theatre processes that occurred after the master class.
Alfreds’  own  account  of  the  workshop  points  to  passion coupled with an over-arching  ‘pragmatism’  amongst  the  participants;;  the  latter,  
he attributes directly to lack of money and time. While accepting this as a contextual condition, he openly challenged directors to
eschew these constraints in favour of quality of work and a strong aesthetic philosophy.
This  paper  questions  the  extent  to  which  Alfreds’  methodology  has  been  adopted  or  rejected  by  a  group  of  selected  directors  in New
Zealand, and the resulting impact on professional script-based theatre culture and practice. It draws on interviews with directors and
Alfreds himself as part of a PhD project, to pursue the inquiry of tradition, legacy and influence. How  have  directors  adapted  Alfreds’  
techniques to direct actors through text, and why? Have they followed established approaches or radically transformed page-to-stage
techniques?  In  2014,  to  what  extent  is  our  theatre  a  ‘Shared  Experience’,  or  has  it  evolved  to  something  else?
Vanessa Byrnes is an actor, director and acting teacher  who’s  worked  extensively in film and theatre in New Zealand and overseas.
She has acted and directed on over 150 theatre and screen productions over the past 20 years in everything from independent selffunded works to major international productions. She has performed in feature films, short films, television commercials/drama and
theatre.
In 2000 Vanessa was the first Australasian to assistant-direct  at  Shakespeare’s  Globe  Theatre  in  London,  staging The Two Noble
Kinsmen for  the  Globe’s  main  stage with director Tim Carroll. Most recently she directed the fashion and music extravaganza
Tarnished Frocks and Divas: A Fabulous Journey of Discovery for the third time with Jackie Clarke, Annie Crummer and a cast/crew of
over 120, selling out its season in the 1,000 seat venue at ASB TECT Arena in Tauranga.
Vanessa was Senior Acting teacher at Toi Whakaari: NZ Drama School for 11 years where she co-managed the acting department,
taught acting and directed several productions. She has been a Board Member of Downstage Theatre, PlayMarket, and the
Shakespeare Globe Centre (NZ). Vanessa trained at Toi Whakaari: NZ Drama School (Acting, 1994) and Waikato University (MA,
1992). She is currently under examination for her PhD focussing on New Zealand theatre directing (University of Waikato), and works
as  Associate  Program  Manager  for  The  Actors’  Program  alongside  freelance  work.  Vanessa  lives  in  central  Auckland.
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Angela Campbell, Federation University of Ballarat Victoria.
a.campbell@federation.edu.au

Restoring the past: cultural heritage, pedagogy, sustainability and DIY Drag.
While  cultural  heritage  connects  us  with  what  has  gone  before,  it  certainly  isn’t  history.    Cultural  heritage  is  more  like  a  
mnemonic device that, to quote Joseph  Roach  on  memory,  ‘operates  as  both  quotation  and  invention,  an  improvisation  on  
borrowed  themes,  with  claims  on  the  future  as  well  as  the  past’  (1996,  33).  The  slippery  difference  between  history  and  
heritage has from the beginning been navigated by theatre and performance as actors and audiences revive myths and
stories, archives and sites of the past to contextualize, politicize and aestheticize what matters in the present. This paper
explores  two  very  different  performative  restorations  of  Australia’s past that recuperate sustainable possibilities for the
future.
DIY drag–theatre troupe Sisters Grimm ask: What happens to those who are excluded (constitutively) from the shared
story of cultural heritage? How can those left out of the past restore the future? The question finds a wild and joyous
answer  in  the  Frontier  Gold  Rush  Story  ‘mash  up’  that  is  The Sovereign Wife. In a Q and A after the performance for the
Neon Festival (of new works by young artists and independent companies) held in 2013 at the Melbourne Theatre cowriter,  Declan  Greene  states  the  obvious:  “there  is  nothing  in  this  show  that  is  authentic.”
In 2013 and 14, Acting and Graphic Art students from Federation University collaborate with multimedia artist, Amy
Tsilemanis and scenographer Tanja Beer, to restore stories of colonial trades and traditions along a trail that offers site
specific performances en route between the Ballarat Railway Station, Mining Exchange, Mechanics Institute, and Town
Hall. Using Work Integrated Learning (WIL) frameworks and sustainable approaches to performance-making and wayfinding,  students  apply  ‘practice  as  research’  to  the  history  of  their  community  for  Heritage  Weekend.  
Angela Campbell graduated as an actor from the Victorian College of the Arts and later received her MA from University
of Queensland and her PhD from Murdoch University, Western Australia. Before joining Federation University in Ballarat
as Lecturer in Critical Studies, Angela worked as a freelance actor and theatre maker, creating new work and touring
nationally  and  internationally  with  her  company,  Hildegard  Theatre.  Angela’s  research has been both practical and
theoretical. She is currently investigating the connections between theatre, history and democracy.
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Maryrose Casey, Monash University, Melbourne
maryrose.casey@monash.edu.au

Aboriginal Performance for Entertainment in the nineteenth century as a weapon in the battle to restore
balance in the face of colonisation.

Colonisation destroys the balance in a land, forcing a new order. In this paper I will explore the dynamics at play between
Aboriginal performers and white audiences across the nineteenth century as a form of undeclared war by other means,
actively contested by both sides.
Commercial performances for entertainment are usually assumed to be lightweight cultural activities that serve little
purpose. Yet, in Australia across the nineteenth century and well into the twentieth, Aboriginal people and the colonisers
actively fought for physical, psychological and emotional sovereignty of the land through thousands of performances for
entertainment. This might be expected given that Australian Aboriginal cultures are probably the most performance-based
in the world, in the sense that explicit choreographed performances were used for a vast range of social and cultural
purposes from education, through spiritual practices, arranging marriage alliances, to judicial and diplomatic functions.
What is less expected are the multiple ways in which the white audiences attempted to intrude upon, interrupt and inhabit
these performances. The Aboriginal performers displayed their strength, vitality, high status and continued survival literally
in the face of the colonisers and charged them a fee to observe. In response white audiences both desired these
performances and acted to prevent them, often taking over the performance space and bringing events to a quick finish
while complaining that the show did not go on. The battle continued in white performances and the documentation of
Aboriginal performance.

Maryrose Casey Associate Professor Maryrose Casey is Director of the Theatre, Performance and Music HDR program
at Monash University. Her major publications include Creating Frames: Contemporary Indigenous Theatre (UQP 2004),
Transnational Whiteness Matters (Rowan Littlefield 2008) and Telling Stories: Aboriginal and Torres Strait Islander
Performance (ASP 2012). She is currently an ARC Future Fellow.
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Peita Collard, La Trobe University Melbourne
peita70@gmail.com

Sustaining Independent Theatre
This paper arises from my Masters research into methods that could be deployed to sustain the independent theatre
sector in Melbourne. Through the lens of cultural economics and sustainable practice (Throsby, 2006) this paper will
briefly  investigate  the  reasons  why  a  sustainable  independent  sector  in  Melbourne  is  necessary  not  only  for  the  industry’s  
overall development and growth but also for the vital role it plays in the sustainability of the city itself.
It will also explore the often-made comparison between discourse on ecological sustainability and the theatre industry, in
that building, conserving and maintaining a sustainable environment needs proper management and development on
every level in order to secure fruitful, long-term viability.
The main focus of this paper will be an investigation into the current practices of mainstream companies and their
increasing association with independents. It also considers whether this developing relationship offers a viable response
to  the  issue  of  sustainability.      It  also  investigates  how  the  new  dynamism  in  Melbourne’s  independent  scene  might  
possibly be sustained in ways other than through increased or redistributed funding by offering some of the solutions
found during the course of the Masters research.
Peita Collard has been a theatre practitioner in Melbourne for over twenty years. In the late 1990s Peita Collard ran the
independent company, WAX Studios. Despite critical and popular success, WAX closed in 2003. Peita has since worked
as a freelance director and actor but always pondered the reasons for the closure - how or even if the company could
have been saved. This contemplation led her back to academia and after completing Honours at LaTrobe University on
the relationship between director and writer on new works, her research led her to tackle the question that had followed
her all these years – is independent theatre sustainable? She completes her Masters thesis in July, entering the
independent sector once again, armed with two theses, searching for the arts-elusive gainful employment.
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Panel discussion
Curators:
Tanja Beer, University of Melbourne
tanjabeer_design@yahoo.com.au
James Davenport, Victoria University of Wellington
James.davenport@vuw.ac.nz
Martyn Roberts, University of Otago
martyn.roberts@otago.ac.nz
Emma Robinson, Victoria University of Wellington
directedbyemma@gmail.com

Performance Design and sustainable practice and response to an environment of global climate change
A panel of performance designers and others from the industry will discuss the challenge of working with sustainable
practices, new technology and the demands for new ways of thinking in response to the changing global climate. There
will be a look at how new technology such as LED lighting, solar, heating, 3D printing, and new materials may alter the
way production design meets this challenge. There may also be discussion on how current design is reflecting concerns
about the global ecology and energy crisis.
Tanja Beer is a scenographer and PhD candidate investigating ecological design for performance at the University of
Melbourne. She has 15 years professional experience, including creating over 60 designs for a variety of theatre
companies and festivals in Australia. Tanja has a Masters in Stage Design (KUG, Austria), a Graduate Diploma in
Performance Making (VCA, Australia) and currently teaches subjects in Design Research, Scenography and Climate
Change.  She  was  recently  “Activist  in  Residence”  at  Julie’s  Bicycle  (UK)  and  has  spoken  about  ecological  design  at  
several academic and non-academic events around the world.
Investigating: The Paradigm and Practice of Ecological Design in the Performing Arts
Website: www.tanjabeer.com
James Davenport is a Lecturer and Senior Technical Officer in Theatre at Victoria University of Wellington, Aotearoa/
New Zealand. James has worked as an actor, scenic designer, and mask maker in Theatre, Film and Television
internationally over the last 20 years. His field of research is in developing regenerative performance design and teaching
methodologies in sustainable scenography. He was assistant director and actor for the feature film The Land Has Eyes by
Vilsoni Hereniko shot on the island of Rotuma. Most recently he performed the role of Duke Vincentio in Measure for
Measure at Bats Theatre in Wellington.
Martyn Roberts: Designer/lighting designer/ still photographer/image-maker, Martyn Roberts is highly regarded in many
performing and visual arts fields in NZ. As well as having his own company, afterburner, which pursues site-specific and
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installation-based theatre, he works as a freelance designer and exhibits as a stills art photographer. He is a Professional
Practice Fellow at The University of Otago where he teaches technology and design.
Emma Robinson is an Honours student and part-time tutor in the Theatre Programme at Victoria University of Wellington,
New Zealand. Her main paths of interest are directing and scenography for theatre and film. Currently, she is conducting a
practice-lead research project that explores how the gender binary can be challenged through performers interacting with
a  sustainable  scenographic  design.  Emma  is  also  working  as  assistant  designer  for  the  2014  ANZSA  conference’s  
mainstage production of Much Ado About Nothing in Queensland, Australia.
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John G Davies. Unitec, Auckland
jdavies2@unitec.ac.nz

Restoring Classical Practice: An Operatic gift from the new world to the old
About the year 1580 a group of Florentine scholars and musicians made a conscious effort to revive the theatrical art of
Musical  Declamation.  The  ‘Camerata’  developed  a  style  of  reciting  verse  accompanied  by  music.  This  is  the  origin  of  
classical opera and its immediate popularity meant that many developments followed including the evolution of aria
alongside recitative, and the use of expressive choreography.
Modern opera has moved away from this classical format and has, I propose, fallen in with contemporary theatre's
preoccupation with realism. The balance of recitative (to advance the narrative) with aria (to reveal interior world) with
passages of dance (to reveal character through expressive stylization) has been overtaken by a contemporary focus on
ego  and  naturalism,  and  many  modern  opera  are  presented  as  a  ‘sung  playtext’.
In writing the libretto for and directing the stage production of The Juniper Passion, I moved away from the confines of this
preoccupation. The Juniper Passion was premiered at Teatro Roma in the town of Cassino in June 2013, where the opera
is set. In performance I established the continuous presence of a choreographic chorus, capable of advancing the
narrative and also of shadowing a dramatic character and putting into choreography dynamics of character, emotion and
desire.  The  singers  were  defined  in  a  ‘real’  world, the dancers ranged beyond into abstraction, amplification and
suspension.
This paper presents photographic evidence, audience and critical response to this conscious effort to redress the balance
and restore a broader range of classical operatic techniques to the opera stage.
John Davies has practiced in a range of performance media for over four decades but his enduring passion is in opera.
He was assistant director for NBR New Zealand Opera in 1998/99 and has independently directed 20 productions ranging
from classical works to modern pieces. He is currently Curriculum Leader of Live performance in Dept of Performing and
Screen Arts at Unitec in Auckland and maintains his independent practice as a director and writer. His most recent work
The Juniper Passion is currently being developed for a New Zealand season.
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Matthew Delbridge
matthew.delbridge@qut.edu.au
Matt Delbridge is a Lecturer in Scenography and New Media in the School of Media, Entertainment and Creative Arts; Creative
Industries Faculty, Queensland University of Technology. He has worked extensively throughout Australia and overseas on major
international festivals as a Scenographer and Technical Director. Most recently he has collaborated with Peggy Shaw and Lois Weaver
on RUFF (LaMamma NY 2014) and developed a new work with Queensland Theatre Company Total Dik! (Todd MacDonald, Chris
Kohn and Lee McGowan). He is an international partner on the VIMMA project (Centre for Practise as Research in Theatre, Univ. of
Tampere), an associate artist at QTC (2011-14) and a member of the peer review college for the AHRC (2009-16).
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Campion Decent, La Trobe University, Melbourne.
ckdecent@students.latrobe.edu.au

The feminist table: a balancing act
Judy  Chicago’s   The Dinner Party (1979)  and  Caryl  Churchill’s   Top Girls (1982) emerge from and represent facets of a
feminist movement that was arguably at the forefront of social change some three or more decades ago. Yet Top Girls
received two main stage productions in Australia in 2012 with one reviewer noting its scheduling cannily tapped into the
zeitgeist; and younger artists turned to The Dinner Party for inspiration, loudly proclaiming, “Fuck  the  ‘F-word’  it’s  feminism  
we’re   talking   about”   (Next   Wave   2012).   Both   Chicago   and   Churchill   give   women   a   prominent   place   at   table:   Chicago  
installs thirty-nine guests at her Dinner Party and Churchill stages a trans-historical dinner in Top Girls. Each work uses
metaphor, history and feminism in ways that simultaneously link and separate their respective tables (Kritzer 1991; Jones
1996; Reinelt 2000; Poole 1999; Aston 2001; Gerhard 2013). This paper argues that the dinner party becomes more than
a staging device through these and other contemporary works; and that the table functions as a potent yet ambiguous
symbol   of   both   women’s   oppression   and   creative   freedom   to   explore   an   accumulation   of   ideas   about   appetite,   class,
consumption, family, gender, hunger, sharing, sex and violence (Bender 1986; Visser 1991; Geis 1998; KirshenblattGimblett 1999; Parasecoli 2008). This paper arises from practice-based doctoral research, which uses established art
works to consider the dramatization of historical figures to embody ideas of social change in the present.
Campion Decent is undertaking his PhD in the Theatre & Drama Program at La Trobe University, Melbourne. He
presented a paper at PSi19 at Stanford University, California last year and will present at PSi20 at Shanghai Theatre
Academy, China in July. He holds an MA (Theatre Studies) from the University of NSW. He is an award-winning
playwright, with plays produced at Sydney Theatre Company, Belvoir Street, Playbox, and NIDA; and has also worked in
key artistic roles for many arts organisations including HotHouse Theatre, Next Wave Festival, Sydney Gay & Lesbian
Mardi Gras, and Sydney Theatre Company. His new play Unholy Ghosts premieres at Griffin Theatre, Sydney in August.
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Jennifer De Leon
jennydancer@paradise.net.nz

Sustaining a career in theatre plus discussion of and reference to new performance ecologies:
Drawn – Called – Given.
To the ADSA Conference 2014 I offer a paper and a dance performance. The paper explicates the dance and the dance
reveals the paper.
The dance I have choreographed to accompany this paper is a work that demonstrates the paradox between
impermanence, ephemerality and sustainability. It is a poetic, lyrical, embodied representation of my belief that a career in
theatre is not possible  to  sustain  when  what  I  do  and  what  I  create  is  objectified  into  ‘work’  and  ‘object’  - but that when the
focus of the career (and life) exists in the more  precarious  and  ‘un-set’  realm  of  process  - it is.
I hold that through those features of itself that relate to my purpose of articulating this thesis the identity of my work is
revealed – and yet - as soon as it  is  given  ‘identity’  that  is  gone  and  what  remains is but the memory and resonance of the
creative process. How,  possibly  can  such  ‘impermanence’  be  sustained  let  alone  approach  anything  resembling  the  
durability or ongoing-ness I crave as I strive to place my work in the annals of performance history?
David  Davies  (2004)  contends  that  “to  appreciate  an  artwork  is  to  appreciate  what  was  done”  (Bicknell  on  Davies,  2004,  p.  
1). I argue that for the practicing artist this appreciation - which  is  active  and  alive  and  about  process,  or  ‘doing’  - is vital
and sustaining and when it is absent or diminished the artist becomes unnourished, as with
Wings that are no longer wings to fly
But merely fans to beat the air,
The air that is now thoroughly small and dry
Smaller and dryer than the will (Eliot, 1974, p. 96).
If sustaining a career demands perceiving my work as process then a new performance ecology is equally demanded. I
describe what I believe this to be.

Jennifer De Leon is a dancer-choreographer, Director of Poyema Dance Company, a Psychotherapist and Dance
Therapist (Member New Zealand Association of Psychotherapists). She has trained and worked in the UK, USA and
NZ and  holds  a  Masters’  degree  with  1st  class  honours  in  Health  Science.  She  is  the  mother  of  two  teenage  children.
Jennifer's work as dancer/choreographer/psychotherapist is about awe, un-knowing, and celebrating our collective being
as Disciples, Pilgrims, 'Tellers of The Story'.
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Rea Dennis, Deakin University
rea.dennis@deakin.edu.au

Miss Anthropes and Wavemotion
A  woman  walks  by  the  river  contemplating  Heraclitus’  philosophy:  life  is  a  river!  Over  years  she  listens  …  
The  river  flows…
Listen inward to the sounds of your body!
…  to  the  sea.
Miss Anthropes and Wavemotion is an installation/demonstration that explores water as motion, and movement as a
source of wellbeing.
Arising  out  of  the  juxtaposition  of  the  body’s  lymphatic  system  with  natural  river  systems,  the  work  investigates  the  
biochemistry of toxicity at a cellular/molecular level in relationship to the biochemistry of movement and emotion
(Damasio, 1996). The work brings together a number of key themes of the conference including sustainability – of the
earth, of the human, of the artist, where notions of survival, creativity and stasis are integrated with notions of balance and
imbalance, and the tension of  living  a  reality  that  is,  in  Heraclitus’  words,  a  multiplicity  and  a  unity  (Brann,  2013).
Continuing  the  tradition  of  Lembrança’s  fascination  with  the  interior  corporeal  experience of geographical located-ness
and remembering, Miss Anthropes and Wavemotion is homage to the rivers of significance in the lives of the artists.
Dennis and Miranda have created a visual and tactile interactive autotopography (Shanks 2001) that seeks alternative
dramaturgies  for  telling  ‘stories’  of  migration,  focusing  on  the  way  that  the  river  is  central  to  their  wellbeing  and  has  
contributed to their sense of arriving home.  Based  on  the  artists’  personal  experiences  of  living  in  river  cities  
(Murwillumbah, São Paulo, Cardiff, Melbourne) the performance features original sound compositions and repetition of a
mechanical score to recount the story of the repeated return to the river on arrival in each new place. The audience is
invited to listen internally. A 20-minute excerpt of a longer durational work that is the central project in practice-based
research exploration of creativity, artist resilience and physical motion.
Dr Rea Dennis is a Lecturer in Drama at Deakin University with a particular interest in performed memory, performing
self, and the body in performance. Previous publications include essays on refugee performance, autobiography and
performance writing and playback theatre. She is Artistic Director of contemporary theatre company, Lembrança. Rea and
Magda Miranda formed Lembrança in 2008 to investigate interdisciplinary ways of making live performance inspired by
relics, mementos and artefacts of memory and place drawing on stories from life, and that demands dramaturgical
processes beyond narrative meaning. Previous works include Train Tracks and Rooftops.

41

Emily Duncan, University of Otago
emilytessduncan@gmail.com

Documentary Theatre: Waipiata sanatorium
This paper presents the findings to date of my PhD research. The purpose of this PhD thesis is to explore and document
research using established dramaturgical models so as to formulate a novel approach for the construction of historical
theatre. Specifically, the thesis will report and examine composition and research methods employed in the authorship of
a play script exploring the history of the site originally founded as the Tuberculosis Sanatorium at Waipiata (known as
“Orangapai”  meaning  “hill  of  health”  to  the  residents)  in the Rock and Pillar Range area of the Maniototo, New Zealand.
The site was a sanatorium from 1918 until 1960, a Youth Justice Residence from 1961 until 1980, and is now privately
owned and operated as a Christian retreat (En Hakkore). The working research question is: What dramaturgical methods
are most suited to creating documentary theatre exploring the history of such a site as the former Waipiata Sanatorium? In
particular, how can a theatrical work be created that has a physical site and its histories as its narrative centre, as
opposed to works focused on specific characters and their motivations?
I am now six months into my PhD research, and have to date been focusing on researching the history of the TB
Sanatorium, along with examining play scripts that address space, isolation, sanatoria, incarceration, and historicization.
Also, I have begun interviewing people who have a connection to the site, and begun drafting the script. My supervisors
are Associate Professor Stuart Young and Dr Jonathan W. Marshall, both of the Theatre Studies Department at the
University of Otago.
Emily Duncan has a background in theatre is as a playwright, actor and director. She is a client writer of Playmarket (see
http://www.playmarket.org.nz/playwrights/emily-duncan), was a joint winner in the Plays for the Young Competition 2013
with Eloise in the Middle (to be toured nationally in 2015), and has secured the winning entry in the Write Out Loud
Dunedin playwriting competition three times, for the plays Southern Comfort (2010), Palliative Care (premiered at the
Otago Festival of the Arts, 2008), and Water Baby (2007). Emily completed her BA in English, Theatre and Film at Victoria
University of Wellington, her Honours degree at Massey, and is now a PhD candidate in Theatre Studies at Otago
University.

42

Paul Dwyer, University of Sydney
paul.dwyer@sydney.edu.au

Peacebuilding performances in the aftermath of civil war: comparing the logics of applied theatre to the
eco-logics of ritual reconciliation
This  paper  will  examine  the  assumptions  underpinning  some  of  the  canonical,  ‘proven’  applied  theatre  practices  that  have  
been deployed in arts-based peacebuilding work (such as Playback and Forum Theatre), comparing them to the workings
of ritual post-war reconciliation processes in the Autonomous Region of Bougainville (Papua New Guinea). Drawing on
detailed ethnographic fieldwork, I will suggest the specificity of Bougainvillean kastom in relation to ideas about truthtelling and memorialisation. While truth-telling is certainly a consideration for Bougainvilleans, equally important is the
notion that to restore social equilibrium one must agree to speak no more about the past as soon as the ritual is over. Not
only does this  run  counter  to  the  way  many  applied  theatre  practitioners  might  think  about  art’s  role  in  fostering  trauma  
recovery through acts of collective memory, it also challenges some of the preferred mechanisms of transitional justice,
particularly war crimes tribunals and truth commissions. The fact that both of these have been absent from the
Bougainvillean peace process—which, nevertheless, in many respects, has been judged an outstanding success—makes
this case study particularly pertinent for the kind of critique I want to make.
Echoing the work of Rosalind Shaw and Lars Waldorf, in their call for more localized approaches to transitional justice, I
argue  for  a  “nuanced  understanding  of  what  justice,  redress  and  social  reconstruction  look  like  from  place-based
standpoints”  as  a  first  step  to  renovating  applied  theatre  practices  in  the  context  of  peacebuilding  (2010:6).
Paul Dwyer is a senior lecturer in the Department of Performance Studies at the University of Sydney where he teaches
courses on performance analysis, ethnography and the politics of performance. He is currently researching the uses of
ceremony  and  ritual  in  various  approaches  to  “restorative  justice”,  including  village-based mediation in PNG and youth
justice conferencing in the NSW juvenile justice system. Since 2004, he has also been closely involved with Version 1.0
Theatre Company, working as a dramaturg/performer/devisor on various documentary works, including CMI (A Certain
Maritime Incident), The Wages of Spin, Deeply Offensive and Utterly Untrue and The Bougainville Photoplay Project.
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Megan Evans, Victoria University of Wellington
megan.evans@vuw.ac.nz

‘Where there’s a forest, people can have a good life’: a New Zealand staging of Gao Xingjian's 1985 play
Wild Man
Gao Xingjian's play premiered in 1985 at Beijing People's Art Theatre. It interweaves creation myths and romantic
melodrama with the bureaucratic bumbling and media frenzy ignited by reported sightings of a yeti-like 'Wild Man' in a
remote mountainous region of China. It also was a conscious experiment at interweaving regional forms of Chinese folk
opera with the comparatively recent imported form of western-style 'spoken drama'. The play presciently laments China's
sacrifice of ecologically balanced rural life to commercial interests. Flooding and other ravages of deforestation play out
around the edges of one of the last remaining primeval forests in the region. Tree poachers overwhelm the local forest
security guard. Cultural knowledge held by an old folk singer is as endangered as the black-necked crane while strong
links are drawn between the relationships of human-to-human and human-to-environment. Intergenerational control of
arranged marriages cannot be dismissed out of hand when the 'free love' urban marriage is even more barren of love and
fertility. The destruction of nearly 50% of New Zealand's forests following European settlement finds disturbing echoes in
Gao's play while China is a primary market for a NZ dairy industry whose ascendency over sheep and cattle production
has ravaged New Zealand rivers. I analyse the investigation of these themes in a recent staging of the play.
Megan Evans, PhD Hawai'i, is a Senior Lecturer in the Theatre Programme at Victoria University of Wellington, New
Zealand. Her research interests include the history and development of directing and performance of xiqu (Chinese opera)
in contemporary China and on interactions between xiqu for stage and moving image media. She has published in TDR,
Asian Theatre Journal, Theatre Research International and New Zealand Journal of Asian Studies. She has trained in
performance techniques of traditional Asian forms at the University of Hawai'i at Manoa and the Academy of Chinese
Theatre Arts in Beijing and in contemporary physical performance approaches including Suzuki Method and Butoh with
Zen Zen Zo Physical Theatre Company and Frank Oz in Australia. Recent directing credits include: Gao Xingjian's Wild
Man, Ōta  Shōgo's  The Water Station, and Madam X and Mister Q, her adaptation of Can Xue's novel Five Spice Street
(published by Yale University Press), which tied for best Theatre entry in the 2013 NZ Fringe Festival.
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Canterbury Tales: Between Bakhtin and Benjamin
Performed on the still-broken streets of Christchurch, three years after the earthquakes began, Canterbury Tales was
designed as a carnivalesque celebration of community in the face of natural, and man-made, disaster. This paper reflects
on the dialectical negotiation underlying my production: following Bakhtin, as a natural, cyclical, temporal interruption,
while also facing a catastrophe that  helps  us  create  the  ‘real  state  of  emergency’  Benjamin  demands  for  our  time.  Taking  
the Chaucer as a starting point, Canterbury Tales was built around giant puppets representing key figures in the
Christchurch recovery, joined by masked and other performers, drawn from all levels of the community, including
spectators (as many as 15,000 on the night), in a procession from the Bridge of Remembrance, along the river, to
Cathedral Square, past performance and installation sites, with food and drink sold in caravans stationed along the way. In
this, Canterbury Tales was  Bakhtinian,  where  ‘feasts  were  linked  to  moments  of  crisis’  and  people  ‘for  a  time  entered  the  
utopian  realm  of  community,  freedom,  equality,  and  abundance’  (Rabelais 9). But at its turning point, the performance
veered  toward  the  Benjaminian.  We  saw  the  ‘Angel  of  History’  suspended  in  mid-air over the riverbank, facing the
destroyed Cathedral, singing a lament that rose above cacophony. In this, we wanted to stage the central problem of our
time.  In  Benjamin’s  words:  ‘The  tradition  of  the  oppressed  teaches  us  that  the  “state  of  emergency”  in  which  we  live  is  not  
the  exception  but  the  rule’  (Theses on the Philosophy of History 257). This paper argues that restoring balance is not
sufficient to the task of repairing a community. We are at a time in Christchurch, as everywhere, when we must, like the
Angel, confront catastrophe which, being of our own making, is even more virulent than an earthquake.
Peter Falkenberg is founder and Artistic Director of Free Theatre Christchurch. He was educated at the universities of
Munich and St Andrews, and trained as a director at Munich Kammerspiele. Having moved to New Zealand in 1975, he is
currently Associate Professor in Theatre and Film Studies at the University of Canterbury and Director of Te Puna Toi
Performance Research Project.

45

Angie Farrow, Massey University
a.r.farrow@massey.ac.nz

Cry Me a River: Making a Play about the Manawatu
In late 2011, a full-length theatre play called The River was presented by and for the Manawatu community in New
Zealand. Inspired by the news that the Manawatu had become the fourth most polluted river in the world, the play
explores issues of river ecology and the  place  and  importance  of  the  river  in  the  nation’s  image  as  being  ‘clean  and  
green’.    It  was  an  attempt  to  restore  balance,  to  see  the  river  beyond  the  perspectives  of  the  dairy  farmer,  the  local  
councillor or the amateur ecologist. Restoring balance was not just a matter of scientific or political concern, but of a
reconsideration of our spiritual, emotional, and cultural connection to water as a source of life. In an attempt to avoid an
overly didactic text, the author was keen that the play should entertain, inspire, and explore compelling narratives; that it
should appeal to both to heart and head in order to offer an emotionally powerful and critically useful engagement for the
audience.
This paper will consider the theatrical decisions that were made  in  the  shaping  of  this  work.    It  will  ask  two  questions:  ‘How  
can  we  use  theatre  to  engage  the  audience  around  issues  of  ecology?’  and:  ‘Can  the  engagement  with  ecological  issues  
enhance  theatre’s  potential  as  a  medium  of  communication?’
Angie Farrow is an Associate Professor in Theatre and Creativity at Massey University. She is a playwright, having won
numerous national and international awards for her writing. Angie specialises in works that explore large contemporary
and existential themes. She has  published  two  anthologies  of  plays:  ‘Plays  for  Physical  Theatre’  (2005)  and  ‘Plays  for  
Physical  Theatre  II’  (2010).    Her  third  anthology  entitled  ‘Tango  Partner  and  other  Plays’,  featuring  fourteen  short  plays,  is
due to be published later this year. Her newest project, a full-length play about refugees called Asylum was developed
with a community of international artists in Berlin earlier this year.
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The ‘nature of loss’
Drawing from the writings of philosophers and theorists this paper explores links between lived and lost home/place
(Bachelard, Hecht), through theoretical concepts/frameworks including theatre as landscape and ‘chorography’  (Pearson),  
environmental theatre (Aronson, Schechner), and theatre phenomenology (States). In this paper I present my current
auto-ethnographic research project, which explores the environmental event of the Chernobyl disaster and focuses on the
(re)creation   of   a   home.   In   this   case,   ‘home’   is   a   place   that   is   both   geographical   (the   Ukraine)   and   experiential   (my
childhood); both contribute to my identity, and to the insistent sense I have that my current life is deeply tied to this place
that is my past.
But the personal home/place that I seek to recreate in performance space has been formed by multiple factors that link my
lived place to the experiences of countless others. As Spry (2013) notes, auto-ethnographic   performance   is   “the  
convergence of  the  ‘autobiographic  impulse’  and  the  ‘ethnographic  moment’  represented  through  movement  and  language  
in   performance”.   Thus,   by   “articulating   the   intersections   of   peoples   and   culture”,   it   reveals   how   identity   is   “always  
migratory”.  Tuan’s  notion  that  place  is  a  pause  in  movement,  a  “dwelling”,  invites  us  to  see  migration  and  exile  as  “undwelling”,  as  a  loss  of  home.  My  childhood  exposure  to  the  Chernobyl  disaster  and  subsequent  migration/exile  to  Australia  
is personal, and it creates for me a sense of displacement and the loss of my former self. Through a practice-based
research method, I am exploring the concept of identity and links with chorography to experience a sense of place, the
intimate  connection  between  my  own  story  and  ‘social  identity’  (Tilley).
Applying   a   ‘binocular   approach’   (States)   I   attempt   to   create   a tactile, visceral and experiential theatre where I identify
constructed installation as a phenomenological element and the significative decoding of images as a semiotic. Together
these ideas lead me to argue that the specific experience of life performance has a particular strength that can convey my
story in a powerful and resonant way.
Key words: self, memory, experience, lived place, space, landscape, chorography, environmental theatre, migration,
identity, nature.
Olena Fedorova is a theatre maker, performer and a PhD Candidate at Victoria College of the Arts, Melbourne University,
Australia.
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‘Touching the Demon’: Physical experience of the audio-visual stimuli in Sinhalese ritual practice.
The ritual experience is a vastly investigated area in performance studies. Although a number of research projects have
been carried out on Sinhalese ritual practices, the significance of its experience is not sufficiently explored. In my
perception, the intrinsic qualities of the Sinhalese ritual experience are embedded in its holistic sensoriality; the
employment of all sense modalities  of  the  ‘experiencer’  (I  prefer  the  term  experiencer  in  place  of  spectator  or  audience  
member) to craft the ritual experience. This includes dance and acrobatics, percussion music, singing, chanting, mask,
mime, satire of ribaldry and blasphemy, pyrotechnics, trance, the release of various fragrances, and the offering of sacred
and non-sacred food. As I have discovered, one of the key features of ritual stimuli is the cross-modal perception and/or
synesthetic experience that they generate. In this study my focus will be on tactile perception triggered by audio-visual
stimuli,  i.e.  physical  sensations  produced  by  visuals  and  sounds  in  the  rituals  “Gammaduwa”  and  “Sanni  Yakuma”.  In  most  
instances, the interplay between spectacle and sound creates the physical/visceral experience in question. For example,
in the ritual, a tactile/physical experience is generated by the coming together of vigorous drumming and energetic dance.
Mirror neurons in the human nervous system are also responsible in producing this tactility. I believe that this physical
experience is instrumental in engaging the experiencer with the ritual in an immersive manner. In this paper, I will examine
the tactile engagement of the experiencer at the Sinhalese ritual and its aesthetic significance using an inter-disciplinary
approach through neuroscience and the performing arts.
Key words – Sinhalese ritual, physical experience, synesthesia, cross-modal perception, mirror neuron
Indika Ferdinando is a PhD Candidate at the Centre for Theatre and Performance, Faculty of Arts, Monash University,
Australia and an award-winning theatre practitioner in Sri Lanka. After obtaining his B.A. with First Class (Honours) and an
M.Phil. in Drama and Theatre from the University of Kelaniya, he joined the University of the Visual and Performing Arts,
Colombo, where he now works as a senior lecturer. Currently, he is conducting his PhD research at Monash University,
Australia.
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Evolve or perish: tour guides and visitors in the museum ecosystem
Is the museum tour guide on the brink of extinction? Is it still possible to save this specialised performer or, like a long
dead dinosaur, does this figure belong to the past? The museum ecosystem is facing many changes today, and the
equilibrium that was reached in the past is now in crisis. One of the reasons for this crisis can be found in the ways that
visitors are evolving into a new ecological role. Traditionally, visitors were the broad base that supported the food chain
pyramid of the museum ecosystem. But today visitors no longer accept being the passive herd that provides the resources
for the prosperity of the tour guide shepherd. Visitors want to have an active role, and unless the tour guide is able to meet
this demand, visitors will migrate to a different environment, triggering the collapse of the museum ecosystem and the
disappearance of the tour guide.
This  presentation  suggests  how  tour  guides  could  evolve  to  match  the  visitors’  evolution,  proposing  that  what  is  needed  
for the survival of the tour guide is a shift in the ecological relation between tour guides and visitors: from food chain
pyramid to symbiosis.  This  change  will  improve  the  visitors’  position,  as  in  a  symbiotic  relation  both  parties  gain,  and  
visitors will no longer be mere ecological resources, but active players in the museum ecosystem. At the same time, the
tour  guides’  situation  will  improve, because a symbiotic relation is based on interdependency, and thus visitors will need
tour guides for their experience inside the museum environment.
Nevertheless, the possibility of this ecological change should not be taken for granted, as many obstacles could prevent
this change: from resistances inside the museum ecosystem, to the inability of tour guides to achieve the change, to the
rise of new forms of entertainment. The future of tour guides is everything but safe.
Michele Fontana is a PhD candidate at the Victoria University of Wellington (New Zealand), who researches across the
fields of Performance, Museum and Science Communication. His PhD has a creative component: a travelling science
museum with guided tour, which has been presented to a different range of audiences (from museum-goers, to elderly
people, to people with different abilities). He studied Environmental Science (laurea, UNIMIB, Italy) and Science
Communication (MSc, Imperial College, U.K.), while working in theatre and visual art. His research is focused on the
relation between audience and performer, and on the relation between communication and entertainment.
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Rapa Nui Theatre, Balancing Two Worlds
In this paper I want to reflect on the bicultural quality that Rapa Nui (Easter Island) theatre possesses. Today Rapa Nui,
the territory, is shared mainly between Rapa Nui and Chilean people, and with a small number of French, English, and
German people. Rapa Nui performances, therefore, are viewed not only by Rapa Nui people; performers and audience
are of mixed heritage. There have been many instances and circumstances where theatre acted as a connector balancing
the  outside  world  and  the  Rapa  Nui  people.  Examples  of  this  balance  can  be  found  in  the  Miro  O’one  performance  in  the  
1940's,   later   the   work   of   Mata   Tu’u   Hotu   Iti   theatre   troupe   in   1974,   and   finally   the   a’amu   tuai   (telling   old   stories)  
competition during the summer festival Tapati Rapa Nui.
Concepts such as syncretic, hybrid, bicultural, and cross-cultural theatre as proposed by Balme (1996b), Kouka (2007),
Greenwood (2002) and Lo and Gilbert (2002), can be applied to Rapa Nui theatre as a method of understanding the
interaction between Rapa Nui and Chile. One of the main characteristics of these types of theatre is that it is a
combination of at least two different, cultural resources, such as storytelling and aesthetics, presented to an audience of
mixed   heritage.  As   Lo   and   Gilbert   point   out,   this   inevitably   involves   “a   process   of   encounter   and   negotiation   between  
different  cultural  sensitivities”  (Lo  &  Gilbert,  2002,  p.  31).
One quality of intercultural theatre is that of integration, which is   “based   on   the   assumption   that   people   from   different  
cultures can not only work together successfully but can harmonize different aesthetic, social, and belief systems, creating
fusions   or   hybrids   that   are   whole   and   unified”   (Schechner,   2013,   p.   251).   In this sense bicultural, intercultural, hybrid,
syncretic or cross cultural Rapa Nui theatre could be viewed as a point of contact, a space for sharing and creating, not
focussing on the negative aspect of colonization, but on the advantages of living with two  cultures  (O’Donnell,  2011).  
Moira Fortin Cornejo is an actress of Chilean heritage, who has lived in Rapa Nui (Easter Island) for the last twelve
years. During those years she has explored education, dance and storytelling as well as producing, directing and
performing in a variety of theatre pieces between 2008 and 2012. In recent years, she has been dedicated to the preproduction of an animated television series that combines the contemporary everyday life of Rapa Nui with their ancient
legends and stories. Her doctoral research at VUW investigates the relationship between traditional and contemporary
theatre in Rapa Nui.
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The Importance of Recycling: building an Australian repertoire
In Australia, we rarely recycle our plays: we usually dispose of a play after its first production. A play often only has one
director and if it is poorly served it dies with no attempt at resuscitation. Australian audiences, then, are –shamefully –
often more aware of European or American traditions than their own: as Julian Meyrick points out, Shakespeare is in fact
the most produced playwright in Australia.
In Australia we lack our own classical repertoire. Where are the plays and playwrights who wrote in the 1920s, through to
the 1950s? A roll call of these lost playwrights might include Betty Roland, George Landon Dam, Mona Brand, Oriel Gray,
Katherine Susannah Pritchard, names that have been heard but not seen. Then there are the playwrights that have been
discarded from the 1960s to the 1990s: Beatrix Christian, Alma De Groen, Michael Gurr, John Harding.
Perhaps we need to adopt the well known sustainability slogan: reduce, reuse, recycle.
Reduce the number of plays to a repertoire of strong Australian works that reflect our stories and encompasses a range of
forms and genres.
Reuse the themes of these plays. Some of the plays are genre, single issue plays that have become unworkable but they
are ripe for adaptation.
Recycle the plays of our past. Nurture them. Use them as reference points rather than discarding them.
In this paper I will use the work of Mona Brand and Oriel Gray as case studies. I will analyse their work dramaturgically,
look at productions of their plays, both here and overseas and assert their need to be reused or recycled. Through
archival  research  and  by  examining  the  programming  of  Australia’s  main  stage  theatre  companies,  I  argue  why  some  
plays are lost and whether they should be found and how they can serve to build a sustainable Australian repertoire.
Katrina Forster has a Bachelor of Dramatic Art from NIDA and is also a graduate of the NIDA Playwrights Studio. She
has worked as an actor for many years in theatre, film and television and then later as a storyliner, script editor and
regular writer for television. In 2006 she was nominated for an AWGIE award in the serial drama category. Katrina has
also worked as the literary manager at Belvoir St Theatre and continues to work as a script assessor and reader for
PlayWriting Australia. Katrina currently teaches Writing for Performance at UTS. She is in the early stages of her doctorate
at Sydney University in the Performance Studies department.
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Restoring Cultural balance in Spatial Design
In the globalised, colonised world that we presently live in – and have lived in for the past 500 years – the dominion of the
Euro-American scientific, capitalist paradigm has controlled how we conceive of our selves and our relationship to the
external world - the defining act for human beings, individually and collectively, determining how we exist in the world.
-Miki Seifert, He rawe tona kakahu/She wore a becoming dress
This paper will be a discussion of my doctoral research, which is expanding the application of a decolonising
epistemological pluralism developed by Dr Miki Seifert at Victoria University of Wellington.
This methodology is being applied to a project investigating the intersection of indigenous knowledge and western design
theory. The proposed research will investigate how such a methodology can be used in arts and design as a way of
restoring cultural balance to the practices of installation, theatrical and performance spatial design.
The vehicle for this research is a yearlong collaboration between Maori artist, Hemi Macgregor, and me, a Chicano artist,
working with our own respective indigenous knowledge in conjunction with design theory. Through this collaborative
process, an inter-active space will be created using the principles of a decolonising epistemological pluralism as its
foundation. This undertaking will use a plurality of knowledges to design, construct, and/or alter spatial localities to suit the
needs of the proposed outcome developed through the collaborative process.
I will be reporting on our progress as well as my first impressions on the use of this methodology in a real world context.
William Franco,  born  in  San  Diego,  CA,  is  currently  a  PhD  student  in  Te  Kawa  a  Maui/School  of  Māori  Studies  at  Victoria  
University. He was a 2007 Fulbright Fellow to Aotearoa New Zealand, has a Master of Fine Arts from Massey University,
and Bachelor of Fine Arts, Film & Video, from the California Institute for the Arts. With Miki Seifert, he is co-founder and
artistic director of With Lime, an international, interdisciplinary arts company that explores the interface between cultures,
conducts research to develop performative methodologies and practices, and offers training in the use of creative
practices for personal and societal transformation.
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Happy Birthday, SUDS! Sustaining performance: 125 years of student drama
at the University of Sydney.
2014 marks the 125th anniversary of the formation of the Sydney University Dramatic Society (SUDS) – the oldest theatre
company in Australia, and one of the oldest student theatre groups in the world. In ecology, sustainability is how biological
systems endure and remain diverse and productive, and SUDS has held up (Latin, sustinere: tenere, to hold; sus, up) and
held on through 40-odd  generations  of  student  participants.  In  1889  SUDS’  composition,  aims  and  aspirations  naturally  
differed from those of today, just as the university itself would be almost unrecognisable to its early undergraduates: at just
over 50,000, the student body of the university today is literally 100 times larger than it was in the late 1880s and its
diversity in terms of gender, social class and cultural background is a long way from the 24 young men with names like
Kinloch, Wentworth and Windeyer who first entered the university in 1852. In this paper I will sketch a brief history of
SUDS,  and  describe  how  SUDS’  enduring  existence  is  arguably  due  to  two  apparently  paradoxical  and  yet  
complementary characteristics: SUDS is a kind of living organism that completely and constantly renews itself every three
years or so (the lifespan of an undergraduate); and it has simultaneously gained, through its longevity and the collective
cultural/artistic contributions it has made, an enduring institutional and cultural force of its own. It has been claimed that an
activity said to be sustainable should be able to continue forever – or at least indefinitely into the future: SUDS is a
fascinating case-study of how that – perhaps contrary to popular wisdom – might also be true in the theatre.
Laura Ginters is Senior Lecturer in the Department of Performance Studies at the University of Sydney. She has written
on Australian playwrights and directors, historical and contemporary rehearsal, and production histories. Her translations
of German plays have been published, adapted and produced.
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Rocking the Boat: The interventions of the dramaturge.
The ecology of performance development has to be finely balanced for all interacting contributions to create a collective
vision. Like a boat at sea the collaborative process must keep moving, stay afloat and navigate a shared destination. My
paper examines the interventions of the dramaturge to analyse why moments of deliberate destabilisation are important in
the   development   journey.   Drawing   upon   Gilles   Deleuze’s   ideas   of   ‘mediation’   and   ‘dramatization’   together   with   Pierre  
Bourdieu’s    concepts  of  ‘habitus’  and  ‘doxa’  I  assess  how  five  actions  of  transition  can  de-centre established thinking and
scan the periphery for new ideas. Using a case study from New Zealand I investigate the development of SEA by Red
Leap Theatre Company. This physical theatre production  responds  to  ecological  crisis  and  the  plight  of  the  world’s  oceans  
where around ninety per cent of large fish have disappeared in the last hundred years. In their devised performance Red
Leap have attempted to create work which shows the importance of ecological balance. My practice-led research
analyses how a dramaturge can support the collaborative vision but also extend the assemblage process. My argument is
that  the  task  the  dramaturge  is  to  ‘unsettle’  and  this  is  a  key  ethical-political imperative to adopt when creating new work.
Fiona Graham worked for twenty years in British theatre before moving to Auckland in 2004. She is a freelance
dramaturge and performance writer that has taught at Auckland University and Goldsmiths College, London University
where she completed a PhD examining the methodologies of the dramaturge in performance development. Her theatre
commissions include Passage (The Herald Theatre 2010), Breaking China (which toured Britain with Theatre Centre in
2002 and played Singapore’s  International  Festival  in  2004)  and  Legacy (which  was  written  for  Auckland’s  Massive  
Theatre Company in 1998). Most recently she has worked as dramaturge with Otago University and Talking House
Theatre Company on Be/Longing and Hush (verbatim theatre productions performed in Auckland and Dunedin) and with
Carol Brown on 1000 Lovers and Out the Window – bone breath feather (site specific multimedia ambulatory
performances). She has also been employed by Red Leap Theatre Company to develop Paper Sky and their new work
SEA.
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Training Theatre Directors: Moulding or Unwrapping?
While theatre directors have increasing status in the theatre industry, there is limited agreement on how they should be
trained. This paper presents the findings of a study which combined an online survey together with face-to-face interviews
with 10 high-profile Australian theatre directors: including Wesley Enoch, Marion Potts and Simon Stone. Participants
were asked to reflect on their training and identify formative experiences, key influences and opportunities as factors in
successful practice, expanding on existing investigation (Ginters 2013). The study found that fewer than half of all
Australian professional directors have completed a director-training course.
The paper asserts that theatre directors are particularly influenced by professional mentors (36%) and work seen as an
audience member (33%) in developing their practice, and significantly less by teachers in formal training (10%). This
supports  the  notion,  in  Simon  Shepherd’s  Direction (2012),  of  ‘lines  of  influence’  effecting  the  development  of  directors’  
practices. The paper will also discuss the importance of self-directed and peer learning such as student and fringe theatre,
which  nearly  60%  of  professional  directors  identified  as  part  of  their  ‘training’.  
A key point in this paper will be the finding that tertiary training in a directing course appears to play a role in countering
the distortions of power and influence in the industry that disadvantage female directors. This paper argues that the low
rates of formal director training in the profession may contribute to these distortions, by permitting outdated notions of
cultural  and  directorial  ‘authority’  to  remain  unchallenged.    So,  while  finding  that  directors  mostly  discover  their  practice
through  a  process  of  ‘unwrapping’  their  pre-existing creative potential, this paper proposes that this unwrapping should
include acquiring a set of competencies achieved through coursework as well as industry experience.
Tom Gutteridge is the Artistic Director of Union House Theatre at the University of Melbourne and former Artistic Director
of Black Swan Theatre Company in Perth. He is a performance and multi-media creator, with credits including mainstage
theatre and opera direction, dramaturgy, acting, sound design and composition. Recent work has focussed on cross–
cultural projects and creating cultural capital within the diverse environment of the University. Other directing: Yes, Prime
Minister (Australia and NZ), Melbourne and Queensland Theatre Companies; Australian, Queensland and West Australian
Opera Companies. He is completing a Masters degree at Latrobe University on the training of theatre directors.
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Social Media, Audiences, and Audience Co-Creativity in Contemporary Performance: Restoring
Balance?
Producers, technicians, performers, audiences and critics are all critical components of the performing arts ecology –
critical components of an ecosystem that have to come together into some sort of productive relationship if the performing
arts are to be vital, viable and successful. Different performance practices developed in different times, spaces and places
do, of course, connect these players in different ways as part of their attempt to achieve their own definition of success, be
it based on entertainment, educational, expression, empowerment, or something else. In some contemporary
performance practices, social media platforms, applications and processes are seen to have significant potential to restore
balance to the relationship between performer and audience, providing audiences with more power to participate in a
performance  event.  In  this  paper,  I  investigate  prevailing  assumptions  about  social  media’s  power  to  democratise  
performance practice, or, at least, develop more co-creative performance practices in which producers, performers and
audiences participate actively before, during and after the event. I focus, in particular, on the use of social media as a
means of developing a participatory aesthetic in which an audience member is asked to contribute to the cast of
characters, plot or progression of a performance. Although diverse – from performances streamed online, to performances
that offer transmedia components the audience can use to learn more about character, context and plot online, to
performances that incorporate online voting, liking or linking, to performances that unfold fully online on websites, blogs,
microblogs or other social media platforms – what a lot of uses of social media in contemporary performance today share
is a desire to encourage audiences to reflect on their role in making, and making meaning, of the event. In this paper I
interrogate if, and if so how, this democratises or develops deeper levels of co-creativity in the relationship between
producers, performers and audiences.
Bree Hadley is Senior Lecturer in Performance Studies at Queensland University of Technology, Brisbane, Australia.
Hadley’s  research  on  disability,  performance  and  spectatorship  has  appeared  in  her  book Disability, Public Space
Performance and Spectatorship: Unconscious Performers (Palgrave Macmillan 2014), as well as in journals such as
Performance Research, About Performance, Australasian Drama Studies, Brolga: An Australian Journal About Dance, MC
Media and Culture Journal, Liminalities: A Journal of Performance Studies, Scope: An Online Journal of Film and
Television and others. Hadley is a nationally recognised commentator on all forms of drama, theatre and performance in
her role as a critic for outlets such as The Australian, ArtsHub and Australian Stage Online, and is also currently president
of the Australasian Association for Theatre, Drama and Performance Studies (ADSA), director of Performance Studies
international (PSi), and convenor of PSi #21 Fluid States world-wide conference across 15+ countries in 2015.
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Bree Hadley & Sharon Mazer
Roundtable proposal for ADSA 2014

Sustaining Theatre and Performance Programmes in Australasia
Recent years have seen an escalation of academic restructuring exercises, not infrequently aimed at theatre and
performance programmes – most of which, being relatively small and uneasily interdisciplinary, are perceived to be
peripheral  to  the  ‘core  business’  of  increasingly  corporatised  universities  in  Australasia as elsewhere in the world.
Programmes not actually slated for closure – as at the University of Canterbury, for example – or in the process of being
radically redefined – as at Monash, for example – have faced existential threats, and the feeling of being at risk,
individually  and  collectively,  is  nonetheless  widespread.  As  such,  many  of  us  can  no  longer  speak  of  ‘precarity’  or  ‘liquid  
modernity’  from  the  safety  of  the  academic  sidelines.  This  roundtable  invites  discussion  on  the  current  rather  parlous state
of theatre and performance programmes in Australasia in hopes of creating common ground in the struggle against the
ideologically driven forces of continuous change.
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Hilary Halba, University of Otago
hilary.halba@otago.ac.nz

Sustainable Stanislavsky: The System and Te Ao Māori
This  paper  explores  ways  in  which  aspects  of  Stanislavsky's  System  have  blended  with  Māori  customary  practices,  
lifeworld  idioms  and  performativities.  The  dynamics  of  this  interaction  are  mobilised  through  the  Māori  concepts of
whanaungatanga (the creation of relationships), manaakitanga (allowing receptiveness) and tikanga (customary practices)
– all of which are mechanisms for connection. These concepts find congruency in the Stanislavskian notions of
adaptation, communion/connection, actions and tasks, and in an active analysis of character, text and action. Moreover
the ontologically significant changes that occur to an individual through the processes of whanaungatanga and
manaakitanga correspond to Stanislavsky's ideal of experiencing the role. In this way the System is reconsidered and
rebalanced  through  its  encounter  with  te  ao  Māori.
This paper will be presented by Skype as a sustainable medium.
Hilary Halba is Senior Lecturer and Head of Theatre Studies at the University of Otago in Aotearoa/New Zealand. She
has had a long association with Bicultural theatre in the southern South Island, and has directed and researched this form
of  theatre  in  partnership  with  Māori  for  over  15  years.  Hilary  is  also  a  director  and  award-winning actor, having studied
acting and the teaching of acting at the prestigious Neighborhood Playhouse in New York City. She has published in the
area of acting theory and, more recently, she has embarked on verbatim theatre projects with her colleague Stuart Young.
With a team of theatre-makers and researchers, Halba and Young created the verbatim theatre pieces Hush and Be |
Longing which have toured throughout Aotearoa/New Zealand. Hilary combines her interest in acting theory and New
Zealand theatre in her latest research project,  entitled  “Stanislavsky  in  Aotearoa”.
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Dorita Hannah, Performance Designer
www.doritahannah.com
Chaired by Fiona Graham, Dramaturge
f.graham@auckland.ac.nz
Also contributing: Carol Brown, University of Auckland
carol.brown@auckland.ac.nz

Mapping the Liquid Ground of Collaboration
Philosopher  Luce  Irigaray  uses  the  term  ‘liquid  ground’  in  her  critique  of  the  perceived  loss  of  a  sense  of  ‘enrootedness’    in  
the West:
In me everything is already flowing and you flow along too if you only stop minding such unaccustomed motion,
and  its  song.  […]  So  remember  the  liquid  ground.   (Luce Irigaray)
Since 2003, designer Dorita Hannah and choreographer Carol Brown have collaborated on practice-led research through
a series of dance-architecture events that explore what happens when the slow time of the built environment intersects
with the varying temporalities of historical, aesthetic and daily events. Working with composer Russell Scoones and
dramaturge  Fiona  Graham,  they  create  dynamic  exchanges  between  bodies  and  places  in  order  to  “make  space  speak”  
and  thereby  shift  spectators’  expectations  about  how  and  where they might come to experience a performance. The
emphasis  is  on  an  encounter  between  the  material  realities  of  the  lived  world  and  ‘other’  worlds,  which  are  invoked  to  both  
access and destabilize the familiar.
The collaborations are concerned with a spatial  poetics  that  acknowledge  unstable  ground  and  ‘liquid  thinking’.  As  
interdisciplinary performances that attend to sensate environments, the work is a form of creative re-membering: a putting
back together of things brought from elsewhere with the multiple layers and specificities of each place. Through this
ongoing research project in-motion we work simultaneously with the material resonances of the physical site and the
virtual  or  absent  exclusions  of  the  site;;  incorporating  and  juxtaposing  the  ‘outside’  as  a  virtual  condition  of  the  inside.  
Dorita Hannah will present a body of collaborative work followed by a discussion chaired by Fiona Graham.
Dorita Hannah is an architect whose creative work, teaching and research focus on the intersection between space and
performance. Based at Aalto University in Helsinki, she publishes on practices that negotiate art, architecture and theatre,
with her designs incorporating scenographic, interior, exhibition and installation design, as well as theatre architecture.
Focusing  on  ‘event-space’  her  work  investigates  how  the  built  environment  housing  an  event  is  itself  an  event  and  an  
integral driver of experience. An active contributor to the Prague Quadrennial (PQ) and World Stage Design (WSD), she is
currently Theory Curator for PQ 2015 and completing a book titled Event-Space: Theatre Architecture & the Historical
Avant-Garde (Routledge Press).
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Fiona Graham is a freelance dramaturge and performance writer. She worked for twenty years in British theatre before
moving to Auckland in 2004. She recently completed a PhD on dramaturgy through the University of Auckland. She has
taught at Auckland University, Goldsmiths College London University and De Montfort University. Theatre Commissions
include  Crivelli’s  Garden  (Theatre Centre British Tour 2006; Coimbra Festival production 2001), Breaking China (Theatre
Centre British tour 2002; Singapore Festival 2003) and Legacy (Massive Theatre, Auckland 1998). Most recently she has
worked with Talking House Theatre Company on Be/Longing and Hush (verbatim theatre), with MAP on 1000 Lovers and
with Red Leap Theatre Company on Paper Sky and SEA (physical theatre).
Carol Brown is a choreographer, performer and Associate Professor in Dance Studies at the University of Auckland.
Renowned for her trans-disciplinary  collaborations,  Carol’s  work  evolves  through  dialogue  and  experimentation  with  other  
artists in particular from the fields of architecture, music, visual arts and design. After completing a PhD in practice-led
research at the University of Surrey, Carol went on to become Choreographer in Residence at the Place Theatre London.
Carol’s  choreography  has  toured  internationally  and  been  presented  at  major  festivals.  Her  writings  on  dance,  space,  
technology and sexuality are published widely. Her teaching and supervision is focused on contemporary choreography,
site-responsive dance and critical spatial practices. www.carolbrowndances.com
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Rand Hazou, Massey University of Auckland
r.t.hazou@massey.ac.nz

‘E (LAB) orating Performance’
E(Lab)orating Performance is a transnational collaborative teaching and learning project involving Massey University
(New Zealand), University of Cape Town (South Africa), University of the Witwatersrand (South Africa), and UWC
Mahindra College (India). The pilot project is funded by the Brown University International Advanced Research Institute
(BIARI) on 'Theatre and Civil Society’.  The  project  seeks  to  facilitate  creative  engagements  by  students  enrolled  at  
participating institutions and to foster conversations around performance praxis and collaborative pedagogies. By using
online platforms to explore transnational teaching and learning spaces, this LAB focuses on the idea of restoring balance
by  highlighting  performances  from/  of/  by/  with  ‘excluded’  communities  and  ‘marginalized’  knowledges.
In June 2014, E(Lab)orating Performance will have completed its first year of work. As part of this project, students from
Massey  University  and  UWC  Mahindra  college  will  have  collaborated  on  a  short  creative  exercise  entitled  ‘Performing  the  
Self(ie)’  in  which  Massey  students  in  New  Zealand  will  be  required  to  write  a  short  monologue  based on pictures or
‘selfies’  that  students  at  UWC  Mahindra  College  provide.  The  task  encourages  students  to  respond  creatively  to  ideas  
around the transnational performance of racial and engendered identity. The monologues created by Massey students will
be ‘fed-back’  to  UWC  students  in  India  who  will  respond  with  short  performances  based  on  the  texts.  This  paper  will  
discuss our creative initiatives and collaborative teaching endeavours between February and May 2014. This presentation
will provide an overview of the project, reflect on its various components, and consider its approach and effectiveness in
attempting to restore balance.
Rand Hazou is a Lecturer in Theatre at Massey University (Auckland). His most recent research explores the production
of Handala by Palestinian theatre company Al-Rowwad in the Aida refugee camp, which is published in Refugee
Performance: Practical Encounters (University of Chicago Press, 2013).
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Nicola Hyland, Victoria University of Wellington
nicola.hyland@vuw.ac.nz

Beyoncé does the Haka – Restoring Māori performance Ecologies
From Beyoncé to the All Blacks, haka continues  to  occupy  a  critical  place  in/as  the  performance  of  contemporary  Māori  
culture. Despite the inculcation of the form as a metonymic and peculiarly commercialised war dance, haka traverses
boundless functions - defining  a  people’s  history,  as  an  expression  of  symbiotic  masculine  and  female  strength,  a  form  of  
sport and prelude to a sporting encounter, as a demonstration of respect and a wooing or seduction mechanism, as
catharsis, and expressing resistance against oppression. Citing examples of various recent haka encounters, this paper
explores the vital power of the performer-spectator relationship in making haka meaningful. Through the psychic
interchange of ihi, wehi and wana, haka can function as a kind of soliloquy or fissure, connecting the spiritual and the
physical, the past and present, the living and passed. This paper draws on the values and praxes of haka from Te Ao
Māori  to  develop  a  “new”  performance  ecology  for reading/understanding contemporary Maori performance.

Nicola Hyland is a lecturer in the Theatre Programme at Victoria University of Wellington New Zealand. Her research
focuses on contemporary Māori performance, on hybrid and devised theatre, counter-canonical discourses, Black
masculinity, and cross-cultural performance in the Post-colony. She is a founding coordinator of Performance Studies
Melbourne and has worked as a writer, critic, editor, and collaborative practitioner in both New Zealand and Australia.
Nicola has ancestral ties with the Te Atihaunui-a-Paparangi and Ngati Hauiti iwi of New Zealand.

62

Chris Jannides
chris.jannides@toiwhakaari.ac.nz

The bodymAPP: a spatio-kinetic tool for actors that offers new possibilities for biocentric and
environmental performance-making.
This presentation introduces a movement improvisation tool, called the bodymAPP (a movement app for the body), that I
devised in my recent practice-based PhD research. The  tool’s  kinetic  components,  all  of  which  have  been  derived  from  an  
analysis  of  pedestrian  movement,  are  positioned  in,  on  and  around  the  practitioner’s  body.  The  actor,  by  wearing  or  
embodying the improvisation tool, uses it as a spatio-kinetic  ‘keyboard’  (to  use  a  musical  analogy),  and  can  run  through  its  
various  movement  principles  as  a  scale,  or  mix  them  in  various  combinations  to  make  kinetic  ‘chords’.  This  newly  devised  
system provides ready access to a comprehensive movement palette that informs both the moving body as well as the
areas of character development and vocal nuance and subtext. I am using this talk as an opportunity to share a number of
questions and reflections regarding the bodymAPP’s potential contribution to new biocentric performance frameworks and
ecologies. To date this has remained unexamined. Premised on the coextensitivity of bodies and environments, this
movement  improvisation  tool  for  actors  and  dancers  draws  on  the  work  of  Gins  and  Arakawa’s  ‘architectural body’,  Drew  
Leder’s  ‘phenomenological  anatomy’,  as  well  as  the  body-centred philosophy of Michel Serres. The socio-kinetic
interaction of bodies, movement, environment and space are foundational here to understanding
the bodymAPP’s construction and application. The questions that are examined in this presentation look at its potentiality
as a tool or platform for performance modes that have an environmental focus as their aim. Essentially, the central query
asks: may an enhanced spatio-kinetic sensibility stimulate a more ecologically aware appreciation and occupancy of our
world?
Chris Jannides (PhD) is the movement tutor at Toi Whakaari: the NZ Drama School. Founder of the pioneering NZ dance
company, Limbs, Chris went on to create a second company in Australia, Darc Swan, whose focus was primarily dance-ineducation. He then became Head of Dance at Unitec in Auckland before relocating to the UK to complete a practicebased PhD. Now back in NZ and based at Toi Whakaari, Chris is rewriting its movement curriculum as well as developing
his doctoral research into a pedagogical tool for the training of both actors and dancers.
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Natalie Lazaroo, Griffith University of Brisbane
natalie.lazaroo@griffithuni.edu.au

Restor(y)ing Bodies: Reflections on “Stronghold,” a community performance project involving people
with disabilities
The  “disabled”  body  is  often  seen  an  Other,  a  deviant  body  which  we  fear  and  onto  which  we  cast  rejected  aspects of
ourselves. But when this body is put on stage and made visible, Petra Kuppers (2001:1) asserts that disability
performance  has  the  potential  to  “usurp  the  stage  with  their  own  stagings  of  bodies,  identities  and  visions  of  culture.”  In  
doing so, disabled performers can recapture and restory their bodies, thus shifting the (im)balance between hegemonic
and counternarratives, representation and a lack thereof.
In  this  paper,  I  draw  on  critical  moments  from  “Stronghold,”  a  community/participatory  performance project involving
people with physical and intellectual disabilities. By reflecting on these moments, I examine the extent to which the project
attempted (explicitly or not) to restore/restory the disabled body and the disabled experience. Further, I raise questions
about the paradigm of participatory work, and how it can lead to tensions within the frame of disability performance. Can
these two fields of community theatre and (political) disability performance find a coherent meeting place in discourse
(Conroy 2009)? Is there a further imbalance of the issues of power, ownership and representation in a space that consists
of disabled participants and non-disabled facilitators? While I do not provide conclusive solutions, I hope to illuminate the
complexities and ethical issues surrounding such work.
Natalie Lazaroo is a PhD candidate in the Applied Theatre department at Griffith University (Brisbane). Her research
project is an ethnographic study of the current community outreach projects of Vulcana Women's Circus, where she also
trains in circus arts. Natalie's research interests include applied and community theatre, feminist theatre, physical theatre,
and social circus. She is currently one of two postgraduate representatives of the Australasian Association for Theatre,
Drama, and Performance Studies (ADSA). Natalie also has a background in Education, having worked as a high school
teaching and youth theatre director.
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Lori Leigh, Victoria University of Wellington
lori.leigh@vuw.ac.nz

Sustainable Dreams: Urban Dream Brokerage and Shakespeare’s A  Midsummer  Night’s  Dream
Concepts of reciprocity and interconnectedness so evoked in ecocritical readings extend from the natural world to the
urban spaces we dwell in. Urban Dream Brokerage is an organisation located in Wellington, New Zealand whose purpose
is to revitalize urban areas through the temporary use of vacant space by innovative public art projects. Following models
such as the 2008-established Renew Newcastle (now expanded to Renew Australia), Urban Dream is one of many vacant
space brokerages occurring all over the world as part of a global drive to bring art and colour back into cities. This paper
explores the sustainable initiative of Urban  Dream  Brokerage  which  located  a  Fringe  Festival  production  of  Shakespeare’s  
A  Midsummer  Night’s  Dream in an abandoned retail space in the central business district. How are the enterprises of
vacant space brokerages provoking an interchange between performance and the city, offering sustainable practices for
both? What are the ramifications of locating (and re-contextualizing)  a  performance  of  a  canonical  text  in  an  “empty  
space”  (if  any  space  is  ever  “empty”)?  What  fresh  or  “sustainable”  reading(s)  of  Shakespeare’s  classic  play  emerge  from  
such a space?
Lori Leigh is a lecturer in the Theatre Programme at Victoria University of Wellington. She is a theatre practitioner and
scholar whose research interests include Shakespeare, adaptation, women in drama, directing, and playwriting. She has
published chapters and articles in The Quest for Cardenio (Oxford: 2012), The Creation and Re-Creation of
Cardenio (Palgrave Macmillan: 2013), and Shakespeare (Routledge: 2011). Her book Shakespeare and the Embodied
Heroine: Staging Female Characters in the Late Plays and Early Adaptations will be available later in 2014 (PalgraveMacmillan). Lori has directed and written plays for BATS Theatre, the International Institute of Modern Letters (VUW),
Wellington Summer Shakespeare, the New Zealand Fringe Festival, and Shakespeare Globe Centre New Zealand. She is
currently Artistic Director of PlayShop Performance Company.
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Suzanne Little, University of Otago
Suzanne.little@otago.ac.nz

Restoring Balance – Including Theatre Among Art Forms That Can ‘Think’ Politically
Recently political theorists have turned to aesthetics and, in particular, certain art forms in a bid to rethink world politics.
This well-documented aesthetic turn has proved highly influential - giving rise to new insights and new methodological
approaches in a field previously dominated by explanatory, empiricist social science practices. Overall, this marks a
positive shift in research ecology by identifying an important interrelationship between aesthetics and the social sciences.
The focus in the turn is not so much on the study of overtly politicised art, rather it is on how aesthetic practices can
produce new forms of thinking that disrupt dominant  constructions  of  what  is   ‘sayable  and  visible’   in  society  (Rancière  
2013).  Thus,  Michael  Shapiro  argues  that  certain  art  works  can  ‘think’  politically  and  can  engender  critical  thinking  in  the  
viewer that challenges existing hierarchies and assumptions. Shapiro and other leading political theorists however, focus
almost entirely on the visual arts, music, literature and cinema. Perhaps this is due to an outdated view that theatre is
purely  ‘mimetic’  — the same label that Roland Bleiker applies to traditional  empiricist  or  ‘realist’  approaches  to  political  
theory.  To  address  this  imbalance  and  misperception,  I  make  a  case  for  theatre  and  performance  as  forms  that  can  ‘think’  
politically,   utilising   a   performance   of   Clare   Bayley’s   refugee   play,   The Container, as an example. Furthermore, I argue
there is a strong ecology of exchange between theatre and politics. Political protests that have a particularly dynamic or
enduring quality may be better understood as performances that gain their increased political effect through the
employment of artistic practices. I look at the protests surrounding the 2008 Beijing Olympics torch relay and those of the
Mothers of the Disappeared in Argentina as examples. Here, the use of artistic practices allows the protests to exceed the
confines of their stated message, producing resonant political effect.
Suzanne Little is senior lecturer in Theatre Studies at the University of Otago where she also coordinates the specialist
Bachelor of Performing Arts Degree. Suzanne is an interdisciplinary researcher and has published work on Abu Ghraib,
political dance, trauma, Practice as Research (PaR), reflective learning and documentary and verbatim theatre. Suzanne
has forthcoming publications on the performativity of trauma cultures, the  ‘audience  turn’  in  performance  ethics  and,  the  
performance and performativity of political protest.
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Alys Longley, University of Auckland
a.longley@auckland.ac.nz

Creating the ‘best kind of disruption’ in public spaces;; Performance and the fluid city project
fluid city is a project led by University of Auckland researchers that focuses on multidimensional aspects of urban water
sustainability. Its aim is to develop transdisciplinary methodologies for connecting important research in sustainability to
specific urban communities. Central to the project is interactivity between artists, academics, community members and
young people through processes of listening, sharing, imagining, dialoguing and participating. fluid city
(www.fluidcity.auckland.ac.nz) emerged from a diverse interdisciplinary research team that, in 2012, came together to create

a dynamic interactive installation and performance for the general public. This art-science-education project has since had
highly   successful   tours   to   Wynyard   Quarter   on  Auckland’s   waterfront   (for   UN   International   World   Water   Day)   and   the  
Whau Estuary (for a site-specific environmental art project aligned with Auckland Arts Festival). fluid city creates a space
where members of the public engage informatively with ideas and issues around water sustainability, and encourages
their sharing of knowledge. The performance event provides a focus for bringing together different understandings of
water in the city from a range of disciplinary, experiential and informal ways of knowing. This paper will discuss fluid city in
terms of small disruptions made to expectations of performance, expectations of art-science public engagement,
expectations of what research should look like, and expectations of what constitutes art, information and pedagogy. I will
discuss juicy contradictions emerging through our interdisciplinary collaboration, returning to the potential for art to create
the  ‘best  kind  of  disruption’  in  engaging  the  public  in  issues  of  environmental  sustainability.  
Alys Longley's research foci include practice-led research, performance writing, interdisciplinary projects, art and
ecology, ethnography, narrative research, somatic education methods and inclusive dance education. Her key area of
expertise is in the relationship between performance writing and practice-led research. In 2014 Alys is leading two key
research projects; Fluid City, an arts-science-education project on water sustainability in Auckland, and Radio Strainer, a
choreographic research project exploring interdisciplinary practices in generating and refining dance, using the discipline
of translation to explore the travel of meaning between forms. Her key teaching/ supervision areas are in dance writing,
research methodologies, practice-led research and applied research practice. Alys has recently published in the Journal of
Dance and Somatic Practices (U.K), Symbolic Interactionism (U.S), Qualitative Inquiry (US), Emotion, Space,
Society (UK) and Writings on Dance (Australia). Alys's book The Foreign Language of Motion will be published by
Winchester University Press (UK) in early 2014. In 2012 Alys was awarded a NICAI Early Career Teaching Excellence
Award.
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Diana Looser, University of Queensland
d.looser@uq.edu.au

Oceanic Imaginaries and Waterworlds: Navigating Region and Nation in
The Oceania Centre’s Vaka Trilogy
This paper focuses on three cross-cultural collaborations undertaken by the Oceania Centre for Arts, Culture and Pacific
Studies at the University of the South Pacific in Fiji: Vaka: The Birth of a Seer (2012), Drua: The Wave of Fire (2012), and
Moana: The Rising of the Sea (2013). The Vaka trilogy treats the construction, navigation, and inter-island journeys of
ancient seafaring vessels in the Pacific, as well as the regional threat to island communities posed by rising sea levels.
These  “music-dance-dramas”  attempt  to  forge  a  new  form of Oceanian performance from a fusion of indigenous Pacific
elements in conversation with various international concepts in ways that deliberately address the multicultural Pacific;
and they represent an interdisciplinary reciprocity between the performing arts and research in other fields, speaking to
how performance might intervene into, extend, and elaborate various regional debates about identity, history, mobility, and
environmental sustainability.
In particular, however, I argue that the Vaka trilogy emerges as a revelatory case study for examining the tensions
between nationalism and regionalism in the contemporary Pacific. In many ways, the trilogy highlights how Fiji as a nation
is trying to negotiate the disjunction between its role as a regional arts hub and a long-term site for pioneering Oceanian
art, and its troubled reputation as an exemplar for regional disunity due to its coup-ridden contemporary history and its
traumatic legacy of indigenous-led  racism.  I  suggest  that  the  trilogy’s  focus on a linked Oceania premised on transoceanic
voyaging and environmental fragility – and its reinforcement of Fiji as a vital crossroads, custodian and conscience in the
region – might be read implicitly as post-coup dramatic strategy that seeks to suture a fragmented nation, to recuperate
Fijian indigeneity in positive and empowering ways, and to foreground Fiji as an integral and integrated component of the
South Pacific community.
Diana Looser is a Lecturer in Drama at The University of Queensland, Australia. Her research interests include
postcolonial, transnational and intercultural theatre, with a particular focus on the Pacific Islands region. Her essays have
been published in several journals and edited collections and her monograph, Remaking Pacific Pasts: History, Memory,
and Identity in Contemporary Theater from Oceania,  is  forthcoming  from  the  University  of  Hawai‘i  Press.
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Jo Loth, University of the Sunshine Coast
jloth@usc.edu.au

Applied Theatre for social change: a community development project
This paper will discuss the first phase of a research project developed in collaboration with Dr Tina Lathouras, Lecturer in
social work and community development at The University of the Sunshine Coast. This research project seeks to: explore
the potential value of Applied Theatre for social change processes; and educate social change activists and community
development (CD) practitioners about specific forms of Applied Theatre. It is hoped that this education process will assist
activists and CD practitioners to make decisions about which forms may be appropriate for their social change work.
Finally, the research data will also inform future teaching approaches in the Drama and Community Development courses
taught at USC.
The first phase of this research project involved the facilitation of an Applied Theatre workshop with social change activists
and community workers at Nambour Community Centre on the Sunshine Coast in Queensland. The workshop gave a
‘taster’  of  the  forms  of  Process  Drama  and  Boal’s  Forum  Theatre  and  participants  responded  through  a  questionnaire  and  
post-workshop discussion. Feedback provided an overwhelming positive response to the power of Applied Theatre to shift
attitudes, develop communication, dialogue and agency. Responses also highlighted a number of ethical concerns to be
addressed when utilising Applied Theatre in community work. From this phase of the research project, two specific
community groups have been identified towards the establishment of ongoing Applied Theatre work within communities on
the Sunshine Coast

Jo Loth is the Discipline Leader of Drama at the University of the Sunshine Coast. She has taught at La Trobe University,
The Queensland University of Technology, Griffith University and The Aboriginal Centre for the Performing Arts. Jo has a
particular interest in physical theatre and has taught physical theatre workshops for Theatre Training Initiative, London,
The Queensland Shakespeare Ensemble, Brisbane and Zen Zen Zo Physical Theatre, Brisbane. Jo has completed a
Doctorate in Performance Studies focussed on the development of Mind Games, a solo performance based on verbatim
and  autoethnographic  material.  Jo’s  PhD  project  has  led  her  towards  a  research  interest in Applied Theatre.
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Jonathan Marshall, University of Otago
jonathan.marshall@otago.ac.nz

The Pathetic performance of Ecological Violence: The “Meat Fence” photo - project
(Spiers/Marshall)
Since late 2011, I have been collaborating with photographer Justin Spiers on an ecological photomedia study entitled
Meat Fence, framing  my  contribution  as  a  “dramaturge”—or in the words of Peter Eckersall, as one who keeps alive the
mistakes, mis-turns,  decisions  not  taken,  and  thus  reiterates  the  logic  of  the  piece.  Whilst  not  a  “performance”  project  in  
the  normal  sense,  the  work  is  “performed”  in  the  conceptual  links  suggested  by  the  nature  of  the  assembled  text,  images  
and references within the theatron of spectatorship. In the terms of Aby Warburg and Georges Didi-Huberman, it is
“pathetic”  in  the  sense  it  alludes  to,  and  activates,  corporeal  memories  of  failure  and  violence.  The  imagery  of  Meat Fence
consists of pig hides left by hunters from a farming community in South Island New Zealand along a fence, apparently as
public trophies which might be likened to the triumphal processions and monuments of Ancient Greek and Roman culture.
The iconography metaphoricises, both by its very nature, and by its siting (in the last town in New Zealand to have a
significant gold mining industry), issues of: human/animal relations, our attitudes towards the land and resource extraction,
and the place of landscape and land use within the national imaginary. In this paper, I will sketch the Meat Fence project
with particular reference to its iconological nature—the way it performs imagistic reference and links—the haptic/embodied
qualities which link it to performance art, and the nature of the trophy hide as a record of performance: namely of the hunt.
Jonathan W. Marshall is an interdisciplinary scholar with a background in history. He teaches theatre and performance at
the  University  of  Otago,  New  Zealand.  Marshall  has  published  on  the  connection  of  Kleist’s  work to the history of medicine
(Fischer  &  Mehigan,  eds,  “Kleist  and  Modernity,”  2011),  the  relationship  of  contemporary  photography  to  theatre  and  
global  capitalism  (“Double  Dialogues,”  Vol.  14,  2011),  dance  and  photography  (“About  Performance,”  Vol.  8,  2008), butoh
and  European  Modernism  (“TDR,”  Vol.  57,  Issue  4,  2013),  and  other  topics.
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Sharon Matthews, University of Otago
smatthews42@gmail.com

Ecologies of the Masculine Self: Men at War in the Plays of James K. Baxter
Gail Bederman (1995) argues that gender is a historical, ideological process that can be seen to work through a complex
political technology composed from social institutions, culture, and daily practices. The combination of these elements
produces  a  set  of  ‘truths’  about  the  constitution  of  an  individual  based  upon  that  individual’s  body.  But  can  these  truths  be
reconciled  within  either  the  individual  artist,  or  within  their  creative  works?  Taking  Joyce  McDougal’s  theory  of  trauma  as
an  analytic  framework  for  my  reading  of  how  New  Zealand  poet  and  playwright  James  K.  Baxter’s  “ecology  of  self”  is  
translated into dramatic form, this paper examines the way in which the creative work may be utilized to address a
problematic through a complex  process  of  projection  and  displacement.  The  ambiguity  of  Baxter’s  treatment  of  masculine  
figures  can  be  seen  as  both  response  to,  and  reaction  against,  “the  formative,  constricting  and  distorting  effect”  of  the  
distinctive social patterns of secular Puritanism,  especially  the  severe  restrictions  on  sexual  behaviour  enforced  “by  the  
external  mechanisms  of  public  shaming  and  punishment  and  by  the  internal  mechanism  of  guilt.”  Baxter’s  characters  —
tramps, alcoholics, publicans, and rootless explorers — are strikingly imbued with tropes of a nostalgic masculinity which
has  been  described  by  Jock  Phillips  as  the  common  “fantasies  of  the  Kiwi  male  experience.”  What  then  to  make  of  the  
way  in  which  the  fragility  and  instability  that  constitutes  Baxter’s  version of masculinity does not simply work to re-inscribe
masculine patterns and values with more force and power; rather it transgresses the very terms he invokes by embracing
destitution,  degradation  and  failure.  Baxter’s  characters  are  emotionally  wounded and terrifyingly alone; at war with both
the society they reject and the uncontrollable demands of their addictions, thus offering a case study in tracing these
contradictory, and ultimately incompatible, social and rhetorical desires within the work of dramatic production.
Sharon Matthews has an extensive background in theatre and performance as a practitioner, and is currently a PhD
candidate in English at the University of Otago. Her research interests are in twentieth century theatre, the plays of James
K. Baxter, psychocritical literary analysis, and  adult  literacy.  Her  thesis  topic  examines  repetitive  metaphors  and  “mythic”  
figures  in  Baxter’s  plays  within  a  psychoanalytical  framework.  In  2013  her  article,  “The  Archetypal  Character  as  
'Transformational Object' in James K. Baxter's The Devil and Mr Mulcahy,”  was  published  in  the  Journal of New Zealand
Literature.
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Steve Matthews, University of Sydney
stevematthews@bigblue.net.au

Performing your Life
My practice–led doctoral research investigates the genre of solo autobiographical performance. It consists of the creation
of the script for my own solo autobiographical show, as well as a thesis.
As part of my research, I attended performances and conducted interviews with Australian performers who had created
and performed their own solo autobiographical shows.
The solo show 'Can I Come Home Now?' was performed as a work-in-progress last year in the Rex Cramphorn Studio,
Sydney University
This paper focuses on the following questions: What motivates these performers to create and perform a solo
autobiographical show? And once they have chosen to embark on this journey, how do they do it?
What are the creative processes and methodologies that they use to transform the raw material of their lived experience
into a solo performance piece? What are the differences and similarities in their work? Can they sustain a career as a solo
performer of autobiographical work?
It is based on interviews with the performers such as William Yang, Michael Workman, Paul Capsis, David Page, Paul
Dwyer, Meme Thorne, Deborah Leiser-Moore, Tim Stitz and William Zappa.
Steve Matthews is currently Principal Lecturer in Performing Arts with The Adelaide College of The Arts (ACarts).
Beginning his career in Wellington, NZ, Steve has worked as an actor, director and lecturer and has been on the staff of
NIDA, The Actors Centre, University of Western Sydney as well as conducting his own acting courses. He is undertaking
his doctoral research with The Department of Performance Studies at Sydney University.
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Paul Maunder
wkcultur@ihug.co.nz

A special place of listening
In this paper I will propose that the prime task of community-based theatre is to restore balance by enabling a community
to tell its stories outside the framework of the commercial media, outside the marketplace of commodity culture, and
outside of the local power structure.
I will outline a number of projects that have taken place on the West Coast: a play examining the contradictory use of the
poison 1080 to control predators; a play examining race relations in Greymouth/Mawhera and telling the untold story of
the land; a play which responded to the Pike River disaster; and a play which focused on the proposal by the miners to
form a co-operative to take over the moth-balled Spring Creek Mine.
Each of the above performances has been followed by audience discussion, facilitated by a local leader. The role of
theatre has been to generate a special place of listening, reminiscent of the old town hall meeting. The performance and
discussion has been an occupation of sorts. I will argue that the balance of community life has been distorted by debt,
fear, the media and false representation. The theatre performance can help to restore that balance.
There  are  of  course  similarities  to  marae  events  and  also  one  can  refer  to  Jill  Dolan’s.  Utopia in Performance Finding
Hope at the Theater.
We have the advantage in Tai Poutini, of not being in competition with mainstream theatre, which increasingly sits within
the market model.

Paul Maunder has had a life-long career in NZ theatre, beginning in experimental group theatre, exploring political and bicultural theatre, with occasional forays into the mainstream, before becoming committed to community-based theatre. In
2013 Canterbury University Press published Rebellious Mirrors, his study of community-based theatre in Aotearoa. He
lives on the West Coast of the South Island where he co-ordinates Kiwi/Possum Productions, a community-based theatre
group, as well as being involved in community and union organisations.
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Sharon Mazer, University of Canterbury (Chair)
sharon.mazer@canterbury.ac.nz
George Parker and Peter Falkenberg
After the Quakes: Restoration or Radical Restart?: Context for Panel Discussion
But a storm is blowing from Paradise; it has got caught in his wings with such violence that the angel [of History] can no
longer close them. This storm irresistibly propels him into the future to which his back is turned, while the pile of debris
before him grows skyward. This storm is what we call progress. (Benjamin, Theses of History 257-258)
The catastrophe of the earthquakes that began on September 4th 2010 continues to shake Christchurch to its foundations. Much of the
city was reduced to rubble – not by nature, but by governmental and corporate machinery, clearing the ground and consolidating land
ownership in advance of a Master Plan that envisions the restoration of social order as a problem of containment and commodification
best resolved by a strictly regulated set of colour-coded boxes. At the same time, the ruptures caused by the earthquakes and what
came after have created openings and a sense of urgency for creative experimentation and challenges to the status quo – diverse
theatrical and performance projects driving to discover what we could not otherwise, to redefine ourselves as a community, to reset
the balance between humanity and nature, and in so doing, to resist being boxed in once again by forces beyond our control.
This panel looks at one such project: Canterbury Tales (October 2013), produced by Free Theatre for the Festival of Transitional
Architecture (FESTA), involving artists and academics, performers from Ngai Tahu and Pacific Underground, local businesses and the
general public. A procession of giant puppets and masked performers led as many as 15,000 participants in a performative exploration
of  the  city  centre.  Here  three  of  the  leaders  question  the  idea  of  ‘restoring  balance’  in  the  aftermath  of  a  natural  and  man-made
disaster, and consider the possibilities of a radical restart instead.
Sharon Mazer is Adjunct Associate Professor in Theatre and Film Studies at the University of Canterbury, a Research Associate for Te
Puna Toi (Performance Research Project NZ), and Convenor for the NZ Universities Committee for Theatre/Performance Research.
Perhaps best-known as the author of Professional Wrestling: Sport and Spectacle, her current research explores diverse aspects of
New  Zealand  theatre  and  Māori  performance.
George Parker is a long time member of Free Theatre Christchurch. He also acts as the company's Manager and has served as
Producer for a number of its productions. His experience in Free Theatre informs (and is informed by) his other roles as: Manager of
Te Puna Toi (Performance Research Project); a tutor and lecturer in Theatre and Film Studies at the University of Canterbury; as one
of the original elected members of Arts Voice Christchurch; as a trustee for the Arts Circus Trust; and as the initiator and a trustee of
FESTA (Festival of Transitional Architecture). His PhD thesis explored solo performance in New Zealand and he has published on this
and other subjects relating to contemporary performance.
Peter Falkenberg is founder and Artistic Director of Free Theatre Christchurch. He was educated at the universities of Munich and St
Andrews, and trained as a director at Munich Kammerspiele. Having moved to New Zealand in 1975, he is currently Associate
Professor in Theatre and Film Studies at the University of Canterbury and Director of Te Puna Toi Performance Research Project.
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Ryan McGoldrick, University of Wollongong
rjm473@ouwmail.edu.au

Reconsidering Intermediality: Perspectives on Motion-Tracking and Interactive Video Technology in
Contemporary Performance Practice
This  paper  forms  part  of  the  author’s  ongoing  research responding to how intermedial performing arts practice in the 21 st
century is discussed in light of evolving cultural theories and artistic discourse on new media dramaturgies, cyborg
theatre, virtual, multimedia, and digital performance. This paper focuses explicitly on the ‘in-between’  of  the  humancomputer interface and its implications for intermedial theatre and performance practice.
The  paper  begins  by  suggesting  that  the  broad  term  ‘intermediality’  is  inadequate  when  considering  the  specific  interactive
dynamics of performances that utilize motion-tracking and interactive projection technologies. It therefore aims to
consolidate  the  term  ‘intermediality’  by  drawing  some  major  parallels  between  Chiel  Kattenbelt’s  establishing  work  on  
intermediality  and  Brian  Massumi’s  theoretical  work  on  mutual  affect  and  interactivity.  As  a  result  this  paper  will  argue  that  
the use of motion-tracking and interactive projection technologies in theatre and performance can be seen to produce a
unique intermedial ecology that is formed in-between total states of corporeality and total states of virtuality.
To explicitly illustrate its point the paper will discuss Echo Projects, a new work currently being developed by the author at
PACT Centre for Emerging Artists in Sydney, Australia. The work is being developed with the aim of establishing a robust
framework  for  the  continued  experimentation  of  body/technology  dynamics  and  a  reconsideration  of  the  term  ‘intermedial’.  
The interactive components of the work foreground issues  of  participation,  instruction,  influence  and  the  ‘in-between’  
which  are  central  to  the  paper’s  treatment  of  the  term  intermediality.  

Ryan McGoldrick is a performance-maker and digital artist. He is a PhD candidate at the University of Wollongong researching
the culture and politics of intermediality in contemporary Australian performance using motion-tracking and digital projection
technologies. His artistic practice focuses on the political nexus of data, instruction, reaction, community and space across
performance and new media art. Ryan’s  work  has  been  presented  through  a  number  of  arts  organizations  including  Project  
Artspace, dlux media arts, Woodcourt Art Theatre, PACT theatre, Critical Animals, Shopfront theatre, Tamarama Rock Surfers
Theatre Company, and the Merrigong Theatre Company.
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James McKinnon, Victoria University of Wellington
james.mckinnon@vuw.ac.nz

Mystery Play: Balancing Aesthetic and Pedagogical Ideals while Developing a Sustainable Practice in
Classroom Theatre Production
Theatre programmes thrive on theatre production – obviously. But the desire to produce high quality theatre can be
difficult to reconcile with both material realities and pedagogical ideals, particularly in liberal arts-oriented programmes
which provide only limited training in theatre skills. Economics demand that a course has X number of students, but few
plays  are  written  for  “12-15 women and 3-6  men”;;  everyone  wants  the  show  to  be  as  good  as  possible, but as a
professional educator one cannot justifiably cut (or relegate to marginal backstage roles) students who have satisfied
enrolment  requirements  but  don’t  have  the  “right”  gender,  look,  or  skill  set.  While  theatre  aligns  well  in  principle  with  
experiential learning and other evidence-based models of good teaching and learning, in reality, one might question
whether  student  actors  develop  creativity  and  autonomy  from  “taking  direction.”  And  for  both  faculty  and  students,  who  are  
constantly juggling the demands of multiple responsibilities, production-based courses often imply a crushing, burnoutinducing workload.
This paper develops findings from an action research project at Victoria University of Wellington, which addresses these
issues and seeks strategies to improve learning outcomes without sacrificing the quality of art or life. After outlining some
commonplace challenges, I will illustrate some interventions developed in response, and evidence of their effectiveness,
along with suggestions for further research and work in this area.
James McKinnon is a theatre scholar, director, and educator. His research interests include dramaturgy, devising and
theatre pedagogy, and dramatic adaptation, particularly contemporary Canadian appropriations of Chekhov and
Shakespeare. Since completing his PhD (Toronto) in 2010, he has been a lecturer at Victoria University of Wellington, and
is currently the director of its Theatre Programme.
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Fiona McNamara and Claire O’Loughlin
fionajane.mcnamara@gmail.com

Binge Culture’s Whales
Binge  Culture  Collective’s  Whales is a participatory performance event in which human-whales swim through an urban
environment and strand close to the sea. Passers-by, who may not be expecting a performance, are asked to care for the
whales until high-tide, when they join hands and guide the whales back into the water.
The performance brings strangers together in a pubic place, asking them to collaborate and communicate with one
another. The simple project, to care for a mammal-in-need, forges connections between human beings, the sea creatures
and the natural environment. It responds to the all-too-frequent whale strandings on New Zealand shores: that are often
considered  part  of  New  Zealanders’  collective  identity,  although  many  city  dwellers  have  never  experienced  them.  By  
performing an ecological crisis, Binge Culture seeks to restore balance socially, culturally and environmentally.
In this paper, Fiona McNamara and  Claire  O’Loughlin,  who  led  the  creative  team  behind  Whales, will present on the two
performances to date, in the contrasting environments of Wellington City and Tapapakanga Regional Park. Using videos
and images of the performances, they will discuss how Whales draws influence from recent performance trends to create
live events in which the spectator becomes a performer, playing an active and integral role and is simultaneously a downto-earth event, recognizable and accessible to New Zealand spectator-participants.
Fiona McNamara and Claire O’Loughlin are founding members of Binge Culture Collective. Binge Culture have been
nationally recognised as leading innovators of New Zealand theatre. Their performance Whales won three awards at the
2013 New Zealand Fringe Festival for (Best in Fringe, Creative New Zealand Award for Innovation and Fringe Outdoor
Award).
Fiona has a Master of Arts in German, for which she studied contemporary postdramatic German performance, and a
Bachelor of Arts with First Class Honours in German and Theatre from Victoria University of Wellington. She has been a
Guest Lecturer, Teaching Assistant and director at Victoria University of Wellington Theatre Programme.
Claire is a Wellington-based performer, director and producer. She has a BA in Theatre and English Literature from
Victoria University of Wellington, with Honours in Theatre.
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Julian Meyrick, Flinders University
julian.meyrick@flinders.edu.au
“As  We  Forgive: How Plays Manage Profound Ideas”
- “Do  playwrights  really  know  the  things  that  people  think  they  say  so  well?”  Plato,  Republic,  Book  X
This paper analyses the production of As We Forgive, a monopolydrama commissioned for the Ten Days on the Island
Festival in Tasmania in 2013. It describes the triptych of plays that make up the work and how its major thematic concern
– forgiveness – is embedded in each individual narrative. The history of the creation of the play is sketched, and the
correspondence between actor (Robert Jarman), director (myself) and playwright (Tom Holloway) excerpted by way of
showing the intellectual arc of its development. How do plays like As We Forgive explore and express profound aporetic
ideas such as forgiveness? In what way  do  plays  ‘have’  ideas  at  all?    Under  what  circumstances  can  we  talk  about  the  
‘argument’  of  a  play  and  is  this,  against  Plato,  one  capable  of  freighting  a  new  conceptual  horizon?    Using  an  approach  
drawn from the study of early Modern rhetoric, particularly  Sister  Miriam  Joseph’s  Rhetoric in Shakespeare's time: Literary
theory of Renaissance Europe (1962), I examine how persuasive structures of conceptual thought appear in drama via
poetic devices (metonym and metaphor) and foreshortened logical form. I consider the epistemological claims of the
insights  so  generated,  and  discuss  how  the  role  of  audience  response  is  key  to  the  activation  of  a  ‘knowledge  accruing  
experience’.    Rather  than  thinking  of  plays  as  inert  containers  of  thought,  we  should  see  them as relational collations of
forces capable of binding with existing thought structures to force new knowledge into existence.
Julian Meyrick is a Strategic Professor of Creative Arts at Flinders University, the Artistic Counsel for the State Theatre
Company and an Honorary Associate at La Trobe University. He was Associate Director and Literary Advisor at Melbourne
Theatre Company 2002-07 and Artistic Director of kickhouse theatre 1989-98. He was a founder member and Deputy
Chair of PlayWriting Australia 2004-09  and  a  member  of  the  federal  government’s  Creative  Australia  Advisory  Group  
2008-10. He is the director of many award-winning theatre productions, including Angela’s  Kitchen, which attracted the
2012 Helpmann for Best Australian Work. He was the director of the inaugural production of Who’s  Afraid  of  the  Working  
Class? and winner of the 1998 Green Room Award for Best Director on the Fringe.
For  State  Theatre  Company,  Julian’s  directing  credits  include  Neighbourhood Watch and Doubt (Sydney Theatre
Company and State Theatre Company). Other directing credits include The Vertical Hour (Sydney Theatre Company),
The Snow Queen (Sydney Theatre Company and Windmill Theatre), Tribes, The Birthday Party, Thom Pain,
Enlightenment, The Ghost Writer, A Single Act, Cruel and Tender, Dinner, The Memory of Water, Blue/Orange and Frozen
(Melbourne Theatre Company), Angela’s  Kitchen  and October (Griffin Theatre) Whiteley’s  Incredible  Blue  and Do Not Go
Gentle.... (fortyfive Downstairs).
Julian was responsible for establishing the Hard Lines at Melbourne Theatre Company, a new play development program.
As an academic, he has published histories of the Nimrod Theatre and and numerous articles on Australian theatre,
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cultural policy and contemporary dramaturgy. He is currently a member of a Flinders University research team studying
the problem of cultural value. The Retreat of Our National Drama, a Currency House Platform Paper, which Julian has
authored, was launched last month at the Dunstan Playhouse.

Louise Morris, Deakin University
louise.morris@deakin.edu.au
Inspirited Environments and Landscapes… The Anthology Project
Anthology is a site-sympathetic theatrical journey through Westlake, now known as Stirling Park – Ngunawal land, a traditional
pathway and the site of one of the camps created to house the workers building the new city of Canberra. These families lived at
Westlake  for  50  years  until  the  1960’s  when  the  families  were  relocated,  the  houses  sold and removed. Westlake is now parkland (and
prime real estate), nestled between the lake and the Embassies of Yarralumla. Central to the interconnected web of my PhD research,
the opportunity to collaborate with Pip Buining to devise and install Anthology provides a rich, investigative environment to examine
post-traumatic representation in contemporary Australian culture. The project, even in its early stages, promises to allude to the power
of immersive, site-sympathetic performance as a regenerative force in the 21st century.
This  paper  draws  upon  Mary  Zimmerman’s  notion  of  An Archeology of Performance. What  lies  in  wait  for  artists  in  sites,  in  places…to  
be   uncovered…with   its  final   form   revealed   through   careful   excavation?  The   Anthology Project aims to centralise memory, rituals of
remembrance and the importance of place as vital to the restoration and regeneration of community through processing and
transcending both personal and cultural trauma.
Ex-resident Ann Gugler moved to Westlake with her family when she was 4 and has worked tirelessly to collect the stories of the
Westlake   children   and   document   the   existence   of   the   ‘vanished   suburb’.   In  Ann   Gugler’s   own   words,   “When   one   is   forgotten,   one
ceases  to  exist”  and  the  act  of  restorative  remembering  through contemporary performance strives to return some balance to the lives
of the past residents as well as a new perspective for the current community and their relationship to the imprint of history embedded
in the site.

Louise Morris is a qualified theatre professional and practice-based researcher with over 20 years experience in traditional theatre,
performance collectives, collaborative contemporary practice, installation design and construction, site-specific performance, outdoor
spectacle, event management and education. She has been the Associate Lecturer in Drama within the School of Communications
and Creative Arts, Deakin University, Burwood since 2008. She worked with Splinters Theatre of Spectacle (1992-1998), co-founded
Culturally Innovative Arts (1997-2001) and is a founding member of the Red Cabbage Collective (2001-2009).
Recent major projects include: Hedge-mony (Co-Director- Commonwealth Games Cultural Festival 2006), Aviary (Director- Living
Museum of the West 2006), Comfort (Installation Artist- Canberra Youth Theatre 2008), Collapse (Co-Director- Old Port of Melbourne,
2008), Retrieval (Installation Artist- National Library of Australia CYTC 2010), June...the place does not matter and The Mad Max
Trilogy (Director- The Village- 2011 and 2013). Her current project, Anthology is currently in development supported by Arts ACT and
the Centenary of Canberra and due for completion in November 2014.
The recipient of an Australian Post-graduate Award, she completed a Masters in Animateuring- Cross Modal Performance at the
Victorian College of the Arts in 2008. She is a current PhD candidate in the School of Communications and Creative Arts at Deakin
University and the working title of her thesis is Out of the Ruins...Cultural collapse and the return of the social sacred.
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Molly Mullen, University of Auckland
m.mullen@auckland.ac.nz

Sustaining C&T: Improvising with the vernacular
C&T is a theatre company based in Worcester, UK. They combine drama and digital technologies to create interactive
learning experiences for young people. Founded in 1988, C&T has sustained itself by developing a responsive
relationship between the form of its creative practice, its business model and the political and cultural economy. Depleting
resources for the arts and changes to public policy in the UK since 2008 have made many established models of applied
theatre  practice  untenable.  This  paper  details  the  effects  of  these  changes  on  C&T’s  established  way  of  working. Focusing
on key moments from three months of fieldwork, I discuss practical and ethical questions that arose for the company as
they developed a new creative and business model.
This paper is based on my doctoral research project that examines the economies of applied theatre with three theatre
companies in Aotearoa New Zealand, Hong Kong and the UK. The research addresses concerns in the academic
literature of applied theatre about effects of funding relationships and wider economic arrangements on practice. Through
a practice based methodology, the research aims to develop an understanding of how such relationships are experienced
and managed by practitioners who run applied theatre companies. In my narrative of C&T I could well reproduce the
much-told story of commodification and marketisation in the arts as artists adapt to the language and logic of the creative
industries.  Instead,  I  offer  an  alternative  narrative  in  which  C&T  sustain  their  practice  through  a  process  of  ‘cultural  
improvisation’  (Hallam  &  Ingold,  2007;;  Nicholson,  2011)  and  ‘vernacularisation’  (Saal,  2007;;  Shaughnessy,  2012).  C&T  
navigate the changing economic and policy context in the UK by skilfully and critically working with the vernacular of both
youth culture and the cultural economy  to  generate  ‘new’  pedagogic,  aesthetic  and  organisational  forms.
Molly Mullen is  a  doctoral  researcher  and  lecturer  at  the  University  of  Auckland’s  Faculty  of  Education.  To  this  role  she  
brings over ten years of experience producing theatre education, youth  theatre,  community  arts  and  children’s  theatre  
projects in the UK and New Zealand. Molly's research examines the opportunities and constraints experienced by artists
involved in creating socially committed theatre, drama and performance. She is a member of the Critical Research Unit in
Applied Theatre.
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Renee Newman-Storen, (WAAPA, ECU)
r.newman-storen@ecu.edu.au

Guerilla Gardens and Imaginative Placemaking: an interface between Creativity, Sustainability and
Leadership Theory
Fundamental to Leadership in Sustainability, a course offered as part of the Masters in Sustainability and Climate Policy
(coursework) offered through Curtin University Sustainability Policy (CUSP) Institute, is that the complexity, flexibility and
vitality of sustainability is precisely why sustainability practitioners commit themselves to finding new and innovative
solutions  to  complex  problems.  The  course  asks  the  student  to  ‘think  differently’  and  to  engage  in  debate  that  inspires  and  
encourages creative thinking strategies and then to find a way in which art can speak to these issues. This paper details
the philosophy and structure of the course with a smattering of stories from past years. The success of the course has
largely been to do with the dialogue versus lecture format and the creative arts exhibition: the culmination of the course
and where the connections between creativity, sustainability and theories of leadership are rendered into an art form. We
argue that strong and resilient leadership requires thinking differently, embracing dialogue and harnessing the imagination.
Keywords: Leadership, Sustainability, Creativity, Creative Thinking, Collaboration
Renee Newman-Storen has been a performer, writer, and director for over ten years with a PhD in the theoretical and
creative analysis of media-induced moral panics. She has worked for a puppetry theatre company in remote Western
Australia, devised a physical theatre piece in Berlin, wrote and performed a one woman show that she toured to New York
which was also nominated for the 2012 Martin Sims Fringe World Award for most promising Western Australian new work
and won the 2013 720 ABC PERFORMANCE AWARD for the interactive, in transit piece Public Space. She is currently a
research supervisor for WAAPA at ECU and co-director of the theatre company theMOXYcollective.
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Rachael Thérèse Nolan, La Trobe University
r_nolan@hotmail.com

Live Distraction: Technology and the human body in performance making
The integration of technology and the live body in performance is not a new concept. Artists and performers have been
controlling and blending live and digital actions, images and sounds for decades. The use of technology and multi-media
within performance can even be seen as an opportunity to expand the possibilities and notions  of  ‘the  live’  (Phelan,  1993).    
Liveness can be subject to compromise by technology because of economies of scale, however, multi-media can also
evoke possibilities for new viewings of alive as interactive (Tait, 2000: 4).
But what happens when unintended and uncontrolled technology begins to physically, and possibly emotionally, separate
spectator and live performer? The development and wide distribution of smart phones and small video recording devices
now  enables  a  spectator  to  mediate  their  own  ‘live’  viewing  experience.
A live performance maker is faced with a number of questions; How can they work with and within digital media? How can
they restore a sense of balance between live action and mediated imagery? Does a change in focus on the
blending/integration  of  ‘live’  and  digital  alter  the  performance  making  process?
Live Distraction seeks to explore the issue of spectator-controlled technologies within live performance from the
perspective of a body-based performer and within a phenomenological framework.
Phelan, Peggy, 1993 Unmarked: The Politics of Performance, London and New York, Routledge
Tait, Peta (ed), 2000, Body Show/s: Australian Viewings of Live Performance, Amsterdam and Atlanta, Rodopi B.V
Rachael Thérèse Nolan is currently completing her Master of Arts in Theatre and Drama at La Trobe University. She has
been  an  active  member  of  the  Melbourne  ‘fringe’  visual  and  performing  art  scenes  for  over  a  decade,  and  her  work  
continues to be influenced by her formal gymnastics, contemporary dance and physical theatre training. The main focus
of  Rachael’s  academic  research  and  performance  - making process is the phenomenological relationship between a live
performing artist and a spectator.
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David.O’Donnell, Victoria University of Wellington
david.odonnell@vuw.ac.nz

Staging the Vā – Eco-critical spaces in the work of Lemi Ponifasio
Here in the Pacific, the notion of the vā is  the  lived  and  cognisant  body  relationship  with  the  world.  The  va  or  the  body’s  
intentionality is the foundation of all expression, including dance. – Lemi Ponifasio
The avant garde performance practice of the MAU dance/theatre company, founded in 1995 by Samoan choreographer
Lemi  Ponifasio,  has  achieved  international  recognition.  The  richness  of  Ponifasio’s  pan-Pacific aesthetic derives from
diverse influences such as Samoan dance, tikanga Māori,  and  the  traces  of  Ponifasio’s  years  dancing  Butoh  in  Japan.  
Ponifasio’s  practice  has  created  a  radical  intervention  in  Pacific  aesthetics,  yet  also  inherently  connects  to  Pacific  
spirituality and Pacific communities. The onslaught of climate change and the pollution of the Pacific Ocean are
theatricalised in Birds with Skymirrors (2010-12) featuring seven dancers from Kiribati, an island nation threatened by
rising seawaters. The work was inspired when Ponifasio witnessed frigate birds fetching tangled videotape from the
polluted sea on the island of Tarawa in Kiribati. Yet Birds with Skymirrors is not didactic, rather it opens up the Vā, the
space between people and things, with complex imagery creating layers of mystery and irony, becoming an extended
space for contemplation.
David O'Donnell is a theatre director and Associate Professor in Theatre at Victoria University, Wellington, Aotearoa/ New
Zealand. David has directed many premieres of New Zealand plays, most recently Te Karakia by Albert Belz, Collapsing
Creation by Arthur Meek and West End Girls by Ken Duncum. He has published widely on New Zealand and Australian
theatre,  Māori and Pacific performance and community theatre. With Marc Maufort, he co-edited Performing
Aotearoa (2007) and has been editor of the Playmarket New Zealand Play Series since 2010.
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George Parker, University of Canterbury
george.parker@canterbury.ac.nz

Place-making or faking: the River and the City
This paper considers the way Canterbury Tales worked to restore a sense of place ruptured not only by earthquakes but
also by National Corporate master planning. I will discuss the challenges of introducing the notion of performance as a
political intervention via the Festival of Transitional Architecture (FESTA), which I initiated in 2011 to provide a critical
engagement with the post-earthquake  ‘Transitional  City’.  Whereas  the  Luxcity  event  that  launched  the  festival  in  2012  was  
conceived  from  an  architectural  perspective  not  so  interested  in  heritage,  Free  Theatre’s  Canterbury Tales was proposed
as a performative investigation of the city that began with the people and the rituals that bring them together in this place.
I will analyse these two approaches to re-occupying and re-imagining a broken city, with a view to proposing new
collaborative projects that interrupt a mindset rooted in the ideological fantasies of late neo-liberalism. I will discuss how
this  seemingly  intractable  mindset  underlies  the  generic  ‘place-faking’  of  the  government-imposed Blueprint and how
Canterbury Tales offered a counter-balance to such plans by starting with the river that runs through the centre of the city.
As the dominant physical feature that has drawn communities – both native and settler – to this particular place, its
restoration  as  a  vital  public  space  called  for  in  the  ‘Share  an  Idea’  campaign,  speaks to a community desire to confront
current social and environmental challenges. By juxtaposing different Canterbury tales, bringing together the Pacific and
the colonial, playing with them in a search for something new and distinct, we aimed to resist the turning of our
community’s  attachment  to  the  river  (and  city)  into  just  another  generic  business  park-style development. In this way, I will
argue for performance as place-making intervention that helps realise the community-building focus called for by
contemporary urban design critics.
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Swati Pal, University of Delhi
palswati@gmail.com
Art for Life: Reclaiming Marginalised Communities through Community Theatre
When considering theatrical space as  a  “qualitative  ensemble”  (Suvin,  1984:  5),  whose  different  dimensions  signify  various  ideological  
ways of perceiving possible societal relations, community theatre declares its own intent.
Community theatre generally refers to a particular theatre form which involves the creation of a theatre event that has relevance for
the particular community in which it is created and which is performed, predominantly, by and to members of that community.
Community theatre has different roots and functions related to its cultural, social and political environments. In some cases, it may be
that community rituals and stories, often deeply embedded in cultural traditions, are performed as an integral part of defining and
celebrating  a  community’s  cultural  and  spiritual  identity. Other forms of community theatre have political intent, to inform and energise
a community in bringing change or in asserting human rights. The continuum stretches therefore from radical activist theatre to benign
celebration. Whatever the source and form of community theatre, it is generally welcomed as a positive sign that a community is
prepared to supplement the generally passive reception of stories available in multitude from the print and broadcast media, with
narratives that are made and performed within, by and to a specific community. Many community theatres are successful non profit
businesses with a large active membership and often a full time professional staff. Community theatre is often devised and may draw
upon popular theatre forms such as carnival, circus and parade as well as performance modes from commercial theatre. Such theatre
is understood to contribute to the social capital of a community, in so far as it develops the skills, community spirit and artistic
sensibilities of those who participate , whether as producers or as audience members
Banglanatak dot com is a group of social entrepreneurs working at grass roots with underdeveloped and marginalized communities.
Since 2000, the team at banglanatak dot com. founded by Amitava Bhattacharya who is also its full time director, has worked across
twenty five thousand villages in twenty two states of India. Natak or theatre is used innovatively for educating people on diverse social
issues, researching with community participation and empowering poor and less educated people to lead their own development and
reduce their vulnerabilities to diseases, impacts of disasters and crimes like human trafficking. A key focus is developing sustainable
livelihood options based on cultural traditions of marginal communities.
My paper will look at how banglanatak dot com has used theatre to successfully rehabilitate two such marginalized communities : the
pathachitra artists and the baul fakiri singers.
(Ref.  Suvin,  Darko.  “Approach  to  Topoanalysis  and  to  Paradigmatics  of  Dramaturgic  Space”.  The  Journal  of  Arts  and  Ideas,  No.  
8, July-Sept, 1984.)
Swati Pal teaches in the Department of English, Janki Devi Memorial College, University of Delhi. A Charles Wallace and John
McGrath Theatre Studies Scholar,  she  has  a  longstanding  interest  in  theatre  and  performance  studies.  Her  books  include  ‘Look  Back  
At  Anger:  Agit  Prop  theatre  in  Britain’  (VDM  Verlag,  2008),  a  co-authored book on Creative Writing (Pearson-Longman, 2008) and she
has edited a collection of essays on Modern European Drama (Pencraft International, 2012). She has published a number of essays,
articles and reviews and lectured widely on theatre and performance.
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Sarah Peters, University of Southern Queensland
sarah.peters@usq.edu.au
Restorative Stories: A philosophy of practice
Many artists who have worked in the field of Verbatim Theatre have expressed a desire to raise awareness, transform
understandings and enable social change through this form. While there is some documentation and literature on the
methods and techniques artists have used in the creation of their works, there is minimal discussion around the
philosophy that underpins their practice. As an emerging artist in the field of Verbatim Theatre I have been reflecting on
the philosophy that drives my own practice. Through praxis I am beginning to articulate this philosophy and suggest that it
is  influenced  by  critical  theory,  feminist  theatre  practice  and  Freire’s  Pedagogy  of the Oppressed. It is a philosophy driven
by the desire to challenge normative understandings and restore balance to the stories available in the public domain. It is
a philosophy of dialogue and collaboration, human connection and emotional engagement, and enabling the sustainability
of community identities, history and experience. I seek to articulate my philosophy so that I can analyse how it influences
my ways of working as an artist. I hope that this articulation will provide a departure point for critique, stimulus for
contradicting philosophical articulations and a point of reflection for artists working within Verbatim Theatre.
Sarah Peters is currently studying her PhD at the University of Southern Queensland, researching the philosophy,
method and impact of Verbatim Theatre. She has presented findings from her research at the 2012 and 2013 Australasian
Drama Studies Association conferences and the 2013 Queensland Regional Arts and Culture conference. Sarah was
recently commissioned to write and direct twelve2twentyfive, a one act verbatim play exploring youth mental health. Sarah
is passionate about community stories, regional theatre and the empowering potential of performance. As part of her
current  research  Sarah’s  play  bald heads & blue stars will premiere in August 2014.
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Alison Richards, Monash University
alison.m.richards@monash.edu

Performance as Research/Performing Research: Framing the Field 1995-2015
In 1995 the Executive of ADSA, now the Australasian Drama, Theatre and Performance Studies Association,
commissioned the Discussion Paper Performance as Research/Research by Means of Performance (Richards 1995). In
that  Paper,  my  aim  was  to  clarify  ADSA’s  policy  on  performance as research, sketch the outlines of a then nascent field
and provide an approach to peer evaluation, in order to ‘consolidate  performance  as  research  as  a  bona  fide  academic  
activity’  (3).
There has been considerable activity by scholars and practitioners described as working in performance as research,
practice as research in performance, research into performance practice, performance based research, performance-led
research, performing research and so on, over the following two decades. While owing allegiance to different bodies of
theory and traditions of practice, these research groups or clusters are linked thematically through their commitment to
engage with performance as the means, rather than simply the object, of research up to and including the reporting of
research results.
A body of work, a collection of research methods and something approaching a literature, has been amassed in this and in
cognate  fields  across  the  Creative  Arts:  the  extent  to  which  this  amounts  to  ‘consolidation’  is  still however open to
question.
In this paper I will briefly survey some approaches used by, and key results produced by, recently active Australian
research  clusters.  Amongst  the  ‘territorial  clashes  of  discourse,  power/knowledge  and  practice’  (D’Cruz  1995:36), which
approaches have been most productive to date and why? What is it we most need to know and to share, within the field
and with those outside it? What are the gains, and where are the gaps, that might best inform and shape a third decade of
research into and by means of performance practice?

Alison Richards is a theatre maker and scholar with interests in performance as research, cross-disciplinary and
culturally diverse arts practice. Alison has contributed significantly to the reach, range and creative heft of Australian
research into and by means of performance practice, over four decades in the art theatre, in the academy and in
community. She has presented solo works in the series no/body home since 1990: her latest work The Book of
Revelations (2013+) is currently in development with puppetry company Black Hole Theatre. Alison has written extensively
on contemporary theatre practice, with articles and book chapters appearing in scholarly and general publications in
Australia and internationally.
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Sally Richards, Victoria University of Wellington
sallyjoanrichards@gmail.com

Solo, her story, her way - Seeking balance between the director and the autobiographer/performer of solo
performance
How does the director negotiate the particular challenges of working with autobiographical solo performance? How is a
sustainable balance achieved between the leadership of the director and the agenda of the autobiographer/performer?
How do we balance essential  theatricality  with  the  autobiographer’s  attachment  to  telling  their  story,  their  way?
As a director and researcher of solo performance, I am part ecologist, part ethnographer. I set out to examine the
production methodologies and rehearsal room environment of this particular creative process - of a new solo performance
that originates in autobiography. My job description includes many more roles than that of director and of examining the
area of rehearsal studies. I am critically an audience. An audience that has many faces, from protective to anxious to
super critic. I am also her mirror, her analyst, her censor, her mother and her coach.
Melissa Billington is the 13th lineal descendant of Pocahontas, a yoga teacher, traveler, writer and performer. In her
autobiographical solo performance PocaHAUNTus, the story-teller   traverses   histories,   cultures,   seeking   to   ‘restore  
balance’  on  a  global,  communal  and  personal  level,  hoping  to  be  “at  home  in  the  blood  of  my  ancestors—the murderers
and the drunkards, the mothers and the victims, the victorious and the thwarted, the mad and the rich, the poor and the
lost,  the  tribal  and  the  anarchist.”  An  autobiographical  solo  is  an  epic  undertaking  - this is no exception.
How can our production methodologies sustain our creativity, our drive? In solo performance the intense conditions of
creating theatrical work are heightened by the one on one nature of the encounter; the stakes go up immeasurably. How
do performer and director restore balance as they navigate stormy waters? How is the relationship negotiated? What are
the directorial challenges?
Through this Practice as Research project I document and analyse the particular conditions that PocaHAUNTus presents
and investigate production methodologies that best serve the performer and the work.

Sally Richards is a third year PhD candidate at Victoria University of Wellington, and holds a Master of Theatre Arts in
Directing from Toi Whakaari:NZ Drama School and Victoria University, and a Bachelor of Theatre with Honours from
James Cook University of North Queensland. Her doctoral thesis examines the directing of solo performance, with a
practice-led research component of an original solo theatre work. She is a director, actor, teacher, producer and writer.
Sally directed the award-winning Porcelain Grin for the Fringe Awards, produced for the Young and Hungry Youth Arts
Trust and the Chapman Tripp Theatre Awards 2007 – 2008. Recent directing work includes Neil Labute's Falling In Like as
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part of the third season of Shorts, short plays at the Hawke's Bay Opera House and PocaHAUNTus as part of the 2014
New Zealand Fringe Festival.

Tuaine Robati, Whitireia, Wellington
Tuaine.robati@whitireia.ac.nz
The Puera Project: Sustainability of Culture through Dance
Ka akara and ki te mato i paoia mai ei koe
Look yonder to the rock of which you are a chip.
Small populations cultures face considerable difficulties in sustaining their cultures, particularly in the case of communities
living outside their country of origin, often compounded by a loss of the indigenous language. This is the case with Cook
Island communities living in New Zealand. Weiss,  Kreider,  Lopez  and  Chatman  (2005)  define  culture  as  “a  set  of  values,  
norms, beliefs and symbols that define what is acceptable to a given society, are shared by and transmitted across
members  of  that  society  and  dictate  behavioural  transactions  within  that  society”  (p.  137)
I am exploring the possibility that the culture can be transmitted and sustained through the embodied medium of dance,
specifically Cook Islands dance. Initial research is being undertaken with a group of Secondary School students of the
Kapi Mana area, targeting students of Cook Islands decent but open to other students; I am using the word PUERA,
meaning to blossom. I want to ignite a passion for being of Cook Islands heritage.
The letters of PUERA will support/guide a balanced delivery of Cook Islands culture.
P

Peu Maori (similar to Tikanga Maori, Fa’a Samoa)

U

Ura (to dance)

E

Evangelia (spirituality)

R

Rakei (costuming)

A

Akateni (instrumental)

Supporting me in the delivery of the project will be four Cook Islands graduates of Whitireia Performing Arts and two
accompanists, whose reflections and critical discussions during the research process will support my own.

Tuaine Robati has been involved in various fields of Education since 1972, and has taught at a range of levels: Primary
School, Secondary School and University. He has been a member of boards, including Creative NZ, MOE Languages
Expert Panel, Chair of MOE Cook Islands Maori Language Curriculum, PIPEF and Norman Kirk Scholarship Board and
Advisory Council to the Minister of Pacific Islands Affairs.
In his time at Whitireia Community Polytechnic Tuaine has been Tour Manager/Artistic Director of the Performing Arts at
international festivals every year since 1994, and adjudicated at numerous Cook Islands dance competitions including
ASB Secondary Schools Festival. He was a member of a delegation led by Prime Minister Helen Clark to Rarotonga in
2001 and a delegation led by Minister of Foreign Affairs Phil Goff to Tahiti, New Caledonia and Easter Island in 2005.
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Tuaine was awarded the Officer of New Zealand Order of Merit in 2013 for his services to Education and Pacific
Communities.

Meredith Rogers, La Trobe University & University of Melbourne
m.rogers@latrobe.edu.au

Ordinary Walking/Technique and Performance Style in a Community Theatre Project
Developments in contemporary dance in New York in the late sixties and early seventies and in particular the evolution of
the technique of contact improvisation have had far reaching effects on actor training and theatre composition in the
decades since.
At the Mil Community Theatre Company in Geelong in the late 1970s, the new movement vocabulary of contact
improvisation,  along  with  other  contemporary  choreographic  techniques  centred  on  “ordinary”  movement,  was  acquired  
through regular company classes with dancer, choreographer, Nanette Hassall. The work became part of the vocabulary
the company employed in making performance material with participants in a range of environments as well as for a group
of performances in which a formalist visual and movement aesthetic was brought into dialogue with a close focus on the
local  and  particular  interests  and  history  of  the  company’s  immediate  community.
It  is  possible  now  to  see  the  historical  significance  of  such  an  approach  towards  ”theatre  and  performance  that seeks to
'restore  balance'  socially,  culturally,  historically,  environmentally”  and  in  this  case  between  what  we  think  of  as  art  and  
what we practise as life.
Meredith Rogers is a director, designer, dramaturg for theatre and performance. She co-edits Australasian Drama
Studies and is writing a PhD dissertation on The Mill Community Theatre Company 1978-84.
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Riku Roihankorpi, University of Tampere, Finland
Riku.Roihankorpi@uta.fi

Intermedial ecologies: strategies of real time PeCap in performing arts preparedness, research and design
The paper suggests strategies to interrogate and revise formal dramaturgies, manners of direction and performing,
practical work processes, questions of production design and educational aspects peculiar to a performative ecology
achieved  through  a  distinct  form  of  technological  staging.  It  inspects  core  elements  relative  to  the  ‘live’  in  Performance  
Capture (PeCap) processes that utilise real time Motion Capture (MoCap) systems and draws on interdisciplinary
research conducted by Matthew Delbridge (Queensland University of Technology) and the collaborative live PeCap
workshops carried out in projects Drex and Vimma (2012-13; University of Tampere, Finland).
Through analyses of performative experiments involving 3D real time virtual reality systems, projection mapping and
reactive surfaces, new ways of interacting in/with performance have been identified. This poses a unique challenge to
traditional approaches of learning about staging, dramaturgy, acting, dance and performance design in the academy, all of
which are altered in a fundamental manner when real time VR is introduced as a core element of the performative
experience and ecology. Meanwhile, various analyses, descriptions and theorisations of technological performance have
framed up-to-date policies on how to approach those questions more systematically (e.g. Chapple & Kattenbelt 2006;
Causey 2009; Bay-Cheng, Kattenbelt, Lavender and Nelson 2010; Klich & Scheer 2012). These mentioned processes
have given rise to more sophisticated notions of preparedness of performing arts professionals, students and researchers
to confront the potentials of new technologies and the forms of creativity and art they enable. The deployment of real time
Motion Capture systems and co-present virtual environments in an educational setting comprise a peculiar but informative
case of study for the above to be explored.
Riku Roihankorpi is currently the university lecturer of theatre and drama, research and media culture in the School of
Communication, Media and Theatre in the University of Tampere, Finland. With extensive background in theatre
philosophy and ethics, his teaching includes intermediality and theatre, rituals of theatre and media, media narratives and
identity. As the principal investigator of projects Drex and Vimma (Centre for Practice as Research in Theatre, Univ. of
Tampere), he has studied and developed user-centered concepts for mixed reality, virtual and sensor-based performance
in live productions (theatre, performance art, live broadcasting and new game concepts) and related user training
(performers, designers).
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Annie Ruth
anniemaryruth@gmail.com

The free-flowing voice and its connection with the mother tongue.
Seeking the balance between the mother tongue and languages acquired later in life: Does the native tongue confer
greater authenticity and connection? From thirty years of directing, training and auditioning actors from a range of
ethnicities, I have believed that the mother-tongue has a particular and organic connection for an actor, one difficult to
achieve in any other language. This belief was confounded in a laboratory conducted with Romanian actors, March 2013.
The work was performed in both English and Romanian and it was with a sense of shock that I observed that the work
was more vital, compelling, and physically and vocally engaged when they spoke in English. What were the factors at play
here and what are the implications for future work? Patsy  Rodenburg  writes:  ‘I  think  that  too  many  of  us  hit  a  barrier  when  
it  comes  to  enjoying  words.  We  have  lost  the  ability  to  engage  with  language  as  a  kind  of  healthy  recreation…  Words  
rarely make us  giddy  with  delight  the  way  they  do  a  child’  (Rodenburg, Patsy. 1993. The Need for Words: Voice and the
Text. London: Methuen, 38). Under what conditions does the native tongue evoke the 'giddy delight' described by
Rodenburg and where and when does it become an obstacle to such pleasure?
Annie Ruth is a director, actor, teacher and academic. She was Director of Toi Whakaari: New Zealand Drama School,
1997-2011 and Head of Acting at the School for the six years prior to that. In 2011 she was honoured for her work in
drama with Membership of the Order of New Zealand (MNZM)
Annie specialises in Viewpoints actor training and improvisation. Her PhD utilised both theoretical and performative
research,  exploring  frameworks  developed  out  of  Māori  ritual  practices and the Viewpoints methodology developed by
American director, Anne Bogart. As a creative thesis, this theoretical work was backed-up with performance as research
productions, notably Marat/Sade in 2010 and Welcome to Thebes in 2011 for Toi Whakaari and in 2012 for the National
School of Drama, New Delhi, India. She has conducted performance laboratories leading to performances in London for
the International Centre for Voice, and Bucharest, Romania for the National University for Theatre and Cinematography.
Most recently she conducted the inaugural masterclasses for the Shanghai Theatre Academy China Masterclasses in
Directing series 2014, focusing on Oceania. She has taught in top schools and international masterclasses in Europe,
China, India, Australia, England and USA.
After leaving Toi Whakaari Annie worked as a freelance teacher and director in London. She led the performance
research work of masters-level students at Royal Central School of Speech and Drama, London, directed Shakespeare
scenes for Regents College and taught a module on Arts Management & International Arts Festivals for the University of
Surrey, as well as numerous workshops in her specialty area of Viewpoints. Currently Annie is supporting Whitireia
Department of Arts staff in developing their practice as research.
Her publications include: ‘Flowing,  Free,  Fully-Engaged  Voices’  in  Romanian  Performing  Arts  Journal,  Publication,  2014,  
‘Māori  rituals  twinned  with  Viewpoints-based choreography build on Indian sensibilities and gestural languages to create

92

vibrancy  in  theatrical  performance’.  Intellect  Journal:  Indian  Theatre  Special  Issue.  Spring  2013  and  ‘Tikanga  Frameworks  
and  the  Learning  Environment  at  Toi  Whakaari’,  New  Zealand  Journal  of  Research  in  Performing  Arts  and  Education:  Nga  
Mahi a Rehia, December 20, 2011. www.drama.org.nz

Delyse Ryan, Australian Catholic University
Delyse.Ryan@acu.edu.au

Sustaining a Live Theatre Culture during World War I: Brisbane’s “monument of unselfish effort”
Given that 2014 is the 100th anniversary of the start of World War I, it seems a timely moment to reflect on how theatre
managed to adapt in order to survive during this turbulent historical period. Using the experience of live performance in
Brisbane during World War I as a case study, this paper will examine how patriotism, romanticism, and escapism were the
defining features of the theatre of the day. Flag waving, national anthem singing, and anti-German feelings were
prominent characteristics of performances early in the war and nineteenth century melodrama found renewed life at this
time as old military plays received new airings and the romantic representation of the military hero pitted against an evil
enemy helped to rally the people behind the war effort. The topicality of such plays, however, could not sustain the interest
of audiences for the duration of the war; instead, they fell from favour and were replaced by more light-hearted forms of
entertainment. In order to sustain a live theatre culture in Brisbane during World War I, the industry had to adapt again by
moving  away  from  the  traditionally  popular  melodrama  towards  ‘illegitimate’  theatre  styles.  

Delyse Ryan is a Senior Lecturer in Drama at the Brisbane campus of Australian Catholic University. Her research
interests include Brisbane theatre history and contemporary theories of Higher Education as they apply to Drama
students. She is a recipient of an ACU Excellence in Teaching Award. Her most recent performance works have a Theatre
in Education focus. This includes directing short plays that first year university students take into childcare centres as well
as integrated co-productions with senior high school students which are designed to ease the transition between high
school and university Drama study.
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Miki Seifert, Victoria University of Wellington
mikiseifert@withlime.co.nz
Re – Balancing the Hyphen
Performance is an act of intervention, a method of resistance, a form of criticism, a way of revealing agency.
Performance becomes public pedagogy when it uses the aesthetic, the performative, to foreground the intersection
of politics, institutional sites, and embodied experiences.
– Norman K. Denzin, Performance Ethnography: Critical Pedagogy and the Politics of Culture
In  the  presence  of  audiences  at  The  Film  Archive  in  Wellington,  Māori  performer  Anahera  Gildea  (Ngāti  Raukawa  ki  te  
Tonga) and I, a white American woman, were able to create a public performance of decolonisation that sought to rebalance the relationship embodied in the indigene-coloniser hyphen.
During He rawe tona kakahu/She wore a becoming dress, an hour-long Butoh performance, Anahera and I peeled away
the layers that encased us as women on different sides of the indigene-coloniser hyphen. In the setting of a fashion show
catwalk, Anahera and I interrogated the messages about female roles and feminine stereotypes that we had received as
girls growing up on different sides of the hyphen in different countries. We piled them on our bodies all at once and then
stripped them away, broke free from them and emerged naked, transformed, reborn.
My presentation will focus on the methodology I developed to conduct this research, as well as Critical Butoh, the bodybased method of inquiry developed by William Franco and me. This methodology seeks to address the imbalance in
academic knowledge production through the development of a decolonising epistemological pluralism. This methodology
acknowledges that colonisation and its power relations permeate every aspect of being human and, therefore, employs a
mix of knowledges, including indigenous, creative, and spiritual, to transform mind, body and spirit. It finds that to
decolonise western knowledge, knowledge production needs to be performative – that is, something must be done – and
transformative – something has to change.
Miki Seifert, a U.S. artist living in Aotearoa New Zealand, completed her PhD on developing a decolonising performative
research  methodology  at  Te  Kawa  a  Māui/School  of  Māori  Studies  at  Victoria  University  of  Wellington  in  2011.  With  
William Franco (Chicano), she is co-founder and artistic director of With Lime, an international, interdisciplinary arts
company that explores the interface between cultures, conducts research to develop performative methodologies and
practices, and offers training in the use of creative practices for personal and societal transformation.
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Julie Shearer, University of New England
Julie.shearer@une.edu.au
Strategies for Survival and Sustainability: Ideological Theatre and the Tyranny of the New
This is an interdisciplinary paper on the common ground between theatre, politics, culture and social geography in
Australia. To resonate with the themes of the conference on survival, sustainability and the restoration of balance, I
investigate the pronounced shift over the last few decades from traditional forms of community specific ideological theatre
to cutting-edge/ intermedial/ cross-cultural/ political theatre and its relationship to the urban social environments it
occupies. I contend that this development is in part a product of two seemingly contradictory cultural phenomena, one the
shift to more conservative politics in Australian society, the other a movement towards more radical hybrid and popular
theatre  forms  in  pursuit  of  ‘the  New’,  driven  largely  by  paradigms  of  national  funding.  Concurrently, Australian theatre more
generally has seen a shift away from text based drama towards new forms of performance that emphasise audience
involvement  and  ownership,  modelled  I  will  argue  on  the  popular  structure  and  ethos  of  ‘festivals’.  
Using Urban Theatre Projects and the now defunct Melbourne Workers Theatre as case studies, both of which have
produced  some  of  Australia’s  most  culturally  and  theatrically  challenging  work,  the  paper  begins  by  considering  the  special
significance of the city for these companies, and examines how they have come to occupy their communities in the
phenomenological, socio-sensual  sense  that  the  ‘Occupy’  protest  movements  now  lend  to  that  word.   Secondly, I ask why
and to what extent original, contemporary form has become essential to the survival of theatre with a political agenda. My
analysis will consider the political valency of the hyper-real and the impact of these choices of form on the agency of the
communities that either receive or produce this theatre. Furthermore, in light of  Lefebvre’s  insistence  on  the  artistic  and  
revolutionary  potential  of  ‘everydayness’, I aim to situate the contours of radical popular theatre attempting to provoke
material social transformation and make a case for reconnecting politics and theatre.
Julie Shearer is a Theatre Studies lecturer at the University of New England in Australia. Her career began as a
professional actor and theatre-maker and after a number of years in Ireland she completed an MA at UCD and obtained
her PhD in Drama from Trinity College. At Trinity she taught Shakespeare and subjects in Performance and the works of
J. M. Synge at the National University of Ireland (Maynooth). Other research areas include political theatre, contemporary
Irish and Australian theatre, actor training and Renaissance drama. Her publications include the  paper  ‘Claiming  their  
Right to the West: Taxi at  the  Big  West  Festival’  in Compass Points: Locations, Landscapes and Coordinates of Identities,
an  essay  on  Irish  writer  Donal  O’Kelly  for  Epona, the Hungarian journal of Celtic Studies, review articles for the Irish
Theatre Magazine and she is currently working on a book based on her dissertation entitled Performing Other Irelands:
‘race’,  politics  and  contemporary  Irish  theatre. Her current research project is Wide Open: The Landscape of
Contemporary Australian Political Theatre.

95

Michael Smalley, Univerity of Southern Queensland
Michael.Smalley@usq.edu.au

Google Drive as sustainable practice tool for theatre production
One of the unexpected findings from my latest practice as research project (Is my Stage Management Artistic and Why
Should I Care?) was the boon to sustainable practice achieved by such a simple tool as Google Drive. Aside from the
obvious reduction in paperwork, Google Drive allows stage managers to fulfil the properties and objectives of the art-form
identified in this research project to a higher quality and more efficiently. These properties are timing, coordination and
distraction,  and  the  objectives  are  communication,  distributed  cognition,  and  translation.  Google  Drive’s  potential  to  assist  
in all of these areas leads to a more sustainable career especially for the stage manager, and the potential for many other
savings that could add significantly to the sustainability of the theatre industry at large. While there are similar tools around
that offer much of the same potential, many of them specifically designed for a theatre context, they each have significant
barriers to entry that may hinder their widespread adoption.
Michael Smalley is the Lecturer in Stage Management and Technical Production at the University of Southern
Queensland. His professional practice has consisted of stage management, direction, artistic direction, lighting design and
venue management roles, both residential and freelance. This experience has been gained in England, Canada and
Australia. His research interests revolve around scenography, especially scenography as a site for critical pedagogy and
the scenography of stage management.
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Adriann Smith
Adriann@xtra.co.nz

Chop/Stick - a study in the maintenance of cultural identity.
‘You  come  to  this  country  you  learn  our  bloody  language.’  In  its discussion of stereotypes, diversity and cultural identity the
play Chop/Stick is a lively examination of issues of modern social sustainability.
A performance for a single actor it negotiates the idea of racial stereotypes predominantly from the perspective of two
major immigrant groups to Aotearoa/New Zealand, Asians and Samoans. The parodic (and often very funny) exchanges
between various cultural groups canvass aspects of racism. The play also examines the concept of identity using the
voices of young and old immigrants and their first generation children and interaction of these people with the prejudices
of the wider post-colonial population.
My investigation of Chop/Stick considers how a range of perspectives of the post-colonial society of Aotearoa/New
Zealand surface when two recent immigrant cultures are placed on the stage and considers the how solo performance
enhances the satiric aspects of the performance.
Adriann Smith has taught performance skills and media studies and her research background includes investigative
documentaries for Radio New Zealand. She is interested in how the society of Aotearoa/New Zealand represents itself to
itself.  Her  Ph.D  ‘Seeing  Ourselves  On  Stage:  revealing  Pākehā  cultural  identity  through  theatrical  performance’  
investigates  how  the  hybrid  and  mobile  identity  Pākehā  as  represented  within  the  equally  hybrid  environment  of  the  stage.  
Her paper to this conference continues this theme of social investigation.
A project that is currently in the initial research stages and one she is looking forward to developing further, is an
investigation of the outcomes of participation in Amateur Theatre. She is interested in how such engagement can be a lifechanging experience for those who become involved in their local societies.
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Georgia Snowball, University of Ballarat
georgiasnowy@gmail.com

Shifting social inertia through experience orientated performance: getting back to the roots
Society as we know it faces catastrophic changes, environmental degradation is at its peak. How and why
do we care? And how can performance making influence social change in regards to taking action and
awakening  and  enlivening  each  individual’s  ability  to  take  hold  of  the  future?  Fire, flood, drought, pollution,
erosion, deforestation, environmental refugees and the abandonment of world heritage sites for profit, the
list is never-ending. These, all too real, issues of environmental cataclysm have a huge influence on the
survival of humanity as a whole. This paper invites/provokes thoughts and ideas on how performance
practice, development and discourse can engage with the local community to enact their own interests in
addressing the ecological/climate change calamity we all face. This paper aims to spark discussion and
feedback on why we should do something now, why there is no time to waste and how performance is a
genuine medium by which to do this. By engaging with local audiences, wherever they may be, grassroots
thinking can occur. We are numbed to reality, by constant news and social media sites, therefore making
site-specific live art events a valuable resource for immersing an audience on a visceral level, to
understand more deeply the environmental issues of our times. I will claim that live performance events
involving community and audience participation, set in and from ecological sites of significance, will
engage an audience to such an extent that it will have a lasting impact, provoking inner change into action.
Georgia Snowball is a Castlemaine based multidisciplinary performance artist whose practice spans choreography, site
specific performance, butoh and bodyweather training techniques and teaching. She acquired an MA in performance
studies in 2011 and has been involved in many solo and collaborative projects both nationally and internationally over the
past ten years. Her inspiration evolves from her relationship to the human body, intertwined with the natural environment;
to create small and large scale site-responsive performance works. Currently Georgia is working on ecological
performance practices and how they may be a vehicle for political and social commentary on the Australian landscape.
She has commenced her PhD in 2014 at the University of Ballarat, under the supervision of Jill Orr.
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Sarah Standing, New York City College of Technology, City University of New York
standing@citytech.cuny.edy

Greenpeace’s “Save the Whales” Campaign: Toward an Aesthetics of Eco-Activist Theatre and
Performance
As the Greenpeace activists in their Zodiac approach the rear of the Dalnyi Vostok factory ship, we can see a huge
opening in the back of the ship—several  stories  high.  It  is  a  ramp  going  directly  from  the  ocean’s surface  up  to  the  ship’s  
main  deck.  Through  this  enormous  gap  in  the  ship’s  hull,  whales  40  to  60  feet  long  are  brought  in  whole.  They  are  
winched, fluke-first,  up  the  ramp  to  the  “flensing  deck”  where  the  whale  is  stripped  of  skin  and  blubber.  This  opening
dwarfs the Greenpeace Zodiac and could easily swallow the activists whole—they and their boat are much smaller than
the whales they are trying to protect. A pod of five dead whales is floating at the rear of the factory ship, ready to get
winched up the ramp to the flensing deck. As the activists approach the dead whales, a crane from the Dalnyi Vostok
begins to hoist the whales from underneath the Zodiac into the air. Up the whales go and with them the Zodiac, perhaps
ten feet or so into the air, tipping perilously as the activists hold on for dear life. Then the little inflatable is dropped abruptly
back  into  the  ocean.  With  the  roiling  waters  from  the  Dalnyi’s  huge  propellers  below  them,  the  activists  have  just  escaped  
certain death. This imagery remains in the mind long after the event—years, and perhaps decades longer. This is
performance, and yet it is an iconic encapsulation of the entire week's worth of sailing and confrontation—tailored for
mass consumption through the media.
Greenpeace International’s  eco-actions can be considered performative as Marvin Carlson, Jan Cohen-Cruz, Steve
Durland,  and  Baz  Kershaw  have  discussed.  I  build  on  their  work,  and  in  this  paper,  I  investigate  Greenpeace’s  “Save  the  
Whales”  campaigns  as  performance  in  terms  of  several interwoven themes: 1) eco-activism as real and symbolic
interaction between activists, nature, and the media / audience, 2) the degree to which the actions profiled are
performance and the degree to which they can be classified as theatre, and 3) the aesthetic / political interface.
Sarah Ann Standing, Ph.D., is currently a Faculty Fellow at the Center for Place, Culture and Politics at the Graduate
Center of the City University of New York, an Assistant Professor of Humanities at New York City College of Technology
(CUNY), and a contributor to Readings in Performance and Ecology (“Earth  First!’s  ‘Crack  the  Dam’  and  the  Aesthetics  of  
Ecoactivist  Performance”). She has published articles in PAJ, Theatre Topics, The  Eugene  O’Neill  Review, American
Theatre, and Terra Nova. An actor and director, Standing has created Telling Our Stories—a multicultural theatrical
investigation into the relationship between environment, heritage, and location. She has also written the original play
Climate Changes Culture.
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Anasuya Subasinghe, Victoria University, Melbourne.
anasuya.subasinghe@live.vu.edu.au
Kolam: an aesthetic reflection of the ontology of cosmic coexistence
Kolam is a vernacular performance tradition that has been practiced in Sri Lanka for over five centuries. It is the product of
a collective creative process that occurred during medieval and colonial periods. Kolam practitioners shared their identity,
cultural ideology and history through this dance theatre form, using an extensive mask repertoire of humans, animals,
deities, demons and mythical beings. Kolam offered socially incisive entertainment in a non-linear narrative style
composed of by-plays, individual dance acts and full length plays. Traditionally performed from dusk till dawn, a Kolam
recital appears to be an incoherent collection of acts. Thus far, scholars who have conducted research on Kolam have not
attempted to identify a comprehensive unity within the repertoire of Kolam. I will argue in this paper that the Kolam
repertoire is philosophically and functionally bound together by the ontology of cosmic coexistence composed of
Sinhalese folk Buddhism and Sinhalese caste system; that therefore, the genealogy of the Kolam repertoire extends
historically and transhistorically, socio-hierarchically and cosmo-hierarchically. It is with this ontology that Kolam
practitioners conceived the form and philosophy in Kolam, and it is with this inherent communal consciousness that
Sinhalese village audiences embraced Kolam performances.
Keywords: Kolam, performance tradition, Sinhalese folk Buddhism, Sinhalese caste system, coexistence, communal
consciousness.
Anasuya Subasinghe ia a Postgraduate Candidate at the College of the Arts, Victoria University, Melbourne, Australia.
After graduating from the University of Waikato, New Zealand, with a first class Honours in Theatre Studies, Anasuya
has been involved in the Sinhalese theatre as an actor and in the academia as a visiting lecturer in Sri Lanka. She has
received national awards for her performances and has extended her contribution to the screen arts as well. She is a
Victoria University International Postgraduate Research Scholarship recipient currently in the first year of her
postgraduate degree.
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Rachael Swain
rachael@stalker.com.au
Cut the Sky - who will be there to sing the rain song when the sky speaks?
Indigenous cultures in the northwest of Australia, still dealing with the heavy social impact of the legacy of past
government policies, are now facing the full force of globalization with major industrialisation proposed on the traditional
lands of many language groups. In this paper I will discuss the current production of Marrugeku, an interculturalIndigenous dance theatre company based in Broome in North Western Australia. This new work in development titled Cut
the Sky imagines a landscape in which the impacts of industrialisation and climate change are setting in. Peopled by
ordinary characters left in their wake, the production explores the aggressive power of the human turned crocodile and the
graceful power of the Barramundi.
In this paper I will discuss the recent research and rehearsal period of this production in Broome from my role as director
of the production and co creator with a team of local and international artists committed to exploring the relevance of
Indigenous knowledge systems to the broader global community today. I will outline the practice-led research the
production entails and show video footage of the work in development, arguing for a revaluing of country and its
subjectivity in current debates on climate change, extinction and resource management.
Rachael Swain is a founding member and co-artistic director of Marrugeku, based in Broome, North Western Australia
(1996 till present). Together with Yawuru dancer and choreographer Dalisa Pigram, Rachael leads the innovative
intercultural dance theatre company directing the productions, created in situ in remote Indigenous communities. Rachael
is also a founder and director of Stalker Theatre in Sydney (1989 to present), her large scale dance, circus and multimedia
productions have toured extensively nationally and internationally. Rachael curates and facilitates practice-led research
laboratories exploring new cultural pathways in the creation of contemporary intercultural and Indigenous dance and
theatre and identifying new cultural dramaturgies. She currently holds an ARC funded post doctoral research fellowship at
Melbourne  University  and  is  directing  Marrugeku’s  Cut the Sky to premiere in 2015 and The Burrangong Affair for Stalker,
to premiere in 2016.
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Liza-Mare Syron, Maquarie University
lizamare.syron@mq.edu.au

Unsettling Black Diggers
The play Black Diggers premiered at the 2014 Sydney Festival. It is a play that presents nine different yet intertwined
stories of Aboriginal and Torres Strait Islander people at war. Written by Tom Wright and directed by Wesley Enoch Black
Diggers was  developed  from  extensive  research  and  is  mostly  based  on  ‘real’  experiences.  During  an  interview  Enoch  
stated  that,  “The  aim  of  Indigenous  theatre  is  to  write  on  the  public  record  neglected  or  forgotten stories.”  He  also  spoke  
about the aims of Black Diggers as  “honouring  and  preserving”  these  stories.  However,  live  performance  only  lives  in  the  
present and once performed disappears. Writing for performance is, as Peggy Phelan argues, an act towards
disappearing rather than towards preservation (Phelan.1993, p. 148). If the aim of Black Diggers is to (re)inscribe the
history  of  Aboriginal  people  at  war  in  Australia,  how  does  Enoch’s  production  achieve  this  aim?  Drawing  on  the  work  of  
Joanne Tompkins in Unsettled Space (2006) I will examine Black Diggers as a counter-memorial piece of theatre that not
only confronts the mythology of the Anzac legend, but also challenges audiences to acknowledge the significance of these
narratives to the broader national discourse of Australians at war.

Liza-Mare Syron is a descendent from the Birripi people of Tuncurry northern NSW. Liza-Mare is a founding member and
current Chair of of Mooghalin Performing Arts, a Sydney based Aboriginal company. Her work history includes Senior
Aboriginal Cultural Development Officer for Arts NSW (2011-2013), and Head of Theatre and Performance at the Eora
College for Aboriginal Studies, Centre for Visual and Performing Arts in Redfern (2000-2010). Liza-Mare is currently the
Indigenous Research Fellow at the Department of Media, Music, Communication and Cultural Studies, Faculty of Arts
Macquarie University NSW Australia.

Her qualifications include: Doctor of Arts (University of Sydney), Master of Creative Arts Research (University of
Wollongong), Master of Adult Education (University of Technology Sydney), and Diploma of Dramatic Arts from the
Victorian College of Arts (Acting).

Liza-Mare is widely published in the areas of actor training; Indigenous theatre practice; inter-cultural performance; theatre
and  community  development  and  arts  in  the  community.  Publications  include:    ‘The  Challenges  of  Benevolence:  the  role  
of  the  Indigenous  Actor’  (2005),  ‘The  Bennelong  Complex:  Critical  Perspectives  on  Contemporary  Indigenous  Theatre  and  
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Performance Practice and the Cross-cultural  Experience  in  Australia’  (2008),  ‘Protocols  of  Engagement:  Community  
Cultural  Development  Encounters  an  Urban  Aboriginal  Experience’  (2009).

Peta Tait, La Trobe University
p.tait@latrobe.edu.au
Feelings for Cranes: Emotions in Drama about the Environment
What  does  the  shift  from  love  of  nature  in  Anton  Chekhov’s  Three Sisters,  to  fear  of  climate  change  in  Caryl  Churchill’s  Love and
Information reveal about how drama and its emotions relate to environmental concerns? Modernist and twenty-first century drama
captures how emotions are socially performed but it also reflects major changes in social values. While the ways in which particular
emotions are compiled in drama and theatrically expressed and embodied in performance are indicative of social patterns of
communication, they potentially also influence cultural ideas. This paper contends that an emphasis on emotions in drama and its
performance can enlarge social understanding of ecological concepts.
In a performance research project to rethink the human in the environment, Una Chaudhuri extrapolates about how the human needs
to be decentred in the environment (Chaudhuri and Enelow 2014). One possibility is to decentre human feelings. In Three Sisters,
Marsha implies that humans are central to nature as she connects happiness to knowledge of why cranes fly. In contrast, Tuzenbakh
conceives of an impersonal nature outside human capacity for meaning and emotion, and therefore how life should intrinsically exist in
its  own  right.  In  contrast,  Caryl  Churchill’s  innovative  Love and Information presents an expression of fear for the future of the
environment that becomes a confession that he/she does not know how to feel.
Theatrical performance reveals that socially representing emotions is not the same as feeling emotions. A distinction between feeling and
performing is evident in performance that centres on a non-human species body when the combined effect of the production elements –
from scripts to music – invites selective emotional feeling responses in human spectators irrespective of what a non-human performer
feels (Tait 2012). The projection of emotional feeling onto other species' bodies is a revealing human habit and indicative of how the
natural world is perceived in emotive ways. Usefully performance prefigures entry points along a body based continuum of experiencing,
perceiving, and consciously expressing and/or interpreting and confronting emotional feeling in ways that encourage greater
understanding and possibly change.
Chaudhuri, Una and Enelow, Shonni. Research Theatre, Climate Change and the Ecocide Project. New York: Palgrave Macmillan,
2014.
Tait, Peta. (2012) Wild and Dangerous Performances: Animals, Emotions, Circus. Basingstoke: Palgrave Macmillan.
Peta Tait is Professor of Theatre and Drama at La Trobe University, Australia. She was elected as a Fellow of the Australian Academy
of the Humanities in 2013 and was a member of the ARC ERA Humanities and Creative Arts REC panel in both 2010 and 2012. She
publishes on the practice and theory of theatre, drama and body based arts and performance, and in relation to cultural languages of
emotion. She is retiring Series Editor of Rodopi/Brill Australian Playwrights and Performance, and her recent books are: Wild and
Dangerous Performances: Animals, Emotions, Circus (Palgrave Macmillan 2012); Circus Bodies (Routledge 2005); Performing
Emotions (Ashgate 2002). She is also a playwright and the report Examination of Resources for Writing for Performance for the
Australia Council (Australia Council 2006).
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Kereama Te Ua, Whitireia, Wellington.
kereama.teua@whitireia.ac.nz
Restoring the Balance in the Education of Rangatahi: Developing a Passion for Learning through Kapa Haka and
William Shakespeare
“If  you  don’t  know  who  you  are  how  do  you  expect  to  know  where  you  are  going?”
The purpose of this presentation is to demonstrate how strengthening the identity of the learner through Whare Tapawha
tikanga Maori processes coupled with the use of Shakespearian texts creates a passion for learning.
Some of our students have previously had negative learning experiences that had prevented them from furthering their
education.  Some  of  our  students  have  grown  up  thinking  that  they  are  dumb!  And  that  school  is  not  for  them.  They’ve  
developed education demons. Through kapahaka and theatre I look to create a positive learning environment that breaks
down these demons and shows that we all have our own learning style and process.
According to the Maori world view, the Whare Tapawha is how we look at the complete wellbeing of a person. Whare
Tapawha is broken into four parts tinana (physical) hinengaro (mental) wairua (spiritual) and whanau (family) each part of
the tapawha contributes to the overall well-being of a person and the balance we need to succeed in life.
I will explain the concepts used in our classes and the students will present Mau Rakau demonstrations, monologues and
reflections on their learning experience. The presentation will leave no doubt that these students have developed a
passion for learning.
Kereama Te Ua (BMPA) is a tutor of Maori Performing Arts at Whitireia New Zealand. He is also a member of the award
winning kapahaka troupe Te Waka Huia. In 2014 Kereama has taken on the challenge of teaching work skills through
kapahaka on a level 2 Programme. Most of the students on the programme have left school without qualifications. He
believes the integration of tikanga Maori, theatre and literacy will restore the balance for this group of learners.
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Abbie Trott, University of Queensland
abbie.trott@gmail.com
“Being With:” How can co-present multimedia images and performers inhabit new performance ecologies?
In this paper, I investigate whether the existence of live multimedia images and performers in a co-present relationship
allows these participants to inhabit new performance ecologies. I use co-presence  to  describe  a  state  of  “being  with”  
where the participants are, as Shanyang Zaho and David Elesh would describe, mutually accessible to each other (565). I
build on the assertion that when a live multimedia image is afforded the ability to act with presence, it is endowed with the
ability  to  undertake  “an  active  configuring  and  reconfiguring  of  one’s  intentional  grasp  in  response  to  an  environment”  
(Jaeger 122). This, I argue, results in the live multimedia image being able to exist in an interactive relationship and a
state of co-presence with the human performers.
In the changing theatrical and performative space, the proliferation, use and application of multimedia, digital and
computer-based technologies to theatrical stage-based productions leads to the questions: What are these new spaces?
What are these new performance ecologies? And how are they inhabited by multimedia images and human performers?
Through an analysis of Encoded (2012), by Sydney-based physical and visual theatre company Stalker, where multimedia
images and performers are co-present and exist in an interactive relationship, I will explore how multimedia images and
human performers might inhabit new performance spaces and new performance ecologies
Abbie Trott is an MPhil Candidate at the University of Queensland. Her current interest in multimedia performance builds
on her professional career as a production manager for theatre and the performing arts, with a specialty in multimedia
performance. As a production and stage manager Abbie has worked in Australia for over 15 years for companies including
version  1.0,  Vulcana  Women’s  Circus,  Kooemba  Jdarra  Indigenous  Performing  Arts  Company,  Belvoir,  and  Sydney  
Theatre Company. Abbie is currently a sessional tutor in the UQ Drama department and works as technical manager for
the UQ Drama production subjects.
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Sam Trubridge
samtrubridge@gmail.com
In visibility: staged acts and the unseen
This paper considers contentious acts performed within the super-visible space of theatre. Through reference to
contemporary work it is possible to consider what issues there are in making physical destruction through performance.
This discourse positions theatre as a material, relational art-form, and suggests that conventional devices of symbolism
and simulation distance the viewer from the subject; no matter how altruistic the intentions are. Unsustainable acts in the
space of performance draw objection and revolt, not because of what is done, but because it is seen. By comparing this
singular action with the scale of destruction beyond the stage it is possible to recognise the theatre as a space where
complacency is temporarily suspended, and exposed. It is also possible to observe how theatre fictionalizes concerns,
through  appealing  to  gratuitous  needs  for  humour,  spectacle,  and  virtuosity.  Through  responding  to  Artaud’s  claim   that  
“man  must  reassume  his  position  between  dreams  and  events”  it  may  be  possible  to  construct  a  theatre  that   makes us
witnesses rather than audience. This may turn an act of destruction into a catharsis: a ritualistic transmission of
responsibility and physical burden.
Sam Trubridge has directed / designed works in New Zealand, England and Italy, including award-winning Sleep/Wake in
collaboration with chronobiologist Philippa Gander. He has featured in exhibitions of world scenography, lectured in four
continents, and published numerous articles on performance. He is currently the NZ editor for World Scenography (a
three-volume survey of performance design from 1975-2015) and directs The Performance Arcade annually on Wellington
Waterfront.
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Bronwyn Tweddle, Victoria University of Wellington
bronwyn.tweddle@vuw.ac.nz

Sustainability in Course-Related Production Work
Theatre Studies in many tertiary institutions involves practical production work, often with large casts and technical teams,
many of whom may have limited prior experience in these fields. Managing the entire production process while trying to
address the needs of individual students and create a quality theatre experience puts permanent staff under extreme
pressure. This is exacerbated when workloads require them to continue teaching in other courses, and there is strong
institutional pressure to do research and perform administration and service tasks. This paper examines some strategies I
have applied in two recent course productions in attempts to balance the pedagogical questions thrown up by production
work with sustainability of personal energy levels in the light of competing demands on our time.
Bronwyn Tweddle is a theatre director, dramaturg, performer and translator. She is a Senior Lecturer in Victoria
University of Wellington’s  Theatre  Programme,  where  she  has  been  on  staff  since  2001.  For  several  years  she  was  
Victoria’s  co-ordinator for the Master of Theatre Arts in Directing, which is co-taught by the university and Toi Whakaari:
New Zealand Drama School, and is currently developing new acting courses for VUW. She was an Executive Board
member  of  Playmarket,  New  Zealand’s  Playwrights'  Agency  and  Script  Development  Service  from  2002  – 2012, and a
member  of  the  Executive  Board  of  Dance  Aotearoa  New  Zealand  in  2012.  Bronwyn’s  professional theatre company,
Quartett Theatre, has toured to Europe several times, performing in the UK, Belgium, Germany, Romania and Serbia. She
guest  teaches  and  directs  regularly  in  European  drama  schools.  Bronwyn’s  research  interests  include:  translation and
adaptation; intercultural and multi-lingual theatre work; and theories of acting and directing. In addition to her directing,
she has translated two plays – Andres  Veiel’s  The Kick and  Guy  Krneta’s  The Horses Are Ready – from German to
English.
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Roberto G. Varea, University of San Francisco, California, U.S.A.
varea@usfca.edu

Performance and Belonging: Immigrant Poetics and the American Nightmare in the United States
In spite of real-life complexities, public political discourse and mainstream media representations of the foreign immigrant
worker in the United States render its subject primarily as Latin American and dangerous to the stability of the socio-political
system. This imaginary is centered on the “illegal,”  a  person  who,  by  definition,  is  subversive  to  the  dominant  Anglo  culture  as  
a whole. This paper will chart the work of the San Francisco immigrant-based performance collective Secos y Mojados
(Spanish  for  “the  dry  ones  and  the  wet  ones”)  who  devised  and  staged  a  three-part  work,  the  “Border  TRIP(tych),”  primarily  
as a restorative, re-humanizing   rendering   of   an   immigrant’s   journey   from   Latin  America   to   the   United   States.   Building   on  
Marín   and   Alzate’s   theorizing   on   the   questioning   of   North/South paradigms by Latin American and Latin@ artists and
scholars, the paper will describe first the foundational work developed by Secos artists with El Teatro Jornalero!, a
community-based troupe mostly made up of undocumented immigrant day laborers which produced a number of plays and
performances.  It  will  then  move  on  to  discuss  the  transition  of  these  artists  from  what  Peter  Dunn  calls  a  “context  provider”
role  to  that  of  a  “content  provider”  with  the  staging  of  the  “TRIP(tych),”  an  epic  three-part work of intimate proportions. The
paper will also elaborate on how the deeply politicized image of the immigrant relies not only on a constellation of power
binaries relating to center vs. periphery, but also, on binarisms between politics and poetics imposed upon the work of Latin
American  artists  who  are  expected  to  address  “social  reality”  outside  of  the  highly  nuanced,  metaphorical  spaces  afforded  to  
artists from the global north.
Roberto Gutierrez Varea’s research and creative work focuses on live performance as means of resistance and peacebuilding.
An immigrant from Argentina, his stage work in the United States includes directing, performance collections and communitybased work. He is a contributor to journals in performance and peacebuilding, and co-edited/co-authored the two-volume
anthology  "Acting  Together:  Performance  and  the  Creative  Transformation  of  Conflict.”  Varea  is  a  member  of  Theater  Without  
Borders and the Artists in Distress Services of freeDimensional, and co-founder of the Performing Arts and Social Justice
Program at the University of San Francisco, where he is also director of the Center for Latino Studies.
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James Wenley, University of Auckland
James.wenley@auckland.ac.nz
Reclaiming the landmark plays of New Zealand’s past: Stella Jones’ The Tree (1957)
In  1957  two  trees  were  planted  in  New  Zealand  drama.  Bruce  Mason’s  The Pohutakawa Tree has grown into a NZ classic
with an ongoing legacy. The Tree, by Auckland playwright  Stella  Jones,  withered  into  obscurity.  But  it  was  Jones’  Tree that
made the bigger contemporary impact. After being rejected by local theatres, it debuted overseas in Bristol, England.
Following workshop productions in Wellington and Lower Hutt in 1958, the New Zealand Players took the play to forty-five
North Island in 1959, the first play with a New Zealand background to be taken on a full scale tour of the country.
The Tree is one of the landmark - but otherwise forgotten - plays from 1948-1970. This was a period characterised by a
disinterest, even hostility towards producing New Zealand work, a lack of professional theatre infrastructure, and fraught
questions of New Zealand nationhood and identity. As part of my MA research at the University of Auckland I sought to
restore balance within our theatrical historiography by rediscovering and reclaiming a number of these texts through a
series  of  play  readings,  one  of  which  was  Jones’  largely  neglected  work.  In  this  paper  I  will  I  show  how  The Tree’s  plot,
which concerns three sisters (one of whom leaves for a life overseas), contains commentary on the position of both
women specifically and New Zealanders generally in a small country. I also examine the play as a Chekhovian-style
drama and consider the parallels with Three Sisters (1901)  alongside  the  moment  of  the  protagonist’s  inner  realisation  
that disrupts the Chekhovian atmosphere.
While The Tree’s  significance  has  been  previously  dismissed  by  critics  (Sebastian  Black  finds  little  value  in  an  “unnamed
tree  [that]  sheds  exotic  leaves”),  I  argue  The Tree is one of the first plays to take an active interest in critiquing New
Zealand  society  (as  one  reviewer  said,  it  “wickedly,  exposed  the  soft-centre  of  New  Zealand’s  middle  class”)  and  needs  to  
be re-appraised within the period as a whole.
James Wenley is a Doctoral Candidate at  the  University  of  Auckland,  researching  the  topic  of  New  Zealand  theatre’s  
Overseas Experience. He has a BA Hons and MA from the University of Auckland and wrote his MA thesis on
“Rediscovering  the  Landmark  NZ  Plays:  The  Formative  Period  of  New  Zealand  Drama  1948-1970”.  James  is  an  active  
participant in Auckland theatre both as a critic, editing Auckland theatre blog Theatre Scenes
(http://www.theatrescenes.co.nz), and  as  a  producer  for  Theatre  of  Love,  most  recently  staging  Gary  Henderson’s Mo &
Jess Kill Susie at The Basement.
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Andrew Westle, La Trobe University
A.Westle@latrobe.edu.au

“It's not about being masculine”: The male dancer's body - navigating professional vs. social expectations
This paper explores how the bodies of professional male dancers are regulated in relationship to their training and
professional experiences. In a field that is often associated with femininity and homosexuality, the participants of this study
acknowledge that dance is not traditionally associated with images of masculinity. Dancers are constantly navigating
injury, training expectations, company aesthetic and performance product, which can at time conflict with a preferred
presentation of their body.
Established professional structures force men to conform to particular performance styles and outputs which endorse
certain types of bodies. Dancers are asked to build muscle, lose muscle, act more masculine, grow facial hair, told their
legs are wrong or that they are too weak alongside adherence to strict training codes. The body is expected to conform to
particular  physical  traits,  understood  as  ‘masculine’  or  ‘feminine’.  The  bodies  of  these  dancers  are  inscribed  with  layers  of
expectations originating in training institutions and within a diversity of professional and performance environments.
The   regulation   of   one’s   body   is   intrinsically   linked   to   the   satisfaction   of   physical   movement.   The   sensation   and   the  
pleasure associated with the refinement of movement are central drivers to individuals' participation in Australian
contemporary  dance.    This  paper  considers  how  companies’  expectations  can  conflict  with  an  individual’s  sense  of  self  
and preferred performance aesthetic.
This research focuses on three Australian leading contemporary dance companies. Utilising ethnographic research
methods, this paper features the narratives of male dancers, female dancers and representatives from company
management.
By critically examining the role that dance companies have to play in shaping the professional and personal identities of
male dancers, this paper argues that individual dancers' understanding of their body is defined by their often tenuous
relationship with dance performance.

Andrew Westle is a PhD candidate at The Australian Research Centre in Sex Health and Society (La Trobe). His thesis is
focused on the positive aspects of male participation in Australian Contemporary Dance, while also exploring dominant
notions of masculinity and sexuality in the context of these institutions. Andrew is a graduate of the Bachelor of Performing
Arts (Hons) programme, Monash University 2009. He was awarded the prize for the Best Written Thesis, for his work
exploring the ethics of Community Arts Practice.
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Emma Willis, University of Auckland
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A STAB in the dark: taking account of twenty years of theatrical innovation
In  1995  BATS’  STAB  commission,  a  commission  that  encourages  innovation  and  risk-taking in performance across the
disciplines of theatre, dance, music and intermedia, will celebrate its 20 th anniversary. This paper will briefly survey the
history of the commission and consider the significance of the contribution it has made to Wellington’s  theatrical  ecology.   I
wish to focus on two things: firstly, the scope of the work covered in the twenty years and the themes that emerge from
considering the body of performances as a whole; secondly, questions of historiography. How might this work be both
documented and presented? How can the focus of the commission on innovation (and risk-taking) be reflected in an
approach to writing or creating a response to the complex history of the commission? In writing about the history of STAB
I wish to  both  acknowledge  its  legacies  and  to  conduct  my  own  experiments  with  theatre  history  writing.    STAB’s  own  
mandate and ethos makes it ideal as a subject through which to respond to recent scholarship concerning the
documentation of performance, the tension  between  ‘archive  and  repertoire’  and  ‘embodied’  history  or  memory.    The  
research project is at an early stage and I welcome responses from conference delegates on their experiences and
impressions of the on-going STAB project.
Emma Willis teaches Drama at The University of Auckland. Her research interests include: the intersections of theatre,
ethics and tourism; spectatorship; memorial practices; and theatrical representations of the medical and experimental
writing for the stage. She has recently published a research monograph with Palgrave Macmillan, Theatricality, Dark
Tourism and Ethical Spectatorship: Absent Others. She is also an active theatre practitioner, working as a director,
devisor and dramaturge with a particular interest in collaborative practices, site-specific work, and the interface of dance
and theatre. Recent creative works include collaborations with Malia Johnston, Dark Tourists (2007-8), body / fight / time
(2011), and Amanimal (2013).
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Lisa Woynarski, University of London
lisawoynarski@gmail.com
The Practice of Ecodramaturgy or Ecodramaturgy in Practice
As matters of ecological concern are at the fore of public dialogue, performance has a timely opportunity to
creatively respond to ecological resilience, opening up new ways of thinking and engaging the public’s
imagination. I suggest that the practice and critical tool of ecodramaturgy can critique and highlight the
interconnectedness of humans and the living world and offer up new frames of thinking about and making
performance. This paper will introduce and critically engage with the concept of ecodramaturgy, referencing its
origin while purposing further developments of the term. Theresa J. May coined the term in 2010 and defines it
as: ‘theatre and performance making that puts ecological reciprocity and community at the centre of its theatrical
and thematic intent’  (Arons & May 2012: 4).
Ecodramaturgy considers ways of meaning-making in performance and is based on the following assumptions:
the world is made up ecological relationships; performance may creatively engage with, critique or reveal some
of these relationships; ecodramaturgy is a way of thinking about the dramaturgy of ecological relationships. It
considers: the way the performance was made, the ecological context of the drama, and the way the
performance operates within a wider understanding of ecology. My own project, Trans-Plantable Living Room
(2013), will provide an example of ecodramaturgy in practice. The piece was a trans-national collaborative
growing performance project created for World Stage Design in Cardiff, Wales, which imagined an outdoor living
room, full of edible plants grown by local community gardeners, activated by performance based on interviews
with gardeners.
From an ecodramaturgical perspective, the piece sought to foreground the connection between people, food,
land  and  nature,  wherein  ‘nature’  is  not  viewed  as  ‘other’,  but  rather  inextricably  connected  to  us.  Through  
performance, we attempted to highlight the interconnectedness of humans and our surrounding world by creating
a phenomenological experience of gardening, place and community.
Reference:
Arons, W. & May, T. J. (eds.) (2012) Readings in Performance and Ecology. New York, Palgrave Macmillan.
Lisa Woynarski is a London-based performance-maker, researcher and ecodramaturge interested in the intersection of
performance and ecology. Her practice involves working outside of conventional theatre sites, especially in urban green
spaces, with her company Green Stage and performance collective Plantable. Currently a PhD candidate at Central
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School of Speech & Drama, her research centres around the development and articulation of an ecological performance
aesthetic as a way performance can foreground, engage and interrogate ecological relationships. Along with creating new
research-informed performances, she co-convenes a Performance and Ecology Network, at the Young Vic, which
connects theatre practitioners interested in engaging with ecology. http://performanceandecology.wordpress.com
David Wright, University of Western Sydney
david.wright@uws.edu.au

The Ecological Intelligence Inherent in Performance
Some patterns of conflict have been central to performance through history, principally personal or familial conflict. Conflict
within and between humans and their environment has also been present – Lear’s  enveloping  madness  on  the  stormswept  heath;;  the  heat  and  humidity  that  underpins  ‘Cat  on  a  Hot  Tin  Roof’  - but dramatic conflict that employs ecological
understanding (Bateson 1972, 1979; Capra 2002; Kershaw 2007) is less prevalent. Following Bateson, ecological
understanding is a knowledge form arrived at through reflection, driven by the capacity to pursue the connections that
construct consciousness. In artistic terms, it can be seen as learning through absorbed reflection on ways in which we
participate in the complex web of relationships that construct the meaning available in creative work. Bowers (2011)
describes  this  as  ‘ecological  intelligence’:  the  intelligence  of  the  systems,  including  human  systems of thought and action
that sustain the organization and structure of life. Kershaw (2007) argues that such understanding points to an essential
conflict between culture and nature which illuminates a paradox that, because of its creative effect, can be described  as  “a  
fount  of  knowledge  for  ecology  itself”.  That  ecology  can  be  seen  as  exemplifying  knowledge  invigorates  this  discussion  
considerably. Harries-Jones  (1995)  argues,  “our  survival  depends  on  our  understanding  that  not  only  are  we  coupled  to  
how we conceptualise ecological order but also how we have embodied, in our patterns of relationship, our
epistemological  ideas  of  nature”.  Our  survival  is  therefore  conditional  not  only  on  our  knowledge  of  our  condition  but  our  
knowledge about how our knowledge ties us to that condition. Drama, theatre and performance can assist in the
exploration  of  that  knowledge.  In  this  presentation  theory  will  be  extended  by  stories  of  performances,  in  ‘theatres’  large  
and small, by individuals and communities of artists.
David Wright is a Senior Lecturer and Director of Higher Degree Research in the School of Education, University of
Western Sydney. He is a former Head of Performance in the UWS School of Contemporary Arts. He works with
undergraduate and postgraduate students in programs in Social Ecology and Transformative Learning. He also works with
research  students  mostly  in  projects  about  learning  in  and  through  embodied  experience.  David’s  work  traverses  
embodied learning, arts based practices, constructivism and system theory, imaginative education and ecological
understanding. He recently co-edited  the  book  ‘Social Ecology: Applying ecological understanding to our lives and our
future’.
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