Keynote Speakers Abstracts and Biographies:
Una Chaudhuri
The Anthropological Machine, in Overdrive
Una Chaudhuri is Professor of English and Drama at New York University. She is the author of No Man’s
Stage: A Semiotic Study of Jean Genet’s Plays, and Staging Place: The Geography of Modern Drama, as
well as numerous articles on drama theory and theatre history in such journals as Modern Drama, Theatre
Journal, and Theatre. She is the editor of Rachel’s Brain and Other Storms, a book of scripts by
performance artist Rachel Rosenthal, and co-editor, with Elinor Fuchs, of the award-winning critical
anthology Land/Scape/Theater. She was guest editor of a special issue of Yale Theater on “Theater and
Ecology,” and of a forthcoming issue of TDR: The Journal of Performance Studies on “Animals and
Performance.” She has served on the Executive Committee of the Drama Division of the Modern Language
Association, chairs the panel of judges for the Callaway Prize for the Best Book on Drama and Theatre,
and has been a judge of the the Obie Awards and the Alpert Awards. She is writing a book on Animals and
Performance.
Marianne van Kerkhoven
Dramaturg, Kaiitheatre Brussles
“War and apocalypse: About extreme states in contemporary theatre and community in Europe”
The theme of ‘the apocalypse’ is surfacing more and more often in the actual European theatre. In spite of
the fact that the biggest part of the European population is spared nowadays from war and other
catastrophes the appearance of that theme corresponds with a general ‘feel for life’ which is piercing
through the thin surface layer of the European consumer’s happiness. Some catastrophes, such as war or the
derailing use of technology, are caused directly by man, but even catastrophes which we formerly should
have qualified as ‘acts of God’ or ‘acts of Nature’ can nowadays also be labelled as direct consequences of
man’s irresponsible way of handling the world and its possibilities. In the past many extreme situations
have been shown on theatre stages, taboos have been broken. But how is theatre to behave in a situation in
which ‘the extreme’ has become an essential characteristic of our daily reality? Can fiction still have an
impact when reality (the documentary?) is so much stronger? Is the wordless speech of the body not a
better instrument to ‘talk’ about the unspeakable extreme situations? Or is live art through its use of
different disciplines and media, through its new way of handling time and space today the most successful
in ‘telling our actual society’?

Marianne Van Kerkhoven is a dramaturg, performance maker, critic and teacher. She is house dramaturg
at KaaiTheatre in Brusselsand one of the best-known dramaturgs in Europe. Working as a dramaturg since
the 1970s she has worked on projects with artists and performance makers including: Anne Teresa De
Keersmaeker, Jan Lauwers, Jan Ritsema, Emio Greco, Jan Fabre, Hooman Sharifi and Alain Platel.
Together they represent a new generation of artists who developed innovative hybrid dance-theatreperformance that emerged from Belgium and Holland in the 1990s. From the hot-house environment of
Kaai Theatre and the Belgian scene, emerged renowned companies such as Rosas, Les ballets c de la b and
the Jan Fabre company. Van Kerkhoven’s work as dramaturg is now seen around the world at major arts
festivals.
Van Kerkhoven teaches at the drama/dance schools P.A.R.T.S. and Rits in Brussels, at the University of
Antwerp and at the postgraduate arts institution Dasarts in Amsterdam. She was also an advisor to the
School of Theatre, Amsterdam in establishing a new theory-practice MA in theatre arts. She is in demand
as a workshop facilitator and mentors young artists.
Van Kerkhoven writes in Flemish, Dutch and English and has published theatre criticism and written
important essays on dramaturgy. She was a member of the editorial board of Etcetera, the Flemish
magazine of performing arts for more than twenty years, and editor-in-chief of the quadrilingual magazine
Theaterschrift from 1990 to 1995. In 2005 she was awarded the Pierre Bayle Prize for art criticism for a
second time.
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Michael Eigtved
Michael Eigtved BA in musicology and MA in Arts and Cultural Studies, ph.d. in 1998 on a dissertation on
Urbanity and Aesthetics in musicals, from 1999 Associate Professor at Department of Theatre at University
of Copenhagen, Denmark, has published a number of books and articles mostly on popular culture, circus,
cross-over performance, and music theatre.

Paper Abstracts and Presenter Biographies:
Sofia Ahlberg
The Case for Moral Greyness
Warfare and consequent global migration, displacement and exile have spawned the thematic coordinates
of defamiliarisation and fragmentation familiar to a postmodern audience of the theatre and screen. Since
September 11, however, the circumstances and rules of war have changed and consequently also the role of
the artist. Instead of being distant and detached from his or her surroundings, the artist is expected to
exhibit a moral conscience. The blurring between fiction and reality and facts and lies to which the public
has been subjected since the so-called “war on terror,” has turned art into a valuable tool of persuasion.
To counteract this trend, this paper calls for an aesthetics based on moral greyness. In Dogville (2003), von
Trier advocates the right to remain untitled and uncommitted. Artworks that categorise people and issues
into black and white are destructive, implies the auteur-director. Any representation that depicts people as
the incarnation of either good or evil is a distorted view of the world and can be used as a means of political
didactism. The challenge for the twenty-first century artist is to refrain from the compulsion to act as an
agent of influence – political or otherwise. Stripped from excessive detail and labelling, as well as being
ambiguous regarding time and place, von Trier’s self-consciously theatrical Dogville makes the point that
any categorisation beyond the human is senseless in today’s world.
Sofia Ahlberg is in the final stages of a PhD candidature at the Department of English, University of
Melbourne. Her thesis engages with European twentieth-century fiction as a platform for redefining
American-European cultural history. Most crucially, this project is an attempt to restore the power of
fiction to liaise between conflicting realities – past and present.
Mammad Aidani
Writing in Displacement
This paper will engage with theme of displacement and its relationship to my writing both in my poetry and
plays. I will discuss the notion of uprootedness from a Persian cultural, linguistic background and provide
some insights into the relationship between body and language and their connection with the act of writing
and thinking. I will also illustrate how the struggle with the language of the host society effects the
writing voice of the estranger (e‘tranger). Furthermore I will briefly explain the role of populist writers as
opposed to a writer in the society and provide an explanation by Milan Koundera regarding his view on
the notion of Kish and authenticity as well as Margarite Duras, Maurice Blanchot and Chinua Achebe’s
notion of ‘writing‘ and writer.
Mammad Aidani is published poet and known for his critically acclaimed plays including ‘An Idiot
Amongst Us’ (1996) ‘She’ (1997) ‘A Few Steps… Not Here… not There’ (1998 and 2002), ‘ An Accidental
Departure (1999) ‘In the Mirror’ (2002) and two short plays ‘It was…. Then’ and ‘Waiting for the Sunset’
(2003). He has also published two other books, a book of poems ‘Better Not to Explain’ (1994) and a
novella ‘A Picture Out of Frame’ (1997). Mammad has worked in many collaborative arts projects with
other artists and his last three were ‘ In Correct Syntax’ with an installation and a textile artist in Adelaide
(2002), and ‘ A Few Steps not Here not There’ (2001) in collaboration with five visual artists in Melbourne
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and ‘ Are you talking to me’ (2004) with an installation artist and an experimental sound musician in
Perth.
Mammad was resident in UK from January 2004 till July 2005 where he worked as researcher and
creative writing teacher. His latest (in progress) play ‘ Mother Dust’ had its first reading at the Nuffield
Theatre at Lancaster University in May 2004. It was also performed at the experimental theatre Green
Room in Manchester UK and will be performed later this year in Birmingham Uk. In April 2005 Mammad
participated at the International Drama Practitioners’ Seminar ‘in place of war’ which was organised by
the Centre for Applied Theatre Research, Drama Department at the University of Manchester UK.
In September 2005 La mama theatre celebrated ten years anniversary of his creative writing contribution
by selecting morsels from the six plays, which were premiered there since 1995. He also delivered two talks
on the role of writer and writing in the society. In November 2005 his short play ‘ Waiting for the Sunset’
was also produced at 45 Downstairs Theatre in Melbourne.
As a writer/ practitioner Mammad has also conducted qualitative research in theatre, creative writing
projects and have facilitated various theatre and cross-cultural workshops here and overseas. His is
currently teaching theatre both in writing for performance and acting at the Victoria University. He also
teaches at the Australia Centre at Melbourne University.
Mammad’s new play entitled ‘Remembering the Cherry tree’ will also be staged at La mama Theatre in
September this year.
Mary Elizabeth Anderson
Altered States: The Neurobiology of Psychological Torture in Stephen Sewell’s Myth, Propaganda
and Disaster in Nazi Germany and Contemporary America
Recent research into the neurobiology of psychological torture provides evidence for two major
conclusions: psychological torture is as damaging as “physical” abuse and is, in fact, a physical process in
and of itself, as victims suffer physiologically and neurologically; further, psychological torture inscribes
into the neurological structure of both victims and perpetrators.
This paper will place these findings in dialogue with an analysis of a recent U.S. production of Stephen
Sewell’s Myth, Propaganda, and Disaster in Nazi Germany and Contemporary America – a play which
stages both “physical” and psychological torture. Writing from inside the rehearsal and performance
process, as the actor playing Eve, who bears witness to her husband’s disintegration at the torturous hands
of a mysterious “Man,” I will place my dramaturgical research on the neurobiology of psychological torture
into conversation with my creative process as an actor.
The cast of Myth worked with a Body Energy Center (BEC) approach to actor training, developed by Jade
McCutcheon and used by practitioners in the U.S. and Australia. The BEC approach combines the language
of Stanislavsky and Chekhov with research on the chakras and involves a three-part system that guides
actors towards an increased awareness of breath, imagination and kinesthetic response. BEC training is
particularly successful in helping actors find a merged psycho-physical relationship to text.
In the context of this approach to actor training, how do we analyze and appreciate systems of actor training
applied to the staging and witnessing of torture? In light of the recent collaborations between performance
practitioners and cognitive scientists that have revealed the function of mirror neuron systems as serving to
produce the same neurological patterns in witnessing acts that exist in performing acts, what are the ethical
implications of training actors to perform torture? What are audience members experiencing in witnessing
staged torture?
Mary Elizabeth Anderson is a PhD Performance Studies Candidate in the Department of Theatre and
Dance at the University of California, Davis. She will complete her dissertation manuscript, "Interfacing
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with the Geographical Unconscious: Site-Based Performance and the Cognitive Reception of Place," as a
2007 Fulbright Postgraduate Scholar at the University of Tasmania.
Sean Bacon and Elissa Goodrich
before…after, part 2 – an audio-visual presentation
See details under Elissa Goodrich and Sean Bacon
Kim Baston
The irresistible force meets the immovable object: a director and a musical director get into an
extreme state over 16 bars of Louis Jordan.
Dramatic form and musical form are very different. In opera and musical theatre the needs of musical form
are usually equal to, if not dominant over, dramatic form. Yet in other areas of theatrical performance
dramatic form will generally take precedence. A musician working in theatre will often have to negotiate a
balance between supporting the dramatic intent, and creating music that will ‘work’ as music. This
negotiation often revolves around the issue of musical form, but, for the majority of theatre directors, who
lack academic musical training, it may not present as negotiation, but rather as silent resentment
interspersed with some impenetrable ‘music-speak.’
The theatre composer, Vladimir Franze, in a discussion of incidental music, considers that “any musical
form collapses if its limits are penetrated”(2000: 23). Yet how can one determine the ‘limits’ or ‘collapse’
of musical form? Is the integrity of musical form really significant in the creation of a theatrical
performance? Or are musicians just being unnecessarily difficult.
From the analysis of one moment of conflict (and resolution) in the creation of Daddy, a show produced by
the Women’s Circus in 2005, this paper will explore how the musician can support dramatic intent and still
retain structural integrity.
Kim Baston is currently undertaking an interdisciplinary PhD at Latrobe University, with her research
focussing on the analysis of music within contemporary performance. She has an extensive body of work as
a composer, music director, director and theatre maker in both Europe and Australia.
Jonathan Bollen
Rendering the everyday ordinary: Australian variety performance as excursive practice
Historians of popular theatre usually record the decline of vaudeville and variety performance by citing the
widespread closure of theatre buildings as venues for live entertainment. Yet when theatres closed their
doors, burnt down, were demolished or converted into cinemas—as was the fate of many theatres in
Australian cities during the twentieth century—the performers and their acts did not just disappear.
Presenting some preliminary research on variety performance in mid-twentieth century Australia, this
illustrated paper considers what happened to variety performance in the transition of popular entertainment
from travelling tents and theatre circuits to television screens.
Visual records of three variety productions are compared: Jeff Carter’s photographs of Sorlie’s Travelling
Vaudeville Show in Broken Hill (1957-1962), George Wallace Junior’s home movie of the Many Happy
Returns show on tour (c. 1959), and ABC Television’s 1958 broadcast of William Orr’s revue Cross
Section from the Phillip Street Theatre in Sydney. Differences in social setting inflected the style of variety
entertainment in each production with an emphasis on skit-based comedy and sight acts for the ruralindustrial working class, on glamour, spectacle and nostalgia for the suburban middle-brow, and on fastpaced verbal wit and innuendo for the urban sophisticates. Yet similar conventions of genre were observed
in each production: the selection, sequencing and presentation of acts juxtaposed varieties of the erotic, the
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exotic and the extreme to create extraordinary entertainments attended by audiences as excursions from the
everyday.
The excursion as a mode of apprehending the varieties of the world is distinguished from the televisual
rhetoric of incursion whereby real-world extremes intrude upon a domestic scene. Excursive practices such
as variety entertainments cultivated an ‘extra-cultural intelligence’ which both anticipated and precipitated
television’s claim to bring the world home.
Jonathan Bollen trained in performance studies at the University of Sydney and the University of Western
Sydney. His research on gender, sexuality and performance is published in Australasian Drama Studies,
Social Semiotics and TDR, and in the anthologies Body Show/s, Dancing Desires, Multimedia Histories
and What A Man's Gotta Do. He has taught theatre and dance studies at Monash University and the
University of New England, and worked in sexuality research at Macquarie University and the University
of New South Wales. From 2002 to 2005 he was a post-doctoral research fellow at the University of New
England, working on an ARC-funded study of masculinities in Australian theatre. He now lectures in
drama at Flinders University and coordinates research for AusStage.
Georgie Boucher
Paul Capsis as identity in excess in Barrie Kosky’s ‘Boulevard Delirium’
Barrie Kosky’s cabaret music theatre spectacular ‘Boulevard Delirium’, written for extraordinary singerperformer Paul Capsis, created a performance beyond characterization, mimicry or drag. Instead, in this
astonishing piece, Capsis brought the iconic mythological presence of each great chanteuse – Garland,
Joplin, Dietrich, Holiday and more to a performance where his own identity was also simultaneously
present and alive. The intersecting fields of identity in dislocation that occur in the performance such as
Capsis ‘true’ identity as gay Maltese-Greek-Egyptian- Australian performer, his stage persona as camp
cabaret singer, the female singers he interprets, their mythological stereotypes, Capsis’ self-perception and
Kosky’s vision of him, present problematic essentialisms that the performance strategically confounds. In
its Australian context, Capsis as ethnicised, effeminate yet masculine, Australian gay man creates a critical
figure of disruption to the hegemony of White masculinist Australia that still dominates our theatre stages.
In ‘Delirium’, Kosky takes Capsis’ ‘outsider’ identity and adds a hypnotic darkness and excess to the
performer’s trademark camp humour and feminine performativity. The director’s insistence on minimal
costume changes illuminated Capsis’ bizarre performance of both Self and Other/s in a theatrical space
beyond drag, stripped back to the intense, transformative nature of the performer’s body and remarkable
vocal dexterity. This paper will investigate the idea that in ‘Delirium’, both Kosky and Capsis have sought
to create a performance of identity in a state of extremity and fracture, whereby the performer’s unique
encounter with a multiplicity of divas mutates into grotesquerie and madness. My methodology will
intersect notions of the androgynous trickster figure of Weimar era cabaret with recent concepts of Queer
subjectivity that refuses essence, authenticity and the signification of a monolithic identity of race, gender,
ethnicity and sexuality.
Georgie Boucher is a Phd candidate in the Theatre Studies department of Creative Arts at the University of
Melbourne. Her current thesis is entitled Subjects in-between: art beyond identity, a study of photography
and performance that resists norms of gender and culture through the creation of critical, creative, ‘inbetween’ identities. She has given lectures on Feminism and popular culture at both the Uni of Melbourne
and LaTrobe University, and tutors a second year feminist theory subject entitled Nymphs, Sluts and
Madonnas. Her article Becoming-Woman: new feminist imaginings in the image and music of Björk was
published in The International Journal for the Arts in Society, 2006. Her article, Fragmented identity and
agency in the plays of Adrienne Kennedy was also published in the ‘Postcolonial Theatres’ edition of the
Feminist Review, December, 2006.
Tracy Bourne
The Intimate Spectacular: Telling the truth in music theatre.
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Music theatre is a form struggling for definition. A musician will tell you that music theatre is new opera,
while an actor will tell you that music theatre is a musical. Good music theatre should be both musically
and theatrically satisfying. It should broaden the boundaries of performance and take a work beyond the
limitations of one form into a more complete and expressive experience. Myth and metaphor are well
suited to music theatre form, but the small story can work well too. This paper will use the process of
writing and performing a ‘true story’ to argue for the relevance of music theatre in dealing with the
emotional content of smaller works. ‘Running with pigs …’ 1 was written as a response to my own
experience of pregnancy, birth and stillbirth. Music theatre form allowed us to engage with the personal
nature of the material with humour and with sadness, and gave us the flexibility to enter the surreal, inner
world of pregnancy and grief. In this performance, music theatre was not an escape from real life, but a
way of giving space and structure to real feelings within the story.
1.Running with pigs …. Written by Tracy Bourne. Music by Madeleine Flynn, Tim Humphrey.
Dramaturgy by Anne Thompson. Visual art by Sophia Xeros-Constantinides. Performed at Post Office
Box Theatre, Ballarat on 17th-19th November, 2006.
Tracy Bourne’s Australian and world premieres of contemporary music have won her wide acclaim. She
has worked for Chamber Made Opera, Next Wave Festival, Libra Ensemble, Melbourne International
Festival, the ABC and others. Tracy has completed a B.Mus. (vocal) from Queensland Conservatorium,
Dip. Dram. Arts (acting) from VCA Drama School and a M.Mus (perf) from Melbourne University. In
2006, she was accepted as a PhD candidate at the Australian Centre for Applied Research into Music
Performance (ACARMP) at Sydney Conservatorium, University of Sydney.
Her training in both music and theatre, has encouraged a special interest in the creation and development
of new music theatre that integrates a high degree of skills in both acting and singing. To that end, she has
initiated and participated in a range of new music theatre creative developments and performances over
the past few years. Highlights include her recent work, My Homeland about the effect of white settlement
in 1850, which was invited to be a part of the Mildura Wentworth Arts Festival for March 2005, her
cabaret, Shoosh, at the Butterfly Club in South Melbourne, and running with pigs …, which was written
and performed in collaboration with Madeleine Flynn, Tim Humphries and Anne Thompson and received
funding support from Regional Arts Victoria for its premiere season in Ballarat in November 2006. In
February 2006, Tracy directed the Red Room Theatre Company’s production of And the World Goes
Round at Gasworks theatre.
Tracy is currently Lecturer in Voice/Singing at the University of Ballarat Arts Academy. In this position,
she is largely responsible for the vocal training of students in the Bachelor of Arts (Music Theatre) course
in which students are expected to demonstrate a high level of technical ability as well as the integration of
acting skills in song and dance. She is frequently invited to run workshops for choirs, school groups and
adjudicate at Eisteddfods.
Adam Broinowski
Know No Cure in KL: Catastrophe, censorship and commercialisation.
Having recently conducted a production of Know No Cure in KL, Malaysia in the year commemorating 50
years independence, followed by a Melbourne season in May-June 2007, I will reflect on the impressions,
issues and responses, along with footage from the production.
Following the main themes of catastrophe, censorship and commercialisation in the piece, what limits
define the cultural negotiations and interpretations? What are the implications for theatre artists in relation
to intercultural collaborations of this kind? Which impossibilities are possible to represent?
Adam Broinowski is PhD candidate at University of Melbourne (Centre for Ideas/History), translator
(Japanese) and theatre maker based in Melbourne. His production of Know No Cure was performed in
Kuala Lumpur and Melbourne in May-June 2007.
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Tom Burvill, Macquarie University
Sidetrack’s ‘The Pessoptimist’: a tragic-comedy of a state(s) of extremity .
‘The Pessoptimist’ is an adaptation and perhaps a distinctive local appropriation of the novel of the same
name by Palestinian Israeli citizen and member of the Knesset Emile Habibe, adapted by Don Mamouney
and a young Arabic-Australian cast and performed during 2006 at Sidetrack’s Studio Theatre in
Marrickville. The novel tells the history of Israel as the story of occupied Palestine. The central character is
an anti-hero ,also a Palestinian citizen of Israel who circumstances force into a role as a used and abused
traitor to his Palestinian people. It is not a story of easy answers. The production responded to the surreal
tragic-comedy of the original text in various ways which I will illustrate, but also arguably responded to the
general anti-Arabic sentiment which is becoming the norm in some sectors of the Australian population .
The production drew an audience from the Sydney Palestinian community but also from the nearby
Lakemba Lebanese community. It was recorded and broadcast in the Middle East by Al-Jazeera TV but
was largely ignored by the Sydney media. The paper will begin to orientate the performance style and
dramaturgy of this production at the intersection of these textual and contextual concerns, including the use
of projected video by Palestinian video artist Assad Abdi to layer the performative text in ways parallel to
the sophistication of the original Arabic text . Video illustration will be used.
Angela Campbell (Murdoch University)
See Independently Curated Panel 1:
Dialogues on representation: Ngapartji Ngapartji and The Odyssey
Amanda Card
Becoming undone with the dances of Martin del Amo
“There is taking place over there a certain manipulation of things hitherto my property.
Someone is making use of my familiar objects [and I] discover in that other body a
miraculous prolonging of my own intensions, a familiar way of dealing with the world.”
(Maurice Merleau-Ponty, Primacy of Perception, (1945) 1962, p.412)
The works of Sydney based, German born choreographer/performer Martin del Amo are journeys into and
between intimate extremes. Unsealed (2004), Under Attack (2005), Can’t Hardly Breath (2006) and Never
Been This Far Away From Home (2007) inspire an inter-corporeal state of ‘becoming undone’. Watching,
we are disassembled as Martin reveals his corporeal particularities and we experience a kind of anatomical
empathy. This paper will unpack the significance of Martin del Amo’s work in relation to the potential of
movement to inspire a sense of commonality and speculate on the transformative politics of small gestures.
Amanda Card was a dancer with contemporary dance companies Kinetic Energy, Human Veins Dance
Theatre and on the commercial circuit in Sydney and Asia in the 1980s. After completing a PhD in History
from the University of Sydney, she joined Onextra and produced the work of Sydney based dance artists
from 2000-2006. More recently Amanda has joined the staff of Performance Studies at the University of
Sydney. Her current research is on the early history of modern dance in Australia, the appropriation on
indigenous dance forms by non-indigenous artists from 1920-1970, and an exploration of embodied
histories and subjectivities in social and theatrical dance practices. Amanda’s most recent publication is
the Currency House Platform Paper No. 8, Body for Hire? The state of dance in Australia, published in
April 2006.
Maryrose Casey
Performative consensus of race and nation: what is being performed?
The opening of parliament house in Canberra in 1927 was a staged spectacle (described at the time as a
‘pageant of empire) and ‘ceremonial display intended to engrave upon the memory of a nation the great
events of its history’. It was an event where race and cross cultural relations were spectacularised within
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performative representations of race and colonial narratives. The event itself was a celebration of white
Australian sovereignty. It is the type of event that presents political norms and is expected and understood
as a performance of political consensus. Yet within this formal display there were many unexpected actions
by both the crowd and individuals. The explicit, publicly performed consensus was neither singular nor
straightforward. This paper interrogates the dialectic and contradictions between the performance and
performativity of colonial and imperial narratives at the time and over time (as expressed in later accounts)
and the often surprising performance choices of individuals both Indigenous and non-Indigenous within the
event.
Maryrose Casey is an ARC postdoctoral fellow with the Centre for Drama and Theatre Studies at Monash
University. Her publication credits include a range of articles and book chapters on contemporary
Australian theatre practice. The majority of these focus on theatre by Indigenous Australian artists. She is
the author of the multi award winning monograph Creating Frames: Contemporary Indigenous Theatre
1967-97 (UQP, 2004).
Khairul Chowdhury
Present and past extreme acts: Bill Reed's Truganinni (1960) and John Harding’s Enuff (2003)
Bill Reed and John Harding’s plays have created two extreme acts that have powerfully altered our
perception of colonising and counter-colonising interactions. Their playtexts mingle the psychic and
physical violence with the realistic representation of torture and mutilation of body. Reed exposes
colonising lust form the past to address the question of extremity in the colonising venture. An important
concept in relation to Harding’s play Enuff is the ‘spectacular act’. It can be defined as a device, which is
capable of drawing immediate attention to the play’s messages. The ‘spectacular act’ allows Harding to
talk directly to the audience without arousing emotional catharsis, in order to highlight the issues he intends
to be understood. Using the plays as examples, I argue that the extreme acts and complex significations
created effectively serve the purpose of political critique of Aboriginal reality.
Khairul Chowdhury, School of Media, Film and Theatre, University of New South Wales
Joanna Clyne
Pushing the Chalk Boundaries: The Spatial Anomalies of Street Performance in Australia.
This paper defines street performance practitioners in Australia as an ethnographic performance community
which has evolved from its European origins to develop its own language, customs and spatial traditions.
My work charts street performers’ unique manipulation of public street space and the theatrical and
psychological techniques used to achieve an authoritative relationship over their incidental audiences.
While on the surface, street performance provides a welcome distraction to urban monotony, there are
deeper mechanisms at work which challenge the core principles of human movement and behaviour in the
‘urbanscape’.
The data for this paper was obtained through a year of empirical research in Australian cities where I
interviewed street performers and developed spatial theories in response to observations of their
performances and interactions with their audience. To complement the rigorous fieldwork component of
this study, this paper also utilizes sociological theories of both Edward Hall (1966) and Richard Schechner
(1988). By applying these theories to the genre of street performance, it is possible to better communicate
the complexities of defying traditional spatial configurations in the public sphere. Consequently, this study
is able to transcend the more visible aspects of street performance and focus on the under-researched area
of spatial tensions in contemporary street performance.
The findings of this study point to a series of spatial traditions which are unique to the genre of street
performance and have been transferred through the oral and observational traditions of the contemporary
street performance community. These techniques have been refined through practical application to create a
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prescribed formula which provides the spatial blueprint for most contemporary street performances enacted
in Australia.
Joanna Clyne holds a BA (Hons) Dip Ed. (Secondary) from Monash University and is currently a PhD
candidate in Theatre Studies and History at the University of Melbourne.
Christine Comans
Small, Medium, Large: Theatre Companies and Issues of Scale
A Case Study of a Medium-Sized Company
“Surviving but not thriving”. That is the message about small to medium-sized companies that Ian McRae,
Chair of the Theatre Board of the Australia Council, has been delivering since 2003. In the Theatre Board
Assessment Meeting Report of 2006, McRae strongly urged renewed financial support for this most
important sector given the significant decrease over the last 10 years and the consequent decrease in new
Australian works being produced. Without such support his prediction is that “considerable damage could
be done to the creative infrastructure across Australia – resulting in a loss of artistic vibrancy down the
track that could be very difficult to recover” (2006: 3).
This paper investigates one theatre company’s response to this unsettling scenario. How has the trienniallyfunded La Boite Theatre Company responded to this crisis? On the surviving to thriving continuum where
does it see itself? What are key artistic and organizational strategies that have been developed to keep the
company viable? Having completed a doctoral study in 2006 of the Company’s transformational journey
from 1925 to 2003, I will, in this paper, re-contextualize La Boite’s distinctive survival skills within the
current reality of fast disappearing federally-funded support.
Dr Christine Comans is Drama Discipline Leader, Creative Industries Faculty, QUT. In Performance
Studies she teaches and supervises in the areas of Australian theatre, drama education, and performance
making. Her doctoral study on La Boite Theatre Company, completed in 2006, was nominated by her
faculty for a university-wide thesis award. Her research interest in the Company’s work continues through
her role as its official historian. Christine maintains strong links with secondary drama education and
related professional associations, in Queensland, nationally and internationally. She is a past President of
Drama Queensland and Drama Australia. Between 1998 and 2002, Christine was Editor of Drama
Australia’s refereed journal NJ. Over the years, she has presented papers at IDEA, DA, DQ and ADSA
congresses and conferences. In recognition of her contribution to her field, Christine was awarded Drama
Australia’s President’s Award for Excellence in Drama Education in 2003. In the same year she won a
QUT Outstanding Academic Contribution Award for Excellence in Teaching.
Edwin Creely
Shaping a theatre community for participation and action: A Midsummer Night’s Dream in a
community theatre company
This paper documents the politics and democratic processes utilized in the creation of a Shakespearean
work in a community theatre company, from conceptualization, through rehearsal to final performance. The
paper discusses the ensuing problems and transformations that evolved out of the show and documents the
contingencies of theatre making in community. The research focuses on the question of how a community
theatre company maintained cohesion,inclusiveness and community involvement, as well as artistic
integrity, in the face of adversity and lack of experience by the
ensemble. The role of pedagogy in forming this community and in shaping a sophisticated piece of theatre
is discussed The Shakespearean work, A Midsummer Night's Dream, was re-conceived and re-invented as
an Australian story, and the original Shakespearean text was juxtaposed to fresh original text. The show
was also positioned as a musical, with extensive dance, physical theatre and Jazz music, so that the
Shakespearean work could find broader appeal within a community not used to this form of theatre. The
young, often inexperienced, cast lived the show like a community apart and created a triumph out of
difficulties—textually, relationally, logistically and financially. The successful completion of this show
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proved a watershed in the politics of the arts on the Morningto Peninsula,leading the local shire council and
a number of large private benefactors (including Esso) to more overtly support the company and its broader
arts focus. A small community company had managed to create a Shakespeare for the ordinary person and
in doing so had won over those who resisted putting money into arts endeavors.
Edwin Creely is a PhD student in theatre at Monash University. He has many years of experience in local,
amateur and community theatre, and has founded three community theatre companies.
John G. Davies
The Aesthetics of Desire: Community Theatre and its modal interface with Common Beauty.
This paper is the outcome of research undertaken around a community theatre production presented at the
Hamilton Fuel Festival 2006. Swamp Treasures was an attempt to articulate in a theatre aesthetic the plight
of the wetland regions in the Waikato province.
There were 80 participants, a choir, an orchestra, an elaborate set and lighting design and over 30
specifically made theatre masks. A selected percentage of the audience gave specific feedback to the
productions intentions and these comments form the basis of assessing the success of the attempt to
communicate political/conservation messages in a non didactic manner. The research specifically addresses
impressions of the capability of notions of common beauty to communicate specific ideas.
As Swamp Treasures was designed as a montage of impressions and points of view, the research has been
able to evaluate the artistic efficacy of the differing styles, and the aptitude of these techniques to transfer
political information.
John Davies has thirty years experience as a performing arts practitioner and was employed to teach on
the Theatre Studies Program at The University of Waikato in 2002. As a practitioner Johns current
activities have been dominated by directing opera, in particular new original New Zealand works. He
recently spent three weeks in Kyoto performing and studying Noh Theatre. It was his fourth trip in 24 years
to pursue this activity. As an academic his interest is taken up with performance studies, in particular the
work of young people, and the use of mask in intercultural performance.
Glenn D’Cruz
Documentary Video in Post-Dramatic Theatre: We Built This City and Hamletmachine
Video technology and video images are commonly used in contemporary theatre to acknowledge what
Philip Auslander calls mediatisation, particularly in what Hans-Thies Lehmann calls ‘postdramatic theatre’
(that is, theatre that does not exclusively focus on the dramatic text).
However, the use of documentary footage is often clumsy and provides little more than a backdrop to other
performance elements. This paper analyses the status and function of documentary footage in two recent
productions: Melbourne Workers Theatre’s We Built This City and a Deakin University student production
of Heiner Müller’s Hamletmachine.
Glenn D’Cruz is Senior Lecturer in Drama and Cultural Studies at Deakin University, Burwood. He is the
author of Midnight’s Orphans: Anglo-Indians in Post/Colonial Literature (Peter Lang, 2006) and editor of
Class Act: Melbourne Workers Theatre 1987-2007 (Vulgar Press, 2007).
Lesley Delmenico
“Spitting Out the Bones:”
Mapping Memories, Performing Presence at Cape Town’s District Six Museum
“The aesthetic form of the museum and its displays are rooted in the visual, verbal and material
contributions, interventions and rituals of visitors to the museum.”

10

—District Six Museum Website
Memories are serious business in South Africa. For the majority of its citizens, nostalgia, the ache of
invoking “simpler” or “better” times, is hardly an option. Instead, painful public memories shaped the
Truth and Reconciliation Commission. A dozen years after apartheid’s end, individuals still attempt to
process the extremities of its imposed state-sponsored system of oppression. In Cape Town’ District Six,
this took the form of dispossession.
In a racially-mixed working class area of the nation’s most liberal city, apartheid was applied in a
systematized Foucauldian style to both individuals and geographies. Individuals were racially reclassified
to facilitate forced resettlement when, in 1966, the district was declared a “white area” and its crowded
streets razed for development that never happened. The museum that sites these histories and attempts to
construct post-apartheid futures is housed in a Methodist church that was a site of struggle, and is now, as
its website states, “political, performative and emotional.”
Key aspects of the museum include sharing stories and re-placing visitors in a lost landscape. Visitors are
asked to write in names of residents and features in a central floor map that encourages “walking in the
city,” and to write statements on white banners that are later embroidered and hung from the ceiling. These
elements help to create a virtual de Certeauian space of lived memories, in which docents share their stories
with former residents. The staff encourages movement beyond performances of grief, as did the TRC, by
underscoring South Africa’s nation-shaping stress on reconciliation. At the District Six museum, this
project begins with what docent Linda Fortune refers to as a process of assimilating the past without being
literally choked by it, of “eating fish” and “spitting out the bones” of apartheid histories.
Lesley Delmenico currently chairs the Department of Theatre and Dance at Grinnell College, a liberal arts
institution in Grinnell, Iowa, where she teaches theatre and performance studies. She received her PhD
from Northwestern University. Her dissertation explored intercultural performances in the Northern
Territory, and she continues research into performance that responds to current issues both there and in
East Timor.
Jutka Devenyi
Evolution versus Intelligent Design: A Pseudo-Debate Performed with Bona Fide ˆ
The talk will analyze dramaturgical strategies used by contemporary leading scientists in the highly
politicised pseudo-debate on evolution versus intelligent design. It will look at Dr. Terry Tommyrot’s
spoof The Dawkins Delusion aimed at Richard Dawkins' bestseller, The God Delusion. The lecture will
also consider more common dramaturgical tools, for example highly rhetorical and often choreographed
lectures and video and audio clips deployed on websites of the two opposing camps to sway public opinion.
Specifically my paper will attempt to answer the following questions: Why do scientists choose
dramaturgical strategies to present their work? Does the current public interest in plays with scientific
themes influence the way science considers its relationship to the humanities? Is the importance of these
“dramatic gestures” marginal or do they point to future possibilities for an interdisciplinary collaboration in
the 21st century? I will also argue that the increasing dramatization of scientific discourse has
simultaneously surfaced with a marked public interest in plays with scientific themes (e.g.Stoppard's
Hapgood and Arcadia, Frayn’s Copenhagen etc). Whether intentionally or not, actually both trends
contribute to the emergence of a "third culture" envisioned in the second edition of C.P.Snow’s The Two
Cultures: a new era when intellectuals in the humanities and the sciences are actively engaged in a fruitful
exchange between the two fields.
Jutka Devenyi has been teaching at Cornell University, the City University of New York Graduate Center,
and Hunter College. She completed her MA in English and Comparative Literature at the Eotvos Lorand
University of Liberal Arts in Budapest, and received her PhD in Dramatic Arts at the University of
California-Santa Barbara. She published a book Metonymy and Drama: Essays on Language and
Dramatic Strategy (Bucknell UP) as well as articles appearing in the Journal of Dramatic Theory and
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Criticism, Real Deal and The Hungarian Review. She has directed and designed several contemporary
European and American plays in French and in English. Miss Devenyi has taught improvisational
exercises to disabled homeless women at the UN International Center in New York City, and worked with
the LAPD (Los Angeles Poverty Department), a community based art program designed to create theater
for and with the homeless of Skid Row. Recipient of a number of prestigious awards she has given lectures
on the role of science in the theater of the new millennium and organized a conference on the Theater of
the Middle East in New York City in 2004. In February 2003, Miss Devenyi was awarded the Sokol
Teaching Grant for studies in Arabic Theater. She has been a member of the New York Choral Society
regularly performing in Carnegie Hall and various concert halls at Lincoln Center. She is now a Lecturer
in the Theatre Programme of the Department of English at the University of Auckland.
Catherine Fargher
Creating emotional/biological space in performance: exploring extreme physical states in Biotech
procedures.
I would like to present the performance methodology by which I explored the procedure of IVF extraction
in my performance BioHome: the Chromosome Knitting Project. This includes the use of bodywork,
puppetry, verbatim theatre and text-based approaches.
Performance theorist Peggy Phelan notes in her article On Seeing the Invisible that the origin of body art
involved ‘a combination of courage and recklessness… performance artists of the 1970s focused
particularly on what happens to the body and mind when thinking is a secondary, if not an impossible,
response to the enacted event. Much of this work explored acute physical pain and touched on the elusive
horizon separating life from death.’ [Phelan: 2004: 17] According to Phelan, an issue for body artists of the
1970s was an investigation of the body as a medium for art and for life: how can the relationship between
the artist and her own body serve as a mirror for the broader drama of the relationship between the
individual and the social body?
In BioHome my responses to the invasive reproductive technologies such as IVF egg extraction, which I
had encountered in my research, as well as my conscious and unconscious responses to the ethics of
reproductive technologies, were the corporeal material from which my work arose and which it ‘mirrored’.
The body-based theatre exercises of Margaret Cameron and Nikki Heywood, to be discussed in this paper,
allowed me to channel this corporeal knowledge and create a work which I could share intimately with the
audience, so that my body could, in Phelan’s words ‘serve as a mirror for the broader drama of the
relationship between the individual and the social body’ [Phelan: 2004: 17]
The combination of theory and praxis has always been a fundamental feminist concern, and biology has
become another site for such investigation. The work reflected Elizabeth Grosz’s assertion:
The exploration of life, traditionally the purview of the biological sciences, is a fundamental
feminist, political concern…we need to understand, perhaps with more urgency than in the past,
the ways our biologies work with…cultural variation that concern politics and political struggle.
[Grosz: 2]
I will present that feminist artists cannot afford to defend definitions of nature or the female body that fail
to embrace the abundance and variation which biology allows, or express the extreme states that are created
by new procedures, especially as our bodies are inherently transformational.
Works cited:
Grosz, Elizabeth. In the Nick of Time: Politics, Evolution and The Untimely. Sydney: Allen and Unwin,
2005.
Phelan, Peggy. “On Seeing The Invisible: Marina Abramovic’s The House With The Ocean View.” Live
Art and Performance. Ed. Adrian Heathfield. London: Tate Publishing, 2004.
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Rosemary Farrell
See Independently Curated Panel 1. Circus
David Fenton
See Independently curated panel 3.
Madness in their Method: 3 case studies reflect on cacophony from inside the ear of performance-led
research
Julie Robson, David Fenton and Leah Mercer
Russell Fewster
Staging David Hicks
This paper will analyse key scenes from two recent stage productions concerning David Hicks. The
productions are X-ray by Adelaide playwright Chris Tugwell which premiered at the Adelaide Centre for
the Arts (a tertiary performing arts institution) in Adelaide in 2003 and which I directed. The second is
Honour Bound a dance theatre work directed by Nigel Jamieson and choreographed by Gary Stewart. The
production premiered at the Sydney Opera House in 2006.
The analysis will demonstrate how the body of the performer was employed to represent torture in these
two productions. It will highlight how the productions utilised both visual and audio means to achieve this.
The body is shown to be subject to visual signifers such as overalls, hoods and cage that symbolically
represent loss of freedom. These signifiers are argued to be weapons of torture that affectively destroy the
body’s sense of personal world or space.
In X-ray the movement of the body of the actor is slowed down as a literal and metaphorical representation
of extended time as torture. In Honour Bound the body of the performer is pushed to physical extremes to
the point where the dancers suffered exhaustion in performing the work. The sounds of the performer’s
bodies are foregrounded and articulated as a language that is closer semantically to actual torture, than
words can achieve
In Honour Bound the body is closely linked to video projection in two distinct ways: a spinning, upside
down body is kinetically fused with projection that replicates the body’s movements, and demonstrates the
disorientation of the body with the discarding of international conventions on human rights – a linkage
montage. Secondly the subjugation of the detainee’s body is highlighted through the contrast between the
two worlds of captor and captive – a collision montage. The effect upon the detainee’s family is portrayed
through projection of interviews which contrasted with official reports on the subject.
In performance the close relationship between the live body and media facilitates a semiotic/affective
aesthetic that is mutually reinforcing. I will argue that this aesthetic subsequently enables the reconstitution
of a body that had been hitherto virtualised or hidden from public view.
Russell Fewster is currently a PhD candidate in Theatre Studies at the University of Melbourne. His
research topic is the staging of the performer`s body in contemporary intermedial theatre. He is a member
of the Research Working Group òn Intermediality in Theatre and Performance of the International
Federation of Theatrical Research (IFTR). And he attended the working group`s meeting at a recent
conference on Intermediality in Canada in May of this year.
Russell has directed theatre for the past 20 years. Recent works include The Lost Babylon by Takeshi
Kawamura, a play concerning violence both virtual and real, Australian-Japanese collaboration , Shifting
Point/T-Factory Adelaide Fringe Festival 2006 and X-ray by Chris Tugwell a play concerning David
Hicks, AIT Arts 2003.
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Russell lectures in drama, performing arts and the application of new media to performance at the
University of South Australia in the School of Communication.
Rachel Forgasz
Flagships and Ivory Towers; Fences, Gateways, Fields.
Between the professional theatre industry and the theatre studies academy there is an acknowledged divide,
a distinction periodically expressed through metaphors which evoke an architecture of separation which is
concrete in both senses (in that it is both entirely tangible and utterly unyielding). The enormous scale of
the divide is revealed in this paper through an exploration of the perspectives of 8 prominent Australian
theatre practitioners on the relationship between the mainstream theatre industry and the theatre studies
academy.
Based on a series of interviews conducted between June 2004 and September 2005, this research reveals
the extreme division between the professional and academic fields as it is understood by practitioners
themselves. But practitioners‚ views on the possibility of achieving greater reciprocity between the fields of
mainstream theatre and theatre scholarship also serve an emblematic function; they represent practitioners‚
more holistic perceptions of the position occupied by the theatrical mainstream within the broader cultural
landscape and the place afforded to intellectual inquiry within it.
The emergent positions adopted by interview participants are, indeed, extreme: disengagement,
disinformation and disinterest abound. Dissatisfied and disheartened by their self-perceptions as dominated
agents within their own field of practice, interview participants position themselves in extreme opposition
to the academy. And while they themselves provide often pragmatic justifications for their lack of interest
in engaging with the theatre studies academy, their extreme responses are also read as part of a strategic
struggle to either protect or augment their positions as experts within a field where other forces threaten
continually to divest them of capital and position.
Rachel Forgasz is in the final months of her PhD candidature in the Centre for Drama & Theatre Studies
at Monash University. Her thesis explores the question of mainstream theatre practitioners' understanding
of their own field, and its intersection with the field of academic theatre studies. She is also an experienced
secondary school teacher and tertiary level tutor, currently teaching in both the Centre for DTS and the
Faculty of Education at Monash University. Rachel is also a performer and theatre director and is the
Performance/Art Coordinator at St Kilda's 'Abode.'
Sarah French
Minority-memory and the female subject in the theatre of Laurence Strangio and Caroline Lee.
This paper will discuss three performances co-created by director Laurence Strangio and actor Caroline
Lee: Alias Grace (1999; 2001; 2005), Portrait of Dora (2000) and La Douleur (2004; 2006). Strangio and
Lee adapted their performance texts from the literary works of Margaret Atwood, Hélène Cixous and
Marguerite Duras respectively. In each case the text is a fictional recreation of an actual historical female
figure, who was then re-interpreted and performed by Caroline Lee in the theatrical adaptation.
Each performance depicts the personal and traumatic memories of its female protagonist and her ability or
inability to resolve the past and remake the self in the aftermath of trauma. In these plays memory functions
as a powerful entity through which to reassess patriarchal history and as a vital tool for the female subject
to reconfigure her own sense of history and identity. My paper suggests that these memories can be read as
‘counter-memories’ that stand in contrast to dominant patriarchal and hegemonic versions of the past.
The paper will draw on Rosi Braidotti’s notion of ‘minority-memory,’ appropriated from the work of Giles
Deleuze. Minority memories are distinguished from majority-memories, which are fixed, permanent and
firmly located in the past. Braidotti further suggests that these memories pertain to a masculine,
phallocentric subject whose identity is similarly fixed and impenetrable. Braidotti advocates a more fluid

14

conceptualisation of memory that is not linear, spatial or fixed, but rhizomatic, free-flowing and multiple.
Similarly, the minority-subject is a subject in flux, or that which Braidotti calls a “subject-in-becoming”
who reinvents herself continually through her fluid relationship to memory. My reading of the female
protagonists as minority-subjects will illuminate the resistant and subversive role of the feminine countermemories depicted in these performances.
Dr Sarah French is a lecturer and tutor in the Creative Arts Program at The University of Melbourne in
the areas of Theatre Studies, Media Studies and Feminist Interdisciplinary Studies. Her PhD dissertation,
completed in 2006, is an interdisciplinary thesis that examines the representation of Memory and Female
Subjectivity in Feminist Film, Theatre and Literature.
Sandra Gattenhof
Bound to Honour: the detention of David Hicks as performance
When you think of the war on terror, Guantanamo Bay and the incarceration of David Hicks you don’t
automatically think of an aerial performance. The 2006 production of Honour Bound created by Nigel
Jamieson and Australian Dance Theatre’s Garry Stewart raises questions about human rights, justice and
the role of politics in the war on terrorism. Using the processes of intermediality the production wages a
physical assault, akin to David Hicks’ experience, on the audience through a combination of set, sound and
lighting with dance, aerial work and physical theatre to symbolically communicate the confronting aspects
of imprisonment and incarceration thereby enhancing the visceral experience for the audience. In the field
of contemporary performance it is often said that form is content and content is form. This paper will
demonstrate how the use of brutalised form personifies the pain and distress of David and his parents.
Dr Sandra Gattenhof is Study Area Co-ordinator and lecturer in contemporary performance and drama at
QUT’s Creative Industries Faculty (Performance Studies). She guest lectured at Griffith University,
Australian Catholic University and Nanyang University, Singapore. She is the President of Drama
Australia and current editor of Australian Drama Education Magazine (ADEM) for Drama Australia,
education editor for Lowdown – Youth Performing Arts Magazine, current chair Contact Inc Youth Arts,
Board member of Zen Zen Zo Physical Theatre and working party member of Young IDEAS for
International Drama/Theatre in Education Association. Sandra is past president of Drama Queensland and
a past Queensland board member of Young People and the Arts Australia (YPPA). She has recently
published a research monograph for Drama Australia titled Drivers of Change: Contemporary Australian
Theatre for Young People. Her research interests include contemporary performance, theatre for young
people, drama education and new media/interactive teaching environments.
Elissa Goodrich and Sean Bacon
before...after, part 2 - an audio-visual performance presentation
A presentation performance “before…after, part 2” - explores degrees of emotional and narrative
manipulation.
An audio and visual presentation incorporating pre-recorded sound and video design (focussing on
conversations), and, live performance with video feeds(Live performance involves solo percussion that
alternately mimics, accompanies and crashes into the sound design/ voices). Live percussion will build
upon the pre-recorded sound manipulating ways of hearing and responding to the voices and spoken words
–from abstract, dissonant sounds to conversation. Similarly video feeds will build upon and interrupt prerecorded visual material, providing alternative, manipulated ways of viewing and responding to the people
in conversation.
“before…after, part 2” will explore how repetition and silence effect our understanding of what we are
listening to, and how the order in which we view events alters our understanding, our perception of what
'really' happened.
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The presentation offers an experiential starting point for further discussion and debate.
Sean Bacon (Video Artist)
Sean studied video, graduating with 1st class Honors in 1998. He has exhibited at The Museum of
Contemporary Art Sydney, among others. In 2000 Sean had a 4-month residency at the Cite Des Arts Paris.
(2000-2) He worked with the French Dance Company Experience Harmaat, and their collaboration
Nobody Nevermind opened the performance section of the prestigious Venice Biennial (2001). Other works
include a solo show, Collective (Cast Gallery, Hobart); Brilliant Refraction (Cube 37, Melbourne),
numerous collaborative performance pieces, Sleeplessness (Performance Space 2003) and Y.smith
(Performance Space, July 2005) The
Wages of Spin (Performance Space, June 2005,national tour 2006). In October 2005, Sean undertook a 3month residency at the Australia Council’s Green Street Studios in New York City. He is currently based in
Sydney working on a number of projects. In 2006 Sean participated in the Performance Space's residential
residency Time Place space 5 at QUT,
Brisbane with Elissa Goodrich.
Elissa Goodrich
Elissa Goodrich is a freelance percussionist and composer and autonomous arts maker. Since 2000 Elissa
has devised and directed physical theatre works. Elissa’s autonomous physical theatre projects (as
deviser/ director/ composer) include: Golden Chains, La Mama (2005), Binded Flight, Dancehouse (The
Myer Foundation) (2003), Invisible CitiesI & II, Hawthorn Town Hall, (City of Boroondara)(2001 &
2002).
In 2006 Elissa participated in The Performance Space’s Time Place Space 5 residency at QUT, and toured
to New Zealand as co-founder and co-collaborator for audio-visual group Slide into Sound’s ‘Playing
Space’ installation tour, opening Double Dialogues’ conference, ‘on space’, (Australia Council ) (2006).
Elissa continues to perform and compose for director Bagryana Popov’s theatre productions including:
White Neda, La Mama,(1998), Stories from the Hidden City, Melbourne Museum, (2002), Subclass 26a, 45
Downstairs, (2005) Sunflower, creative dev.(2006/ 2007), and, Progress and Melancholy, (2007).
Other theatre and dance projects include: Kate Sulan (dir.) Silence,Adelaide Fringe (1998), Deborah
Leiser-Moore (dir) Exile and Ecstasy, Memorial Hall, St Kilda, (2004), Ilan Abrahams’ 1803, return
seasons, Collingwood Farm (2003 & 2005),The Torch Project’s Home is my Castle, Kirk Robson (artistic
dir.) (2005). Ru Atma’s Pulang Kumbali, creative dev., Dancehouse, (2005), Wendy Rule’s Persephone’s
Descent, creative dev. (2006) towards Dante’s performance season (2007).
In 2005 Elissa co-founded original ensemble The Shannon-Goodrich Ensemble with colleague, pianist
Clare Shannon. This year they undertake a new music project Worlds within Worlds with writer translator
Ali Alizadeh, (2006/07). Elissa is also currently tutoring and studying for her Masters
of Creative Arts (Theatre Studies/ History) by Research at Melbourne University. Elissa's most recent
academic publication is with API network's New Talents 21C Journal(to be published in 2007) and
analyses recent Australian broadsheet media's response to Australian contemporary theatre .
Helena Grehan (Murdoch University)
See Independently Curated Panel 1:
Dialogues on representation: Ngapartji Ngapartji and The Odyssey
Adrian Guthrie
A provisional theory of relativity: technology, creative culture and war
The early twentieth century provides a dominant trope with the historical avant-gardes, and the first
industrial global war concurrent with a ferment of bohemian originality: all predicated on defining the new.
For a later generation rapid innovation in communication and transportation globalised America’s
excursion into the Vietnam War, and it was this war that became the sounding board for a moral outrage
that gave focus to the resurgent bohemianism of youth culture and the counter culture: looking toward a
utopian future. The alternative theatre produced in Australia in the 1970s was frequently oppositional,

16

unashamedly campaigning for a progressive politics and new aesthetics. Their innovations produced acting
which was specific and local (no more Standard English), a genre of national drama that quickly triggered a
resurgence of national cinema, and engagement with a complex of communities, minorities and subcultures that had been largely without public voice.
It remains a compelling question to gauge where this model – rapid advances in technology and creative
performance making in a time of war – now stands in light of the current digressions into wars (invasions)
premised on market opportunities in a neo-neo-colonial resources grab.
Dr Adrian Guthrie is Media Arts Program Director at the University of South Australia, performancemaker, stage director and playwright. He started the ‘alternative’ Claremont Theatre in Melbourne in the
1970s and still has a commitment to innovative performance work, currently with installations and digitally
mediatised performance, as well as stage works.
Bree Hadley
‘With a vengeance’ – stagings of self in contemporary performance
Taking Elin Diamond’s claim that performers have the power to remember their bodily markers ‘with a
vengeance’ (Unmaking Mimesis viii) as my point of departure, in this paper I examine the politicallycharged, confrontational strategies artists marked by their appearance, age, (dis)ability or race use to stage
their experience of ‘self’ for audiences. I explore a shift in such stagings of ‘self’ towards the end of the
twentieth century, which saw artists moving past performance art into practices that make their identity
explicit in a different way, emphasising the fact that size, age, ability and race are constructed identities that
are at the same time all too discomfortingly real for those who live them. Focusing on examples such as the
staging of a ‘fat self’ in the work of Katy Dierlam and Jo Brand, a ‘disfigured self’ in the work of Jennifer
Miller and Jo Spence, a ‘disabled self’ in the work of Mat Fraser, Bill Shannon and Carrie Sandahl, and a
racially differentiated self in the work of Guillermo Gómez-Peña, I unpack some of the aesthetic strategies
these artists use to push stereotypes about their category of ‘self’ to the extreme, physically, or
symbolically, with a political end in mind. I argue that such strategies push the artists’ staging of self
towards a hyperreal state. A state that is, for all its recognisability, so much more harshly drawn than its
real-life referent that it becomes a simulacra, performative in the sense that its ability to exceed its
authenticating referent ironically makes it seem all the more real, all the more painful. I conclude with
analysis of the riskiness of such representational strategies, which, for all that they offer a comic,
confronting or vengeful staging of ‘self’, can still be read by audiences accustomed to living with accepted
identities as simply reconfirming medical and cultural stereotypes.
Bree Hadley is Lecturer in Performance Studies at Queensland University of Technology. Her current
research investigates representations of gender, race, class, culture and (dis)ability in performance, power
relations in training, rehearsal and performance, and the role the performing arts play in community,
urban and cultural development.
Hilary Halba
Torture and Tango: Politics, Socio-biology and the Dance of Intimacy in Stuart Hoar’s Backwards in
High Heels.
New Zealand playwright Stuart Hoar’s latest play, Backwards in High Heels, sets the contrasting aesthetic
styles of raw, emotionally-charged Argentine tango and ‘living room’ naturalism against each other as
potently contrasting texts. Tango, in this play, suffuses the action with an entrancing sexuality but also
symbolises the intimate embodied experience of torture in Argentina’s ‘Dirty War’. To dance tango and to
torture are extreme states of corporeal experience in which one must be in close and intimate connection
with another body. The immediacy and emotionality of the tango text is further set against the play’s
discourse on the doctrine of Socio-biology that reduces human emotion to a chain of chemical reactions in
the brain:
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JONATHAN
MARTA

I want you.
That is what you want to believe but the chemical sequence is
dopamine, norepinephrine, serotonin. The last one can actually make people
mad.

This paper analyses Backwards in High Heels from an actor’s perspective, examining the dynamic shifts
required from the performer as naturalism, tango and theoretical discourse exist contiguously in the
performance, each examining an intimate brutality of human bodily experience in its own way. In addition
to discussing theories of actorship, my argument is influenced by the writings of Artaud and Foucault.
The paper focuses on Circa Theatre’s 2007 production of the play in which I played the lead role of Holly.
This presentation will include tango-dancing.
Hilary Halba is an actor and director with over 20 years' experience in professional theatre, television and
film in Aotearoa/New Zealand. She currently works as Executant Lecturer in Theatre Studies at the
University of Otago. Her research interests include bicultural theatre in Aotearoa/New Zealand and actor
training.
Helena Hammond
Dancing in extremis: new technologies and the new humanism in the choreography of Wayne
McGregor
This paper examines the politics of extremity in the choreography of Wayne McGregor. It focuses on how
McGregor’s co-option of an extremity facilitated through new technology - via, for instance animatronic
prosthetics, giant kinetic limbs, and digital imagery - is ultimately highly humanist in its affirmation of the
body. Technology, I will suggest, enables an extreme body that stages - through that very technological
appropriation - its own resistance to the threat of its erosion and redundancy in an advent of digitisation.
Globalised technology and dominant attitudes to the body will be situated as fundamentalist and
essentialising practices, ones which McGregor’s bodies in extremity dance against.
Helena Hammond’s post-doctoral research is centred on the politics of historical representation in dance
in connection with which she is currently a Visiting Fellow at the Humanities Research Centre of the
Australian National University.
Ryan Hartigan
'They Watch Me as They Watch This'
Alfred Jarry, Symbolism and self-as-performance in fin de siècle Paris
Since its production was greeted by riots in 1896, Alfred Jarry’s Ubu Roi has been considered amongst the
most famous events in theatre history. The fame of the production, in tandem with a colourful personal
mythology, makes Jarry a consistent inclusion in histories of the theatre as a whole and avant-garde theatre
in particular. However, his eccentric behaviours have frequently been examined in the service of
dismissing him as a purely attention seeking individual. Consequently, critical evaluations of the
production tend to be coloured by disapproval regarding the peculiarities of its author.
This paper examines Alfred Jarry’s appropriation of the aesthetics of symbolist self-as-performance in fin
de siècle Paris. Jarry’s perceived eccentricities are often supplied in detail by his biographers, but are
decontextualised and considered to be nothing more than an antagonistic and immature demonstration of
attention seeking behaviour. However, when his behaviour is located within the salons of the belle époque
it is far more significant in character: it demonstrates a profound understanding of the symbolist aesthetic
of displaying artistic discourse by transforming the self into a work of art. It is Jarry’s awareness and
development of these conventions that proves crucial in his rapidly occupying such a central place within
the symbolist sphere, and enables him to position himself at the heart of the tumultuous event that was the
production of Ubu Roi.

18

Ryan Hartigan has recently completed his Masters in Theatre at Victoria University of Wellington, New
Zealand. The thesis is a critical reevaluation of Alfred Jarry and Ubu Roi, examining the production’s
reception and perceived “scandal” in relation to Symbolism and the theatre in fin-de-siècle Paris. He will
shortly take up a place as a PhD candidate in Theatre Historiography at the University of Minnesota,
where he has been awarded one of the prestigious Graduate School Fellowships for 2007. He is also a
Chapman Tripp Award winning young director and founder of the acclaimed Theatre Pataphysical. He
has taught at Victoria University of Wellington, Massey University, and Toi Whakaari: New Zealand
Drama School. His research interests include recontextualising the avant-garde, the ontology of
representation, and human display as performance.
Janys Hayes
Documenting the site-specific: non-theatre spaces, politics and the landscape
The uneasy relationship between the documentation or analysis of a site-specific performance and the
audience's experience or contact with the event, sets new tasks for the researcher of popular performance.
The impact of altering traditional boundaries between audiences and performers, as well as audiences and
their landscapes, in non-theatre spaces, may be underestimated through processes of documentation,
lending weight for new appraisals of site-specific performative events.
The Viva La Gong Festival, run by Wollongong City Council’s Cultural Services since 2001 has been
described in the Council’s Cultural Plan as ‘the premiere arts and cultural celebration in the Illawarra’. Yet
by the end of 2005 the festival’s future was in jeopardy. Assessed as a tourist opportunity, the festival was
analysed as attracting few from outside of the Illawarra region. As well it was seen as over-stretching
Council staff resources.
This paper uses case studies of site-specific performances at Viva La Gong Festivals to highlight divergent
political perspectives of performances in non-theatre spaces in small cities. The recognition of outdoor
performance in regional cities as cultural capital is contrasted with the problems encountered when
independent artists express their desires for innovative and/or transgressive artistic expressions outside of
theatre spaces. The absence of documentation may become a means of stultifying cultural innovation.
Janys Hayes, Lecturer in Performance: Bachelor of Science (Honours), University of Melbourne; Diploma
in Acting, Drama Centre, London; Master of Creative Arts, Directing, University of Wollongong.
Janys Hayes is a theatre director, actor and teacher of acting. She trained at the Drama Centre in London,
specialising in Character Analysis as taught by Yat Malmgren and is now engaged in a doctorate on
Malmgren’s work. Janys is currently a Lecturer in Performance at the Faculty of Creative Arts at the
University of Wollongong.
For the last six years Janys’ theatre practice has centred on Wollongong, where she runs a political theatre
company, Critical Mass Theatre, chairs the advisory committee for independent performance in the region,
Performance Illawarra, and contributes regularly to performances at the Viva La Gong arts festival.
Janys has acted for Melbourne Theatre Co., Theatre South, Hunter Valley Theatre Co., Freewheels and
Salamanca Theatre.
Rand Hazu
The Body in Extremis: Asylum Seekers and Acts of Resistance
Throughout the most recent period in the history of Australia’s treatment of asylum seekers, and within the
theatre that has emerged in response to the plight of those detained in immigration detention, the figure of
the suffering body is a recurring and enduring image. This is the starving body of the detainee defiantly
enduring a hunger strike behind the razor wire of immigration detention centres. It is the cut and bleeding
body of the detainee who engages in acts of self harm. This is the body in its deepest extremity, the
suffering and violated body that Stanton Garner has called the ‘the body in extremis’. This paper seeks to
address this image of the suffering body, the body in extremis, as a recurring motif in the theatre engaging
with the plight of asylum seekers arriving on Australian shores.
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Rand Hazou completed a Bachelor of Arts in Geography, Media Studies and Drama at the University of
Queensland in 1998. In 2003, Rand completed a Masters Preliminary in theatre and Drama at La Trobe
University. In 2004, Rand was commissioned by the UNDP to travel to the Occupied Territories in
Palestine to work as a theatre consultant running workshops for Palestinian youths. Rand is currently a
PhD candidate at La Trobe University, and is investigating the latest wave of political theatre in Australia
dealing with Asylum Seekers and Refugees.
Guy Hooper
What happened to Community Theatre?
This paper arose as part of a wider research goal to explore the legacy of what has been termed “the
Australian Community Theatre movement” and is an initial exercise to bring together a preliminary review
of writing in the field with some primary data and qualitative research.
In Australia in the 1980s an alliance, mainly composed of small theatre companies, emerged which aimed
to create greater diversity in contemporary theatre practice at the fundamental levels of content, target
audience, funding, and working methods. Four National Community Theatre Conferences were held
between 1983 and 1987, attended by workers in these companies as well as other artists and administrators
who identified themselves as working in the field in addition to representatives of funding bodies,
government agencies, unionists and educators. Since the early 1990s the number of companies identifying
themselves as practising Community Theatre has dramatically declined. This paper will examine the work
of two companies, HotHouse Theatre and BighART to explore the reasons for this decline and to ascertain
to what extent, if any, Community Theatre continues to be a field of performance practice.
Guy Hooper is currently the Associate Lecturer in Theatre and Drama at La Trobe University’s Wodonga
campus. He has worked as an actor, deviser and director for over twenty years with companies such as
Death Defying Theatre, Circus Oz, The Murray River Performing Group, Back to Back, Elston, Hocking
and Woods, La Mama, Playbox, Zeal and HotHouse. He also works in the area of community cultural
development; teaching and creating performance with marginalised groups and directing community
festivals. His research interests are regional theatre, physical performance and Shakespeare in
performance.
Emma Hughes
Who shot the feminist? An investigation of farce in Joanna Murray-Smith’s The Female of the
Species.
This paper will delve into the extreme, dark, dangerous, rebellious and base genre that is farce. The genre
that gives audiences the opportunity to see their deviant and destructive fantasies enacted. It will look at the
manner in which Joanna Murray-Smith’s The Female of the Species, in the Melbourne Theatre Company’s
September 2006 production, utilised the genre of farce to (rather than subvert social norms) fight the
feminist fighter. The Female of the Species employs the comic mode of farce to create one long joke and
permit its audiences to revel and to indulge in watching the entrapment of, threat to and ultimate
destruction of a female character that is framed as a selfish matriarch. Recreating, adding to and twisting
the events of prominent feminist Germaine Greer’s actual hostage experience (in which a young woman
held her captive in her country home) Murray-Smith inverts/reverses farce’s most common political goal,
rebellion against convention. Milner Davis says that at the heart of farce “is the eternal comic conflict
between the forces of conventional authority and the forces of rebellion” (Milner Davis 1978, 24). In The
Female of the Species, Murray-Smith repositions the concepts of convention and rebellion framing
feminism as a convention that has been thrust on to society by academic institutions and inconsideratefickle writers, Murray-Smith changes the game and the players. It is no longer the patriarchy, but the
matriarchy that must be dethroned. This paper examines the ways in which the text and MTC’s production
of Murray-Smith’s The Female of the Species employ the genre of farce to make a mockery of feminists
and feminism.
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Emma Hughes is a postgraduate student in the Theatre and Drama Program at Latrobe University. Her
research interests include: looking at representations of women in drama and theatre, gender performance
and resistant reading. She has an interest in devising performance through collaborative methods and has
been actively involved with the Brunswick Women's Theatre.
Anja Kanngieser
Using the future to potentiate the past: performative methodologies of the Future Archive, and the
case of the G8.
In 2004, U.K. based artist Manuela Zechner initiated the Future Archive project, a creative platform that
“issues a series of responses to the problem of how to perform the future.” These responses are generated
through the facilitation of interview and discussion forums in which the participants are asked to inhabit a
self determined version of futurity from which to remember contemporary society. This methodology,
which can be linked to practice-as-research in its “attempt to see and understand performance media
practices and processes as arenas in which knowledges might be opened”2, is concerned with creating
spaces from which to performatively interrogate current vocabularies and discourses in order to posit new
ways of thinking, speaking and behaving. As Zechner writes, the methodology “engages speech acts which
receive their legitimacy not only via interpellation and promise, but, taking a historical position of
remembering, allude to a possible regime of truth – thus multiplying their power of creating a reality out of
an utterance.”
I was invited to collaborate on a satellite project of the Future Archive around the G8 protests being held in
Heiligendamm, Germany, 2007. The conceptual basis for the project arose from a necessity to investigate
the relationships between hybrid artistic, political, and social activist speech economies and practices. Key
to the project is the question of how different modes of rhetoric, apparent in contemporary political artist
and activist circles, translate into action?
This paper will discuss and analyse the findings of the satellite project in three different locations; the “nonaligned initiatives in education culture summit” in Berlin, the G8 protests in Heiligendamm and the Centre
for the Study of Social and Global Justice in Nottingham. This analysis will concentrate on the experiences
of using a performative methodology to interrogate political activism in order to indicate some ways that
such methods may (successfully or less successfully) be useful to discussions held in alternative forums and
spaces on contemporary socio-political issues.
1

PARIP (Practice as Research in Performance) website. Available at http://www.bris.ac.uk/parip/faq.htm.

Anja Kanngieser is a phd candidate at the university of melbourne, australia. she has been working on
examining the intersections between aesthetics and activism, specifically german activist groups that use
aesthetic techniques as a means of articulating their dissent. She is also involved in the future archive
project, and works with performance and radio.
Alex Kelly (Producer Ngapartji Ngapartgji)
See Independently Curated Panel1.
Dialogues on representation: Ngapartji Ngapartji and The Odyssey
Adrian Kiernander
Palpable Hits: Stage Combat in Australian Shakespeare.
This paper looks at changes in representations of violence in performances of Shakespeare’s plays in
Australia, examining a movement in terms of stage combat towards either something resembling historical
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accuracy or a stylised aestheticism, and away from an earlier approach which might be called
conventionalism. In the process, the paper attempts to move beyond the frequently noted opposition
between presentism and historicism in approaches to the study and performance of Shakespeare.
The paper refers to Australian practice from 1965 to the present, and uses as examples recorded footage of
rehearsals and performances collected as part of the Stage on Screen project at UNE. It concentrates on
productions of Macbeth and Romeo and Juliet.
Professsor Adrian Keirnander, School of English, Communication and Theatre
University of New England
,
Benjamin Knapton
9/11 As Contemporary Performance
Postdramatic Theatre (Lehmann 2006) offers a substantial theoretical vocabulary for analysing process in
contemporary performance. Over recent times performance making is more and more associated with a
broader approach to performance writing. This notion is frequently seen in the shift from drama studies to
performance which brings with it a focus on ‘embodied practice and event [as] a recurring point of
reference’ (Kirshenblatt-Gimblett cited in Schechner 2002)
Lehmann suggests there is a structurally changed quality of the performance text and the type of sign usage
being employed now is ‘more presence than representation, more shared than communicated experience,
more process than product, more manifestation than signification, more energetic impulse than
information’ (2006, 85). Based on this understanding this paper argues that 9-11 as a performance event
embodied notions of presence, sharing, process, manifestation, and energetic impulse. It suggests the
instigators of this event engaged in the same structural contemplations as contemporary performance
makers.
Ben is currently undertaking a Practice-led Master of Arts (research) at Queensland University of
Technology. In October 2006 Ben travelled to Quebec City to observe the practice of world renowned
theatre director Robert Lepage and his company ExMachina on their new production Lipsynch.
As an emerging director Ben has written and directed shows for the Woodford Folk Festival, Out of the
Box, Queensland University of Technology and Griffith University. He has worked as an assistant director
with Omniax Drama and Performance for Queensland Arts Council show Fair Play, La Boite Theatre
Company on James and Johnno and The Dance of Jeremiah and Brisbane Festival on Winners in 2006.
Presently Ben works as a sessional academic at Queensland University of Technology teaching various
subjects in Performance Studies, Cultural Studies and Creative Writing. Gaijin is Ben’s latest show which
he has directed and co-written - it will have its world premiere at the Brisbane Powerhouse early 2008.
Alexandra Kolb
Clashing Ideologies: Johann Kresnik’s Choreography of German Reunification
This paper addresses the radical political impetus of the Austrian choreographer Johann Kresnik, and
contends that he is a key figure in considering how questions of national and cultural identity are embodied
in dance theatre. It focuses on Kresnik’s 90-minute piece Wendewut (1993), based on a text by the leftwing journalist and former West German consular representative in the GDR, Günter Gaus. The story
relates the difficult quest of an East German fellow-traveller for a new cultural and national identity after
the 1989 Wende – the end of the GDR and the reunification of East and West Germany.
My discussion considers how Kresnik, a staunch communist, deals with the challenge of translating a
fictional text and a contemporary political theme into choreographic theatre. It specifically examines how
his piece uses bodily movement and collectively recognised symbols of German cultural identity to depict
the clash between two diametrically opposed national ideologies – capitalist parliamentary democracy, and
state communism, respectively. Kresnik’s approach differs from that of many other plays, novels and films
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concerning German reunification, in that his acid critique of German life and culture extends to both
regimes. His female protagonist is torn between what seem two equally malicious worlds – the memory of
the old and the realities of the new.
In aesthetic terms, Kresnik propagates an ‘aesthetics of the ugly’, paralleled in other German and Austrian
works such as those of theatre director Peter Zadek and the author Thomas Bernhard. The paper discusses
several reasons for this breakdown of traditional aesthetic conventions. They include the attempt to reverse
the “aesthetisation of politics” witnessed in fascist regimes (cf. Walter Benjamin), the rejection of the
commodification of the beautiful (cf. Adorno) and the arguments of a figure at the opposite end of the
political spectrum, the hard right-wing Hans-Jürgen Syberberg.
Alexandra Kolb is Lecturer in Dance Studies at Otago University in New Zealand. She obtained a
doctorate from the University of Cambridge on the interconnection between European dance and literature
in 20th century modernism. She trained professionally in dance in Düsseldorf and at John Neumeier's
renowned Academy of the Hamburg Ballet. She has published articles on the relationships between dance,
literature and politics, and her book on "Performing Femininity" (Oxford) will appear in print next year
Barry Laing
Physical Practice / Imaginal Play: Un-disciplining the Performer
This paper will draw on tropes of ‘tyrannies and lies’, ‘knowledge and truth’, 'discipline and violence',
'resistance and body'. These tropes are heuristically derived from the author’s professional experience as a
performance maker, particularly influenced by Monika Pagneux, Philippe Gaulier, Anzu Furukawa,
Theatre de Complicite and Pantheatre.
Drawing further on wide readings ‘around’ performance, the paper engages with James Hillman’s writings
in imaginal psychology, the writings and theories of Italo Calvino, Paul Virilio, Deleuze-Guattari, Roland
Barthes, Adam Phillips, Hélène Cixous, and Slavoj Žižek among others.
Principally concerned to elaborate a pedagogy and performance practice that resists resolution into one set
of formal or aesthetic pre-occupations, the paper interrogates (polemically) a number of discursive
'tyrannies' associated with disciplinary boundaries and actor/performer training — the Real, Truth, and
Emotion, to name a few. Specific examples of practical ‘exercises’, ‘training’ and ways-in will be
elaborated from the author’s body of work as a performance maker, including workshops developed over
ten years (Little Tyrannies, Bigger Lies; Dissent/Descent and Desire; Physical Practice/Imaginal Play).
The work of Forced Entertainment, Goat Island and Lone Twin will also be referenced.
In the context of theatre and performance, James Hillman has said that wherever there is resistance, there is
body. ‘Body’, as in a good red wine. Body in the sense of the materialisation of images and the
imagination. Body that realises the invisible and makes it visible. More than a working principle or
physical and imaginal strategy, such resistance may also be entertained as always and already constituted
by, and taking place in, social and political dimensions. The danger where pedagogy and actor/performer
training is concerned, if lacking articulation and depth in these terms, is in the slide towards merely
enacting discourses ratified by the Academy, the demands and needs of a performance ‘Industry’, or the
fantasies, platitudes and banalities of a particular pedagogue or ‘method’. When such is the case —
disciplined and trained ad infinitum — the ‘body’ is often dead on arrival.
Barry Laing is an award-winning director, dramaturge, performer & teacher with a wide and eclectic
range of experience in many performance contexts, including theatre, dance and visual arts. He has
worked & trained extensively in Europe & Australia since 1989 with Philippe Gaulier, Monika Pagneux,
Theatre de Complicite, Pantheatre, Al Wunder & Anzu Furukawa. Barry co-founded Ex-Stasis Theatre
Collective in 1992 & co-directed, adapted & performed in Beautiful Mutants for the Festival of Perth in
1993. He was the co-recipient of the Gloria Payten & Gloria Dawn Foundations Travelling Fellowship,
1998. Barry has worked extensively as a director with desoxy Theatre, The Business, Born in A Taxi,
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Deborah Hay, Emma Bathgate, Corpora, The Magic Bike Group, Is Theatre Ltd, Ozanam Community
Centre, The Relocated Arts Project, The Amazing Business (Space Munki), The Ennio Morricone
Experience (The Session – Malthouse Theatre, Melbourne, 2006), Blue Vault and Stuart Orr (Telefunken –
inaugural Melbourne Fringe Touring Award, 2005; Malthouse Theatre, Melbourne and Queens Theatre,
Adelaide). He has performed a series of solo works — Rapture I, II, III in Melbourne & the UK (19972001). Barry is a teacher and lecturer in Performance Studies, Victoria University and VCA (Centre for
Ideas and School of Drama). He completed a PhD in Performance Studies, VU, 2002. Publications
include: ‘Walking the Imagination’, Realtime, Issue 70, 2005; ‘The Knife and the Stethoscope: Pedagogy in
Performance’, Realtime, Issue 38, 2000; ‘Beautiful Mutants’ with David Williams in R. Allen & K.
Pearlman eds. Performing the Unnameable: An Anthology of Australian Performance Texts, Sydney:
Currency Press, 1999; ‘Little Tyrannies, Bigger Lies: a Letter from the Other Side’ in ‘On Place’,
Performance Research, 3, 2 Summer 1998.

Kathryn Leader
Confronting Performance: Sexual assault and the courtroom.
In 2003 a gang-rape trial involving four brothers was held in Sydney. Two of the brothers accused opted for
self-representation, and demanded their right to cross-examine their alleged rape victims. This legal right is
known as Œconfrontation‚, where the accused is entitled to face their accuser in a public space. Derived
from English legal tradition, this Œconfrontation‚ is framed as a ritual performance that involves barristers,
witnesses, accused and accusers, judges, jury and audience.
However public opinion revolted at the possibility of the accused using
cross-examination to humiliate and harass women on the stand. Legislation was rushed through State
Parliament to prevent this taking place. The NSW Law Reform Commission, supporting the decision,
claimed the accused desired Œto obtain advantage by virtue of the intense character of direct personal
confrontation. This advantage has never been part of the function of a trial‚.
This contradicts legal reports that show the vast majority of women who
undergo cross-examination in sexual assault trials experience feelings of being „re-violated‰ by the
confrontational mode of questioning in the courtroom. This contradiction is characteristic of the ambivalent
and implicit role of performance in the law. On the one hand performance is indelibly linked with artifice,
and the courtroom remains a place where it is still expected that a jury may assess the victim‚s
Œdemeanour‚ to determine whether or not s/he is telling the truth. Yet on the other hand, the trial
deliberately utilises performance to achieve certain goals.
In sexual assault trials the unacknowledged gulf between legal philosophy and practice becomes much
more explicit and leads to the questions I intendto address in my paper: How does the current trial system
use Œconfrontation‚ both consciously and unconsciously to exert pressure on those testifying? And is it
possible for an adversarial court to strike a balance between accuser and accused whilst the integral role of
performance remains implicit?
Martina Lipton
‘Sweet Nell’ and Charity: The Framing of Nellie Stewart
Nellie Stewart was an immensely popular star of Australian theatre in the early 1900s. After a successful
career in opera, she made her Australian debut in her signature role, as Nell Gwynne, in Paul Kester’s
comedy drama Sweet Nell of Old Drury at the Princess Theatre, Melbourne in 1902. Nell Gwynne, an
orange seller turned actress, and mistress to King Charles II, enjoyed mass popularity and was responsible
for the founding of Chelsea Hospital in London. Nellie Stewart also worked extensively for charity, notably
to improve services for the poor and children at Sydney Hospital. This work was widely publicized and
contributed to her acclaim as ‘Australia’s Idol’, however in later life Nellie Stewart came to feel harassed
by the pressure to commit increasingly more time to charity fundraising. Actors’ Equity became involved
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in the issue of theatre artistes’ charity work when in 1946 it argued that there should be limits to such
gratuitous work because many performers were fed up with incessant requests for their free services.
Nellie Stewart and Sweet Nell became almost synonymous to the Australian public and the nexus between
Nellie Stewart’s stage and public personae has endured as communal encoded memory. This paper
investigates Nellie Stewart’s dedication to charity work and the identification of her public persona with
Nell Gwynne and how these factors influenced her framing as an Australian theatre star, modern working
citizen, and social worker.
Martina Lipton is in her second year of a PhD at the University of Queensland. Her thesis examines the
role of partnerships in the manipulation and imbrication of the private and pubic identities of the star
performer in early twentieth century Australian popular theatre. She presented ‘Beware of Madam: Ada
Reeve, a Thoroughly Modern Actress and Theatrical Entrepreneur’ at the Women and Employment in
Twentieth Century Britain conference at the British Postal Museum and Archive, 2007. Her paper
‘Branding Modern British Pantomime’ has recently been published in New Theatre Quarterly, 2007.
Suzanne Little
Re-presenting the Traumatic ‘Real’
This paper interrogates the politics and ethics of representation, in particular, those related to re-presenting
the traumatic ‘real’ in performance. This marks a continuation of work presented at last year’s ADSA
conference: “Precarious practice – Re-presenting the ‘Real’” which focused on the highly problematic restaging and ‘animation’ of the Abu Ghraib photos in Douglas Wright’s dance theatre performance ‘Black
Milk’. Another year on and the shocking photographs that attest to human cruelty and suffering continue to
provoke vigorous debate, political mileage and impetus for art works across multiple disciplines. Drawing
on the work of theorists from a wide variety of fields including Aesthetics, Medicine, Cultural Studies,
Holocaust and Visual Culture Studies, this paper will attempt to further unpack some of the persistent
issues/problems related to the understanding, perception and contentious re-handling, potential reinscription and, to use Arthur C. Danto’s term, “artistic amplification” (2006) of the images.
Dr Suzanne Little lectures in Theatre Studies & Performing Arts Studies at the University of Otago
Julie-Anne Long
The Invisibility of the Long Distance Dancer.
Past/Present/Tense… very tense situation.
For more than twenty years I have been running a successful small business, recognised by industry awards
and government funding support. My core business revolves around coming up with innovative solutions to
investigate the present as it is taking place and realising these developments through the practice of dance.
Skills demonstrated throughout my twenty-plus-year history include negotiating financial statements,
understanding legal structures and requirements, responding to current market trends, strategically planning
for a viable future and being expert at anticipating difficulties. My business structures enable me to respond
with a great adaptive capacity to change. My processes are flexible, messy and fluid. Paradoxically the
business of dance is simultaneously extremely unstable and incredibly specific. From my current position
of extreme despondency I ‘make dance’.
Mid career, established, mature, in your prime, experienced, skilled, practised, qualified, veteran, expert,
old hand, senior, older, elder, higher ranking… It’s very bleak for all independent dance artists, however
the sector that I am most immediately part of, the mid-career established dance artist, is most fragile and at
risk. It is incredibly difficult and often impossible to sustain ones existence in Australia as a dance artist.
The dance community is loosing its collective memory and the historic insights of valuable veteran
independent dance artists to overseas, premature retirement or other careers. Many dancers feel deeply
demoralised by a lack of respect in the Australian community for dance as an artistic practice and even
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more fundamentally a wider indifference to the arts as a valuable contributor to contemporary Australian
culture.
My latest body of work The Invisibility Project celebrates the benefits of the invisibility of middle-aged
women, challenging negative implications and side effects through a collection of public performance
interventions. This paper picks up the themes and concerns of this performance project and moves from the
extreme hopelessness of the invisibility of the long distance dancer to an imagined polar opposite, with a
high spirited response celebrating the benefits of the hidden and unnoticed.
Julie-Anne Long has been involved in dance throughout Australia since the early 80s,
as performer, choreographer and Artistic Director. She is currently Acting Director at Critical Path, a
research and development organisation for dance in NSW. The Invisibility Project forms the basis for her
Australia Council Fellowship beginning late 2007. Julie-Anne is a doctoral candidate in the School of
English, Media and Performing Arts at the University of New South Wales.
Alison Lyssa
Theatre as agent of the heart in its struggle against annihilation, in Wesley Enoch, Black Medea, and
Stephen Sewell, Gates of Egypt.
In two recent Australian tragedies, Wesley Enoch’s Black Medea (2005) and Stephen Sewell’s The Gates
of Egypt (2007), a mother defies the unreality of debased love, and plunges into battle to wrest love from
destruction. Although Enoch’s Medea, who murders her son to break the trap of her husband’s violence,
may appear remote from Sewell’s Clarice, who begs her kidnapper-torturers to forgive her her sins, both
playwrights gift great power to their female protagonist’s heart. The heart, theatre’s anagrammatic core,
constructs a mythic space. By shaping situations where it must face a cruel nihilistic antagonist, the heart
frees itself – forces itself – to tear itself open. The heart’s actions make visible the hell it is complicit in
creating, and the terror it feels at the death it must suffer if it is to re-conceive love as a communion of
ancient landscape, self, family, humanity, spirit and earth.
In program notes each playwright pinpoints political concerns. Sewell evokes the “ghost life” of
contemporary Australia under a Government that eschews “the moral and legal issues of participating in an
invasion of a sovereign nation.” Enoch tackles “domestic violence in our [Indigenous Australian]
community.” Medea’s husband “is grappling with identity issues, loss of cultural practices and
alcoholism.”
This paper arose in heart-shocks I felt watching these plays. Where Euripides’ Medea kills her children to
punish their father for dishonouring her, Enoch’s Medea kills to stop her beloved son becoming his father.
In declaring herself to be on a “spiritual journey”, Sewell’s Clarice departs radically from his hero, Talbot,
in Myth, Propaganda and Disaster in Nazi Germany and Contemporary America (2003), who extols
“Reason” as guide to “justice and survival”. This paper asks what a wild heart, rather than an enlightened
head, reveals when it fights onstage to free a colonised/terrorised and complicit self.
A playwright, dramaturg and teacher, Alison Lyssa recently gained her Masters at Macquarie University
with a thesis entitled “Performing Australia’s Black and White History”. For her PhD (Department of
English, Macquarie) Alison is writing a new play and a dissertation on the language of theatre in a time of
terror. Alison lectured in Writing for Performance (University of Western Sydney, 2006; University of
Technology, Sydney, 1999-2002) and tutored at Macquarie University in Creative Writing (2006) and
Twentieth Century Drama (2005). A founding member of Playworks, Alison served on the Board for many
years and on the Advisory Board of Women Playwrights International (1987-88 and 1998-2000). Alison
worked with Marlis Thiersch at the Australian Centre of the International Theatre Institute (1985-87).
Alison’s play Dead Men’s Trousers was workshopped at the Women Playwrights International Conference,
Galway (1997). Pinball and The Boiling Frog premiered at Nimrod in the 1980s. Who'd've Thought? a
community play written by Alison and the Women's Theatre Project, Telopea, was nominated for an
AWGIE Award, TIE/Community Theatre, 1991.
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Janet McDonald
"Acting ... Like a Man": Masculinities and Pedagogy in an Actor-Training Institution
This paper comes out of the first two years of a three year research project which explores the phenomenon
of masculinities inside an actor-training program. The research interrogates how male actors develop their
sense of masculine performance in rehearsal /on stage and in their actual everyday lives. This paper will
discuss the emergent use of gendered and pedagogical “space” in actor-training, both formally inside the
coursework and informally in the constructed culture of “the actor.”
Bob Connell and Judith Butler assert that gender is something that we "do"; it is a performative act that is a
flexible and locational phenomenon. Gender complexity is heightened and dynamic inside the
simultaneous “metaxis” between fiction and the actual body of the actor. The process of transgression
involved in moving from a subjective body to one offered for public consumption on the stage suggests the
male actor's body is both agent and object for the maintenance or disruption of how and what we read as
“man” on and off stage.
Dr Janet McDonald received her PhD from Arizona State University in 1999; her dissertation investigated
boys' drama education inside elite GPS schools in Brisbane. Previous to this, she was a high school drama
teacher since 1987, and continues to work on theater/drama projects with regional young people of all
abilities. Over the past two years, she has interrogated how young masculinities are framed inside the
actor-training program at USQ.
Glen Mcgillivray
“Globing” the globe: the theatricality of September 11
The framing of the September 11 attacks on the World Trade Center (WTC), captured by numerous video
and still cameras, allowed these events to be readily compared to Hollywood disaster and alien attack
movie genres. Unlike the attack on the Pentagon, the failed attack on the White House on the same day, and
subsequent terror attacks in other places around the world, the plane strikes on the WTC towers instantly
acquired a symbolic value that resonated beyond the attacks themselves; principally, because they were so
much “like a movie”. This “movie”, as Norman Mailer writes, “came off the movie screen and chased us
down the canyons of the city”.3 Yet, beyond the simplistic equating of an act of mass murder with a disaster
movie, the 9/11 attacks can be seen as theatrical, but in the sense of a particular way of seeing the world,
rather than a theatricality based on playing dramatic actions. The popularity of the theatrical metaphor,
theatrum mundi, in the sixteenth century, reflected how Renaissance humanists were reconceptualizing
their ideas of the world and humanity’s place in it. This theatrical consciousness privileged the act of
viewing and was part of a new epistemology that privileged knowledge presented in a visualisable form. To
know the world through sight was to gain a perspective and overview of it shared only by God. The
theatricality of September 11, then, lies not so much in its similarity to a Hollywood movie, but in the
seeing and interpreting of those events, the roots of which lie in the “globing” of the globe that occurred in
the sixteenth and seventeenth centuries.
1
Mailer, N. (2003) Why Are We at War? Random House: New York, 111
Glen McGillivray lectures in the Bachelor of Performance at the University of Western Sydney. He has
worked professionally in theatre for nearly twenty years as a director, dramaturg and acting teacher. His
research deals with theatricality and renaissance ideas of theatre.
Jodie McNeilly
Voting together: towards a poetics of the political
As my daughter runs ahead with a multi-coloured foil windmill to see it turn faster, faster in the wind, arm
twisted back behind her, head lunging forward to facilitate a speed beyond her five year old capacity, I
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smile. I look up and lock eyes, fading turquoise blue with an elderly woman well in her eighties. This
exchange simultaneously spreads her withered lips with mine together to further the smile, extending and
traversing the years, the differences. It is a smile high and wide in which only it exists, holding us in a
buoyant suspension of agreement, from a distance without words about my child, her efforts, and our joy.
Opposition lawmaker of the Movement for Democratic Change (MDC) recounts his brutal arrest by police
following a prayer meeting in Horare, Zimbabwe:
There were 30 of us. We all used our cell phones to tell people we had been arrested and to bring
food. Then a gang of about 35 very rowdy police came in. They told us to lie on our stomachs.
They beat us with truncheons, metal bars, rifle butts and a sjambok (a short whip).’
They shouted things like “Mugabe is king of the country. He will die in office. You will die first”.
They lifted my legs and stomped on my testicles so hard they moved up into my abdomen. I
screamed. They beat my back and my head with truncheons. Then I was hit with an iron bar on my
buttocks. They used that bar on Morgan and on Grace Kwinjeh. The sjambok is terrible because it
rips away your flesh.
Other police watched as if they were spectators at a wrestling match shouting “Hit him. Make
them bleed. They called out Madhuku and made him stand and then beat him badly. Then Grace.
They used the iron bar on her head until her ear was flapping. They called my name and I was in
the roasting pan. At that point they all went for Tsvangirai, hitting his head so hard his blood flew
on the wall. When he fell unconscious they poured water on him and beat him some more.4
This paper will draw out the relationship between these two events through a phenomenological analysis of
my experiences voting in a polling booth at the recent NSW State elections. From these descriptions I will
examine the mode of ‘being’ in a political communication of presence, the alchemy of intersubjective
exchange, and the act of voting in its primordial disclosure of consensus beyond party and ideological
rhetoric. By using practical phenomenological methods from my current research in Performance Studies to
investigate phenomena from this third event, I suitably proffer from my poetics of attendance the
possibility of analysing the ‘political’ through an apolitical lens.
1

MP Nelson Chamisa Interview, Andrew Meldrum “They Beat my Head and Stomped on my Groin” The
Observer, Sunday March 18, 2007, from “The Zimbabwe Situation”. Internet. World Wide Web.
http://wwwl.zimbabwesituation.com/mar30a_2007.html. (Last accessed 30th March 2007).
Jodie McNeilly is a performer, teacher and devisor of dance and is currently doing her Doctorate in the
Performance Studies Department at Sydney University. Jodie has a strong commitment to furthering
phenomenology as a methodology in the discipline, with research interests in the ontological status of live
and mediatised dance, attention in attending, and writing dancing from audience. Ultimately she hopes to
settle somewhere wistful and poetic in the Australian bush with her two magnificent kids and two well-fed
cats, writing, teaching, creating performance and building wooden bird hides.
Jonathan Marshall
See Independently Curated Panel 2:
Beyond a Baseness of the Feminine:Extreme acts and female embodiment in performance,1871 to the
present
Dr Jonathan Marshall, Dr Julie Robson and Renee Newman-Storen
Ian Maxwell
Total Commitment: Poor Theatre, The Tempest and the Performance Syndicate
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In 1970, a short document was circulated amongst a select group of actors in Sydney, inviting potential
participants in a new group.. It read, in part;
“We have nothing to show, sell, prove.
We find theatre in Australia a cold, dead, vacuum.
Standing on its brink, we are aware of a personal need and of a responsibility (shelved by
everyone else) to establish something basic, some uncompromised standard.
We feel that a small, independent company of actors, working together continuously, in total
commitment, experimenting and researching freely, without a schedule of objectives (productions,
performances etc.)—a company such as the Tote and lately, the MTC, are not—is the answer.
We are aware of apparent financial difficulty, but are prepared to face it.
“. . . We are not committed to specific methods, having everything to learn for ourselves, and we
are not prepared to speculate as to the limits or final nature of our work.
“From Thursday, Oct. 30th, (afternoon) we will be working at the Tote on the
following
exercises from Grotowsky’s Towards a Poor Theatre. If the project
interests you, from a practical point
of view, please join us. Bring clothing to
work in and be prepared to contribute a personal statement, an
idea, to subsequent discussion.”
All exercise sessions to take place in complete silence.”
Two years later, the Performance Syndicate embarked upon a tour of regional NSW High Schools,
performing their acclaimed production of The Tempest. The director of The Tempest kept a diary of the
tour, documenting in detail the vicissitudes of the work: the day to day grind, the billets and motel rooms,
the school-halls and the problem of maintaining both the integrity of a complex, challenging production
and the ideal of ‘total commitment’. And, of course, the moments of magic and delight.
This paper will offer a select reading of Cramphorn’s tour diary, placing the Performance Syndicate as
heterodox alternative to the contemporaneous burgeoning of the New Wave theatre.
Ian Maxwell is Chair of the Department of Performance Studies at the University of Sydney. He has written
extensively about youth subculture, and in particular hip hop as it was practised in Sydney in the 1990s.
His edited collection of the writings of Rex Cramphorn will be published later this year.
Leah Mercer
See Independtly curated panel 3.
Madness in their Method: 3 case studies reflect on cacophony from inside the ear of performance-led
research
Julie Robson, David Fenton and Leah Mercer
Paul Moore
An Actor Explores the Myth of Social Flight
While playing the role Astrov in Uncle Vanya I sensed the stage slip from under me. In a moment I felt the
boundaries of the Serebriakoff Estate dissolve, the stale provincial air cleared and from the distance a tide
rushed in. I am five years old again, giggling in the surf and taunting the sea to swallow me whole.
Playwright Howard Barker allowed me this moment, rewriting Chekhov’s classic and in doing so freeing
its characters from the inaction of their suffocating world. But one night while playing this scene I decided
to take the experiment further, I walked from the stage, through the auditorium and towards any world I
wished.
In this paper I wish to explore this corridor through which I believe many actors attempt to escape the all
too real social realities they face.
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Paul Moore’s research focuses on performers, employment, education and professional practice. During
early 2007 he completed a scoping study into the training and employment of performance workers through
the University of Sydney Department of Performance Studies. This updated his PhD research (Longing to
Belong: Trained Actors Attempts To Enter The Profession). Paul applies a sociological approach to
performance phenomenon and analysis. At the University of Sydney Paul has taught ‘The Sociology of
Performance’ and ‘The Performance Process’. He currently teaches Theatre History together with Film/TV
and New Media Studies at NIDA. Himself a trained actor and co-founder of Brink Productions, Paul later
became involved in intercultural production performing in America, Asia and Europe. Paul is committed to
the idea that academic work and practical involvement inform each other and remains engaged as an
actor/writer, researcher and teacher.
Ronaldo Morelos
Performing the Success of Bush 43: The Surge of Rhetoric and the War President in the 79th Month
In December 2006, George W. Bush stopped using the word "victory" when speaking in public on the
spiralling crisis in Iraq. Instead the word "success" came to hold the pride of place in the presidential
language, quickly followed by the word "surge". I have closely followed the performance of Bush 43 in the
role of President of the United States (POTUS), and this July will find me documenting his 79th month in
office. I have followed his career, as many of us have, through the highs and lows of public approval. This
paper will serve as a progress report on this research project, through examining some of these highs and
lows, the events that preceded a number of significant points, as well as some of the language that has
shaped the policies of governments and the movements of armies. This paper will chart some of the factors
that have enabled the moments of suspended disbelief, and some of the factors that have broken the
entrancement with this man from Texas. It will examine some of the key elements of presidential
performativity that have rendered themselves apparent since 2001, examine some of the key organisational
elements of this once-happy-performative that has become the biggest show in town, and examine some of
the ways in which performance efficacy can be regarded through this season of the 43rd POTUS.
Dr Ronaldo Morelos lectures in the Performance & Honours Programs, School of Communication Arts,
University of Western Sydney
Ursula Neuerburg-Denzer
Emotions in Performance: Awareness-Fear-Control-Contagion
Acting teacher and emotion researcher Neuerburg-Denzer will attempt to illuminate the perceivable and
nearly unperceivable powers of emotion in performance. In this paper Neuerburg-Denzer will map the
subjective journey of six student research practitioners at Concordia’s Emotion Lab, who explored their
affective bodies through breath and voice as well as conventionalized, realistic and expressive gesture.
A series of questions that arose in this context circled around themes such as “awareness,” “contagion,”
“fear,” “control,” “containment” and “spillage.” Examples are: “How aware are you of your emotions in a
given situation?” “Do you know as an acting student what emotion you are expressing?’ In respect to
“contagion” they asked: ”How do other people’s emotions affect you?” “How do you affect other people?”
“How does the representation of an emotion affect you?’ etc. These questions lead to an investigation of the
emotions surrounding (the performed) emotions, for example: “fear.” “Are there emotions you are afraid to
express?” “Are you afraid an emotion can overwhelm you?” and the issues regarding “control” “How do
you control your feelings on stage and off stage?” “What are appropriate feelings?’ “How much control can
one possibly have?” thus broaching the subject of “containment and spillage”.
The immediate relevance of these investigations becomes imminent when undergraduate acting students
are asked to perform scenes that deal with emotional extremes. The paper will close with the discussion of
a specific performance problem: staging a rape scene.
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Ursula Neuerburg-Denzer studied movement and acting in Köln and Berlin, Germany. She ran a theater in
Berlin for a number of years before moving to New York in 1990, where she studied Performance Studies at
NYU. As co-founder of Richard Schechner's East Coast Artist, she has toured both in the States and
internationally. She has directed and acted in a number of venues, among them La Mama, WOW café,
Nada's Obie-winning Faust and Hamlet Festivals, New Jersey Shakespeare Festival, Bread & Puppet, and
the Heiner Müller Symposium in Sydney, Australia. Since 1996, Neuerburg-Denzer has been a full-time
teacher of acting, directing and theater history and theory. She taught at University of California Santa
Cruz and at Swarthmore College, and is currently an Assistant Professor of Theatre at Concordia
University in Montreal. She is currently completing her Ph.D. on Emotion Theories in Acting at Freie
University in Berlin under Erika Fischer-Lichte. Neuerburg-Denzer is mostly interested in the effects of
war and other situations of extreme pressure on the human being and how these states have been and can
be expressed on stage.
Rene Newman-Storen (Murdoch University)
See Independently Curated Panel 1:
Dialogues on representation: Ngapartji Ngapartji and The Odyssey
See also Independently Curated Panel 2:
Beyond a Baseness of the Feminine:Extreme acts and female embodiment in performance,1871 to the
present
Dr Jonathan Marshall, Dr Julie Robson and Renee Newman-Storen

Jasna Novakovic
The Dialectic of Myth and Subversion
Very few people know of this play. Dorothy Hewett wrote it in the climate of heightened emotions, while
Gough Whitlam and his Labor government were awaiting the people’s verdict about the Governor
General’s unprecedented decision to sack the Prime Minister. The main protagonists of this historical event
are all represented in the play. Some are called by their real names, some are mocked by alliterative
variations on them. The play is a farce and yet its framework is mythopoeic. It satirizes, openly and
unsparingly, the will for power and at the same time projects a vision of a perfect leader whose kingly
portraiture gradually assumes an even more exalted, deified form.
This paper will argue that the dialectics of the profane and the sacred is Hewett’s common dramaturgical
context. Knight of the Long Knives has the sacrilegious force of an Ubu Roi which was to inaugurate the
iconoclastic ethos of the historical avantgarde with its propensity for diverse aesthetic extremities, and yet
its politics of representation has much deeper historical roots. Molière and Beaumarchais’ comedies both
lampooned the French nobility, while Shakespeare molded the historical fact to suit his theatrical purpose.
Hewett’s play conveys a personal view and it borrows some of Shakespeare’s most famous lines verbatim.
This apparent recourse to intertextuality invokes tradition to legitimize the play’s politics and it revives the
‘mythical method’ that Eliot saw as “a step toward making the modern world possible for art.” (Eliot 1975:
177-8)
The analysis of the play that its author never talked about seeks to illuminate the coincidence of opposites
in Hewett and her use of ideology, the fact and emotive discourses in an attempt to subvert the oppressive
norms of a social order while acknowledging the existence of a different, higher order “by which history
recovers the dimension of cosmos.” (Coupe 1997: 66)
Jasna Novakovic explored the dialectic of myth and subversion in the plays of Dorothy Hewett for her PhD
degree from Monash University. Her research focused on the interplay of the sacred and the profane,
tradition and the avantgarde, and the role of iconoclastic playwrights in Australia. Jasna is currently a
lecturer and tutor at Monash University.
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Angela O’Brien
Risky Business: Engaging marginalised Young People in the Creative Arts
This paper will report on The Risky Business research project (2002-2005), which investigated the
effectiveness of the creative arts as a diversionary intervention for young people at risk. In this three-year
study, funded through an ARC Linkage grant, ten arts programs were conducted across urban and rural
areas in Victoria in association with various partner organisations, including youth support and custodial
centres. The study demonstrates that arts programs can have a significant and positive impact on
marginalised young people, offering opportunities for skill development and social inclusion. However the
Risky Business study also indicates that arts work with marginalised young people can be challenging and
that meaningful engagement is crucial in ensuring a social impact. Through an analysis of the Risky
Business data, the paper argues that there are four key factors that facilitate the engagement of young
people in arts interventions.
Associate Professor Angela O’Brien is currently Discipline Chair, Creative Arts in the school of Culture
and Communications at the University of Melbourne. She was foundation Head of the School of Creative
Arts at the University of Melbourne from 1995 - 2004. Prior to that she was Deputy Head of Visual and
Performing Arts Education. Her research is in theatre history and the impact of the arts. She has
undertaken this research in collaboration with Dr Kate Donelan, Head of Arts Education programs at the
University of Melbourne and she will be reporting of behalf of both of them.
David O’Donnell
From the epic to the intimate: the new politics of Maori theatre.
In the 1970s and 1980s, the first generation of Maori playwrights were primarily concerned with the loss of
land and sovereignty resulting from the stealthy invasion of Aotearoa in the 19th century. The political drive
of early Maori playwriting was summed up in Roma Potiki’s phrase that Maori Theatre is “tino
rangatiratanga in action”. In the 1990s, a second generation of Maori playwrights focussed more on the
mythic and epic, their politics less visible, and therefore more acceptable to Pakeha critics who acclaimed
plays such as Hone Kouka’s Nga Tangata Toa (1994) and Briar Grace-Smith’s Purapurawhetu (1997). In
the first years of the 21st century Maori theatre seemed to lose its energy, as young writers struggled to
match the popular and critical success of the ‘90s epics. At the same time, Maori came under sustained
political attack for the first time in decades. National Party leader Don Brash called for an end to Maori
privilege, while the Labour government passed an act of parliament dismissing Maori claims to ownership
of the foreshore and seabed, an act condemned by a United Nations Commission on Human Rights in 2006.
In this volatile political environment, young Maori playwrights are again directly addressing the politics of
colonization, but in a more complex way than the early agit-prop Maori plays. In reviewing the first full
production of Miria George’s and what remains? at the 90 seat BATS Theatre in August 2006, critic John
Smythe summarised the nervous reaction to the play. Under the headline “Inconceivable”, Smythe
questioned the premise of the play, that the last person of Maori descent had been forced to leave the
country, concluding that the play “does not, and cannot, work either politically or theatrically because it
takes an absurd premise to an absurd conclusion”. Dominion Post Laurie Atkinson concurred, stating “the
ethnically cleansed New Zealand is impossible to swallow” and that the notion that a government would
forcibly sterilise all Maori women “is to stretch credibility to breaking point”. George’s play uses extremity
as a dramaturgical strategy, plunging straight to the heart of one of the most sensitive issues in New
Zealand today, that of Pakeha anxiety about new Maori political initiatives. and what remains? signals a
renaissance of political themes in Maori theatre, addressing the new complexity of the bi-cultural
partnership with a fresh theatrical voice.
David O'Donnell is Programme Director, Theatre at Victoria University, Wellington, where he teaches
theatre history, practical theatre and directing. He is a graduate of Toi Whakaari: The New Zealand
Drama School (1979) and completed his MA on New Zealand drama in 1999 at Otago University. He has
worked as an actor and director at several of New Zealand's major theatres, and has been nominated four
times as director of the year at the Chapman Tripp awards, winning this award in 2004 for directing David
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Edgar's Albert Speer, an epic play about Hitler's architect which was also voted Production of the Year.
Many of his productions have been premieres of new New Zealand plays including The Sojourns of Boy by
Briar Grace-Smith & Jo Randerson for Taki Rua. He has also worked as a director or dramaturg for
numerous Playmarket script workshops, including Ken Duncum's award-winning play Cherish. David's
recent productions include Hamlet at the Fortune Theatre in Dunedin (awarded best director of a largecast play by the Listener), and Yours Truly, by Albert Belz, which won Production of the Year and Most
Original Production at the 2006 Chapman Tripp Awards. He has written several articles on Maori and
Pacific theatre and is co-editing (with Marc Maufort) Performing Aotearoa, a book of essays about New
Zealand theatre to be published in 2007.
Rosemary Parsons
“This Play is Not Suitable For a Woy Woy Audience”:
The Political Act of Conceptualising the Regional Theatre Spectator
Woy Woy is a town one hour north of Sydney on the NSW Central Coast. Renowned for its most famous
part-time resident, the late Spike Milligan, Woy Woy is frequently advertised as offering visitors fishing,
pelican feeding and an annual Oyster Festival. Less well-known is its theatre. While Woy Woy’s Peninsula
Theatre has hosted a number of professional touring shows, it is primarily utilised by members of the
Central Coast’s vast community theatre network. One concept that has emerged within this theatre network
is that of the “Woy Woy audience” – a theoretical construct who, unbeknownst to the actual spectators
attending shows at the Peninsula Theatre, are frequently spared from material that is expected to be
offensive, provocative or “confusing”. Thus, the “Woy Woy audience” has been a critical aspect of
selecting performance material or developing aesthetic strategies amongst local directors. Further, the
concept of the mythical “Woy Woy audience” extends to the policy-shapers in the local council who
manage the Peninsula Theatre, and to actual spectators who position themselves outside this classification.
Arguably, conceptualising a potential audience for any theatrical work has practical consequences
throughout the production process. It frames aesthetic decisions and economic ones: e.g. marketing
strategies, FOH procedures. It also formulates a space where the politics of performance-making become
uniquely visible – an experimental space for negotiating possible subversions or resistances, or even to
reveal the prejudices of the theatre-makers themselves. Using the example of the “Woy Woy audience”, I
will examine how conceptualising the regional spectator, in particular, runs the risk of consistently
reproducing and reifying hegemonic discourses and practices both onstage and off. Through repeated
reference, the “Woy Woy audience” has become a stable entity, seemingly unaffected by demographic
change or the recent swell of community participation in the performing arts on the Central Coast. I will
argue how the example of the “Woy Woy audience” is a warning for anyone, professional or semiprofessional, who seeks to make resistant, effective theatre in regional areas.
Rosemary graduated with a Bachelor of Creative Arts (Interntional Studies) from Macquarie University in
2003, and this year graduated with a Master of Philosophy for which she researched democratic processes
of artistic creation in group devised theatre. Rosemary is currently undertaking a PhD at Macquarie,
researching the performer's aestheticization of the self when devising theatre. She is co-founder of
DevisingTheatre, a new experimental theatre company on the NSW Central Coast, for which she performs,
writes and directs.
Swati Pal
Look Back at Anger: Red Ladder Theatre Company and Agit Prop in Theatre in Britain
This paper will trace the birth, progression and decline/success of agit prop theatre/s in Britain from 1968
onwards. It will study the historical developments in post-World war II Britain and how these in turn
affected political theatre, in particular the agit prop theatre enterprise; how different Companies employed
different technical methods for a consummation of their ideological aims and different tactical measures for
their survival.
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The paper will then examine the Red Ladder Theatre Company. In the absence of textual criticism of the
plays of Red Ladder, such bases as historical realism/parallelism; Schechner’s theories of performance; the
politics of discourse and feminist theories will be used to delve into the plays. The changing dimensions of
the Company under different circumstances over the years such as the differing altitudes of changing
governments towards Theatre; failed productions; administrative bungling etc will also be studied. How
these obstacles led not just to an improvement in both, form and content of the plays, so that they became
artistically more complex and fulfilling, but also resulted in the conversion of Red Ladder from a collective
to a hierarchy; from an aggressively political Theatre Company to one concerned primarily with
community development and social welfare, will be chalked out. At this juncture the paper will ascertain
how, in the final analysis, youth in the multicultural situation of Britain with its problems of race, class,
sex, gender, tradition, modernity, etc has become the main area of concern which Red Ladder consistently
addresses.
The paper will then continue to analyse the growth of the Company but will shift its gaze from the texts to
the other pre and post production devices deployed by Red Ladder, i.e., such strategies as leaflets, fanzines,
ragazines, and interactive sessions with members of the target audience/organizers or hosts of a particular
production, both before and after the performance. The increasing professionalism of all these measures
complemented by the growing complexity/artistry of the scripts especially in terms of language, will be
fore grounded.
The paper will conclude with a quick recapitulation of the changing trends and emerging patterns in the
functioning of Red Ladder and an evaluation of how far it has succeeded in sustaining it self as an agit prop
theatre company. Through such a reassessment, the altered parameters of the agit prop in theatre will be
redefined.
Dr Swati Pal teaches in the Department of English, Janki Devi Memorial College, University of Delhi. A
Charles Wallace Scholar (1997) as well as the John McGrath Theatre Studies Scholar (2005) at Edinburgh
University, Swati Pal’s essays on Beckett and Osborne have been published by Penguin and Macmillan.
She has also recently published an essay on Thomas Hardy’s Tess of D’Urbervilles by Penguin. Her MPhil
dissertation from Jawaharlal Nehru University (JNU), New Delhi looked at Ritual and Agit Prop Theatre
where she analysed Howard Brenton’s plays and those by Jan Natya Manch. Her doctoral thesis, also from
JNU, looks at Agit Prop in Britain from the 60s to 90s. She is currently working on a critical edition of
Tom Stoppard’s Rosencrantz and Guildenstern Are Dead for Pearson-Longman, India.

Edward Reuben Burke Paterson
Extreme States: Politics in a Vegetative State.
Karen Finley’s The Passion of Terri Schiavo.
White performance artist Karen Finely...enacts and critiques the cultural dramas of disembodied
bodies...She stands before her audience and ushers forth an onslaught of identities like some virus run
rampant – a virus she insists her spectators take seriously.
[Schneider, 1997:100].
Through analysis of Karen Finley’s The Passion of Terri Schiavo [2005] this paper will explore the
potential for contemporary monologue to invite critical contemplation of dominant political ideology, in
this case (neo)conservative ideology.
Finley’s provocative monologue, inspired by case of Terri Schiavo, a brain-dead American woman whose
life and death became a public focus for the ‘right to life’ debate, foregrounds the public dissemination of
the Schiavo case as a media story in which Schiavo becomes a controversial figure within a culture that is
significantly influenced by (neo)conservative ideology.
This paper will argue that The Passion of Terri Schiavo offers a reading of current politics and culture that
is engaged in questioning dominant ideology. Finley’s monologue contrasts the extreme state in which the
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vegetative Schiavo existed, with her significant position within the culture. Further, it will suggest that
Finley’s performance displays a great urgency towards political debate and questions the politics of
presentation. The paper will analyse the means and effectiveness of using performance to critique such
ends.
Eddie Paterson is a PhD student at the School of Creative Arts, University of Melbourne. His thesis focuses
on contemporary monologue performance.
Justine Shih Pearson
Audiowalking and the performance of interculturality
We have long come to understand bodies and the way they move and feel as being culturally scripted, not a
natural given. Yet there remains a tenacious view of the (inter)culturally inflected body as one in stasis, a
product of completed cultural synthesis that can only be described in terms of its polar (‘extreme’) cultural
antecedents.
This paper is interested in performances that negotiate multiple cultural ways of being, cultural norms and
ideologies. I am interested in this kind of balancing act – an interstitial inhabitation – as the performance of
interculturality. As such, I will explore how the very intimate, small-scale performance genre of audio
walking tours might be seen as a useful intercultural performance site with bigger implications.
From tourist productions like those of the Soundwalk™ company, to the gallery-commissioned works of
Canadian artist Janet Cardiff, there is a common element to which cultural transfer between guide and
guided – a problematic literalisation of ‘walk in my shoes’ – is both by turns sought and fails to be
achieved. The at-times-unclear relationship between the extremes of insider/outsider, foreigner/local
troubles easy dichotomies of self/other and subject/object. This failure is key, however, for it creates a
neither/nor situation of interstitiality; it activates a need to negotiate between cultural bodies and places.
Can we posit, however, that this failure is akin to a successful intercultural experience?
Justine Shih Pearson is a theatre designer and performance maker. She completed her MA in Performance
Studies at New York University in 2006 and is currently a PhD candidate at the University of Sydney.

William Peterson
The Singapore Arts Festival: Politics and the International Arts Mart
Over its thirty years of existence, the Singapore Arts Festival has grown from a modest affair aimed at
raising the profile of the arts domestically, to a month-long, annual event plugged into the regional and
international festival circuit. Under the leadership to Goh Ching Lee since 2000, the festival has sought to
carve out a stronger, more cutting-edge international and distinctively Asian identity while also using the
event as an opportunity to “prime the development of Singapore artists” (Goh 2005). As one of the
founding members of the Association of Asian Performing Arts Festivals, Goh and the Singapore festival
chair the Executive Council of this expanding and ambitious regional organization, setting the stage for
furthering the reach of Singapore’s branding in the international festival market. This paper will examine
the politics of arts marketing in an increasingly globalised and glocalised world, while placing current arts
programming decisions against the backdrop of what appear to be emerging trends in the international
festival circuit.
William Peterson is Senior Lecturer and Postgraduate Coordinator in the Centre for Drama and Theatre
Studies at Monash University. He helped design and initiate the theatre studies programs at the University
of Waikato in Hamilton, New Zealand (1995-1998) and the National University of Singapore (1992-1995).
He has written extensively on intercultural theatre as well as the intersections between theatre, politics,
culture, and religion in Southeast Asia and Aotearoa/New Zealand.
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Maggie Phillips
Jointed emotional states: the falling spectrums of dance
The slapstick technique of maintaining a noncommittal expression while the body buckles or slams to the
ground has been around in clowning vocabularies since who knows when. This disjunction of facial
emotion and bodily violence provoked humour over the actor’s disbelief in his own frailty. Today,
however, in one particular strand of contemporary dance, the same action can convey anything from
oppressive manipulation to disgust, fury and irreversible corruption. Corporeal collapse is no longer a
laughing matter but a literal expression of a fall from grace which resonates with current emphases on fear,
terror and ecological undoing. Lee Christofis, dance critic for The Australian describes a typical
performance in this mode, referring to Philip Adams’ work with the company Balletlab: “Bodies drop on
the floor, slap and droop along a wall or fold like dough across others with suppressed hostility until rage
and defiance blow the movement into a series of robust counterpoints”. The contexts of expression have
altered not simply in the timing and situation of the actor’s intentions but in the very craft and, indeed,
concept of performance itself.
While the events of September 11th have impinged upon imaginative terrains, the relationship between a
noncommittal face and an emotionally thrust body, as taken up by a certain lineage of contemporary
choreographers, is also contingent on factors that have emerged from other political and philosophical
preoccupations. One dynamic for consideration is the reaction of US artists in the 1950s to expressionism,
wherein Cunningham and Cage experimented with the capacities of sound and movement to convey states
of being without the accepted conventions of unity and emotional expression. Their ideas about the ‘facts
of movement and sound’ were taken to radical extensions by the Judson group (1960s) who questioned the
very premises of dance, preferring to explore movement and its capacity to ‘think’ than any emotional
concerns. This thinking developed another form, contact improvisation, reliant on two or more bodies
sensing the effects of gravity on their interaction, which in turn was taken up by Europeans like Wim
Vandekeybus who pushed such thinking into extremes of speed. Vandekeybus questioned the body’s
capacity to react instantaneously to danger, to think faster than thought.
In the accumulation and adoption of these developments, facial expression became, as it were, obsolete,
within perspectives giving primacy to the body’s movements as the expressive vehicle of communication.
The paper aims to trace this shift in conceptual approaches to dance-making and to question whether
extreme states of jointedness and collapse in a number of current Australian choreographers may be in
danger of encouraging limits in the art form’s emotional range. Alternatively, the ostensible violence
provoked through concentrating on gravity’s relentless pull may just be the latest vocabulary of virtuosity,
generating explosive images of 21st century will … and its disintegration.
Dr. Maggi Phillips currently lectures in Dance History and Performance Studies and coordinates research
and creative practice at the WA Academy of Performing Arts. Maggi's ongoing research is shaped by a
fascination with the body's production of knowledge/s within the complexity and infinite variety of forms
emanating from cultural contexts.
Kris Plummer
POPUP! - Sublimating the Archetype.
This paper will directly address the conference focal point: ‘Issues of Scale- performative’ through an
account of the performance and development of POPUP!- presented by Shopfront Theatre for Young
People, NSW, 2006. In this work a huge hybrid theatre landscape was created from a devising methodology
based on intimate storytelling. The scale of the final performance extended to involve the whole theatre
complex, a processional audience traversing the building in three groups and an audience ‘krump’ party as
its ‘un-resolution.’
As participant observer I acted as dramaturg/researcher on this project, operating both within the four
frames of dramaturgy (thematic/conceptual, aesthetic, social and historical) and applying principles of
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grounded analysis in my research. My aim was to interrogate the nature of ‘drama’- turgy in a postdramatic
landscape- a devised performance work in the context of community Young People’s Theatre.
Discoveries include:
·
The ongoing validation of storytelling: the use of the small, intimate and personal moment as a
collective and universal gesture via reversioning and projection- the 'personal is the political' made strange.
·
The hybridization of text. The conceptual starting point being Carroll’s Jabberwocky- an epic poem,
an archetypal quest that was contemporized, displaced and sublimated through a postdramatic performance
arc.
·
The significance of the incidental gesture as a form of hyperrealised text.
·
The possibilities of extension through principles of reversioning and remediation. Including the
reaching body - as a textual hyper-extension (krumping)
·
The manipulation of aesthetic extremities through the body, installation and architecture.
·
The performance of consensus – the nature of devising in contemporary YPT: who is responsible for
the metanarrative?
Kris Plummer B.A.(Hons) UNSW, Dip.Ed (Sec) USYD, M.Ed.CA UNSW,
Kris is a freelance dramaturg, director choreographer and educator; initially training at UNSW and the
NIDA Playwrights Studio, later working on independent productions, with young writers and on new works
on Sydney. She has been a tutor at Interplay in Townsville and was an executive member of the NSW
Drama Teachers Association (then EDA) for four years.
Kris is currently pursuing her PhD (or it is pursuing her!) within QUT Creative Industries in Brisbane. Her
research is focused on the contemporary practice of the dramaturg and the structures of performance for
and by the hypertext literate generation. She has just returned from research in Germany, studying the
KiJu productions of Kristo Sagor.
Gaye Poole

Small but not ‘signifying nothing’: small theatre projects (2007)
My paper explores the values and practice of small theatre.
Small theatre shares certain characteristics of community theatre, little theatre, amateur
theatre, fringe theatre, student theatre, and even professional theatre and subscriber-based
theatre but is not any one of these.
Small theatre in Hamilton is non-professional, non-profit theatre; modest; subsidised by
arts funding organisations or academic institutions; subsidised by participants who donate
their talents, labour, resources; reliant on the goodwill of and passionate practitioners and
community hoarders.
Small theatre lacks pretension; it is content to be small. I will attempt to characterise
small theatre - with reference to 3 ‘small theatre’ Hamilton-based projects in 2007: a Slip
of the Tongue production of A Midsummer Nights Dream, a free outdoor Shakespeare
(Hamilton Gardens festival); my production of Louis Nowra’s Cosi (a production playing
in Hamilton and also ‘touring’ to Tauranga); and Half Life (by John Mighton) a
production made expressly for performance at a Gerontology conference.
Gaye Poole: Background – as an actor in Brisbane, Perth, Melbourne and Sydney, including state and
national touring.
Currently Lecturer in Theatre Studies at The University of Waikato, New Zealand. Previously taught
Theatre and Film Studies, Liberal and General Studies and English at the University of New South Wales,
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Sydney. Also taught Drama at the University of Newcastle (Central Coast Campus). Spent a year in Lodz,
Poland as Senior Lecturer teaching in the Department of British and Commonwealth Studies and
Department of American Studies (2001-2).
Publications include: Reel Meals, Set Meals: food in film and theatre (1999); and chapters in Screen
Scores: Studies in Contemporary Australian Film Music (1997), Viands, Wine and Spirits: Nourishment
and (In)digestion in the Culture of Literacy (2003), and Reel Tracks: Australia Feature film Music and
Cultural Identities (2005).
Directed productions recently: Kaufman and TTP’s The Laramie Project (2006), Nowra’s Cosi (2007) and
Mighton’s Half Life (2007).
Bagryana Popov
The body, politics and injustice.
This paper will ask the question: is it possible to speak about injustice and political cruelty through
physical performance?
How is a man capable of an infinite, virtually absolute, evil?…It is this heartless, limitless
inhumanity that we have to consider.
Dominique Janicaud
In many instances in the contemporary world human beings treat other human beings with unthinkable
cruelty within official structures. This paper aims to investigate how the creation of performance can be an
act of protest in response to disturbing socio-political events in the world today. It is an act of dismay. It is
also an attempt at hope; that the language of performance has something to contribute, something active
and irreplaceable, in protesting inhumanity.
This paper will present briefly some of the findings of my research project towards the Master of
Animateuring at VCA. The project combined practice-based studio research in collaboration with dance
and theatre performers, and the resulting creation of 3 separate new physical theatre works.
I will discuss this work as my attempt to grapple with concepts such as political cruelty and dehumanisation
and to articulate a response through artistic practice. I will discuss the elements of performance, which give
the theatre of the body its potential power: the presence of the performers, the experience of witnessing;
apprehending the experience of another human being. I will touch on the process of translation from
extreme political events in the world to work in the rehearsal room: what are the artistic processes through
which I attempted to articulate a response?
In the discussion I will touch on central elements such as physical metaphor, the non-sequitur (the moment
of de-familiarisation which opens new possibilities for meaning) and the fully committed physical action. I
will refer to specific moments from the projects Studies in Being Human and Subclass26A.
Bagryana Popov has worked as a theatre practitioner for close to twenty years. In recent years her work
has been in the territory between theatre and dance, focusing primarily on political and ethical issues.

Veronica Quinteros
The moment before Performance: The ontology of Performance

The languages of fundamentalism and extremism presume a Euclidean space and a Hegelian play of
subjectivity, where the centre is constantly destabilised by its unacknowledged reliance on marginal
identities. This assumption offers a narrow view of politics and of peace.
In this paper I want to look at the ontology of performance and show that it relies on a different form of
being, of space and of time, and small and hybrid states of resistance, one that allows a meeting of
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difference which does not assimilate difference. My example is the cellist Pablo Casals, who was almost as
well known for his politics as his music.
Paul Rae
‘Tearing’: Public Weeping and the Singapore Stage
‘To tear’ is a Singapore English coinage that usually means ‘to cry’, but curiously seems to emphasize the
action rather than the emotion, thereby hovering uncertainly between a state in which one’s eyes water, and
one in which one weeps. In line with that strand of the conference that focuses on the characteristics of
emotional states in the theatre, this paper will pick up on the ambiguous implications of ‘tearing’ to explore
the complex dynamics of crying on the Singapore stage.
There are two main reasons for this complexity. First, the cultural context for public weeping is one in
which a series of apparently contradictory factors are at play. Characterised by a public and a political
culture which sets great store by emotional restraint, Singapore’s most popular television genre is the
Chinese language domestic melodrama in which a wide range of amorous and inter-generational
relationships are lubricated liberally and frequently by tears. Meanwhile, the most iconic and oftreproduced image of Singapore’s separation from Malaysia in 1965 is that of the supremely self-possessed
then-Prime Minister Lee Kuan Yew experiencing a ‘moment of anguish’ during a press conference, and
starting to cry.
The second reason for the complexity of crying on stage is the more conventional paradox of the actors’
emotions. Being able to ‘cry for real’ is a common index of an actor’s ability: but is it because they are
authentic in their feelings, or ingenious in their duplicitousness?
While the majority of local theatre productions in Singapore appear content to tap – with varying degrees of
success – on and into the prevailing interpretation of crying as a signifier of heartfelt emotion, in this paper,
I shall consider the work of two young Singapore artists who have explored the complexities and
contradictions underlying such representations. In Beginning of the End (2002), I suggest that theatre
director Jeff Chen dramatized the extreme demand that an obligation to be rational can entail, by repeatedly
creating and disrupting moments of heightened pathos, thereby bringing about a state of violation and
anxious distraction in his audience. In The Bohemian Rhapsody Project (2006) and Lear: the Avoidance of
Love (2007), theatre- and film-maker Ho Tzu Nyen has focused on the audition process as a site for the
manufacture of emotions that are at once arbitrary and sincere, and used this to raise questions about where
the ‘bluff’ (as the Singlish has it) dissolves into the real.
I hope it is clear that this paper will prove germane to the conference theme, most notably by exploring the
place of crying on the theatrical stage, in a public context where emotions are mediated and managed in
distinctive and nuanced ways.
Paul Rae is a Singapore-based writer and theatre maker. With his company spell#7, he directs and
performs intimate performances about the relationship between language, identity and power. Assistant
Professor on the Theatre Studies Programme at the National University of Singapore, he also conducts
research on cosmopolitanism, mobility and contemporary Southeast Asian theatre. He has published in
Contemporary Theatre Review, The Drama Review, and Performance Research, and is co-editor, with
Martin Welton, of Performance Research 12.2, 'On the Road'. In 2004, he co-ordinated the tenth annual
conference of Performance Studies international, which took place in Singapore.
Gert Reifarth,
Extremities of Vision: Slovenian band LAIBACH, war porn and the terror of performance
Seven years after its own birth in 1984, the aesthetical movement and political art collective Neue
Slovenische Kunst (NSK) founded the ‘State of NSK’, the self-proclaimed ‘first global state of the
universe’. LAIBACH, the musical component of NSK, has been dissecting and de-constructing Western
culture for the last 25 years. The band ‘interrogates regimes by rendering audible/visible a series of
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connections that “common sense” ideology has to keep concealed in order to maintain the ideological selfreproduction of “the system”’, thus functioning as an ‘interrogation machine’ (A. Monroe).
Apart from their heavy use of totalitarian symbols, which continues to bring about accusations of fascism,
the use of ‘war porn’, as described by French philosopher Jean Baudrillard, is one of LAIBACH’s most
important visual strategies.
My paper will analyse LAIBACH’s de-constructive visual strategies and trace them
from the ballet-style war dance of Država (The State, 1986), through the Leni Riefenstahl and fascist
propaganda aesthetics of Geburt einer Nation (their version of QUEEN’s One Vision, 1987) and Life is Life
(1987), the visual explosions of Tanz mit Laibach (Dance with Laibach, 2003), to the references to Abu
Ghraib prison in Iraq and to the 2006 violent unrest in France in Anglia (2006) and Francia (2007), which
are the video clips for two songs from their album Volk which features re-recordings of 15 national
anthems.
Dr Gert Reifarth was born in the GDR in 1968, worked in Germany and Ireland joined the University of
Melbourne in 2003. Has worked on German culture and theatre. Directed various student theatre
productions.
Alison Richards
Exploding at the Edges: Back To Back Theatre’s POD Project
Back To Back Theatre faces its public in two directions. As the only Australian professional theatre
company to maintain an ongoing ensemble of actors with a disability, it has won an international reputation
for its innovative and idiosyncratic approach to devised performance. Under current Artistic Director Bruce
Gladwin, recent performance projects strongly marked by the creative use of space and digital media,
including Pornstar, Sally and Bunce, Cow, Soft and Small Metal Objects, have been presented to critical
acclaim at arts festivals in Australia, Japan, the UK and continental Europe. The ‘other’ face of the
company derives from its status as a disability employment service based in Geelong, Victoria. In this
mode it maintains a duty of care with regard to the social and professional development of members of the
Back To Back Ensemble. It also sustains extensive connections with local disability and other
communities, in Geelong and more broadly in Victoria’s Western region.
In 2004, Back To Back entered a partnership with three other regional disability arts companies, for a series
of residencies as part of the POD project, an outreach initiative based figuratively and materially around an
inflatable ‘pod’ structure as used in Soft (2003). POD presented strong propositions about innovative
disability arts practice and its transformative potential. This paper evaluates POD as a model for ‘seeding’
collaborative performance work with people with disabilities. It analyses the delivery arc of PODs 4-6,
raising critical questions about ‘explosions’ in the relationship between the project partners’ techniques and
frames of understanding, in seeking to place people with disabilities as the originators of cultural material
and to address the ‘disablism’ identified by disability activists as a key source of social disadvantage
(Oliver 1996). It also asks what can be learned from the project in terms of effective communication about
possibly unfamiliar structures, processes, vocabularies and aesthetic assumptions, in the context of
community-based arts practice.
Alison Richards is an Honorary Research Fellow, School of Culture and Communication, The University of
Melbourne
Julie Robson
See Independently Curated Panel 2:
Beyond a Baseness of the Feminine:Extreme acts and female embodiment in performance,1871 to the
present
Dr Jonathan Marshall, Dr Julie Robson and Renee Newman-Storen
See also Independently curated panel 3.
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Madness in their Method: 3 case studies reflect on cacophony from inside the ear of performance-led
research
Julie Robson, David Fenton and Leah Mercer
Kate Rossmanith
Dolce&Gabbana, Jean-Philippe Rameau and Patrick White: how practitioners perform ‘intellectual
prestige’ and ‘high cultural product’ in theatre rehearsals
Performing ‘the poetry’ of White; espousing ‘the genius’ of Rameau; and securing Dolce&Gabbana for
production sponsorship. For practitioners, theatre rehearsal not only involves shaping the details of a
performance – stage directions, performers’ deliveries, costumes, lighting – it simultaneously involves
setting out what rehearsal is and should be. A site for ‘prestigious’ work? Practitioners offering
‘sophisticated’, ‘cosmopolitan’ ideas?
Drawing on more than a decade of rehearsal observation and analysis, this paper will explore how two
extremes– the micro-practices of day-to-day rehearsal, and the macro-institutional struggles for limited
funding and symbolic capital – are in fact intimately connected.
By focussing on the broad discourses of ‘intellectual prestige’ and ‘high cultural product’, and their
embodied manifestation during rehearsal, I will examine how the practitioners, in Samuel Weber’s terms,
“institute their interpretations” (1987) of theatre-making; how they engage in micro-political struggles to
state, name and label what real theatre is.
Kate Rossmanith is a lecturer in Performance Studies at the University of Sydney. She completed her
doctorate in 2004 on the subject of ethnography and theatre rehearsal, and she is currently in production
for a documentary about an Australian anthropologist. Kate also works as a writer, writing on university
research across the humanities, health, sciences and technology. Her essays have appeared in The
Australian and The Monthly.
Mark St Leon
See Independently Curated Panel 1 – Circus
Maurie Scott
Dramatic Adaptation: “action research” approaches applied to an investigation of its principles and
practices.
This presentation is planned to be a 1 hour workshop that will explore the concept and some aspects of the
practices of adaptation - and the principles underlying and informing them - by means of the ‘acted’
reading and discussion of excerpts from one or two of the dramatic adaptations I have undertaken as
elements of the examination of the processes of adaptation under the rubrics of the “Action
Research”/”Performance as Research” mode.
The rationales for writers in general undertaking adaptations (across a range of forms and media) will be
canvassed, along with the conceptual and operational problematics (dramaturgical, performative,
discursive, intertextual, etc.) that inevitably arise both in terms of writing drama texts per se (that is,
‘original’ works) and writing adaptations of pre-existing dramatic texts.
But the main thrust will involve the critical discussion of, first, the adaptive choices made and presented (as
well as the alternative possibilities) and, second, the special drama experience the resonances generated by
adaptations make available for audiences. These and other issues will be subject to analysis and annotation
in the commentary the project includes.
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Examples of adaptations written and/or referenced in the course of the project so far range from quite
conservative ‘cover versions’ (‘remakes’, ‘updates’, etc) with the original texts as templates for the new,
through to those deploying the source texts as pretexts (and pre-texts) for new versions that are radical
departures that challenge textual/authorial authority, that (fruitfully) deform the originals and present new
‘riffs’ and ‘takes’ on themes, characters, action, dramatic modes, etc. etc.
The adaptations for discussion are of:
Sophocles’ Antigone; (Contemporary setting, issues bearing on insurgency, terrorism, suicide bombers,
putative martyrdom, tragedy)
Peter Watkins’ 1971 docudrama film Punishment Park; (A ‘what if’ scenario updated from period of US
Vietnam involvement to
Australia in the ‘recent future’ with riffs on the suppression of dissent by force)
Moliere’s Tartuffe. (Set in late colonial Australia – drought, politics of water, hypocrisy, chicanery, played
out as Elmer Gantry meets the Rainmaker meets King O’Malley)
Note that each adaptation is an obvious and conventional political intervention and deals in and with
“extreme states” in content and thematics but engagement in the very processes of adaptation brings one to
attend to the relationships among the cluster “politics/ideology/the expressive arts” in that the process
presents a set of strategies that challenge the dominant paradigms informing that cluster.
Mark Seton
Culture or Cult: When does the disciplining of the actor become abuse?
“We prefer to seduce you rather than rape you” was a phrase I heard repeatedly when I participated in a
short term course of actor training. The teacher’s intentionality may have been metaphorical but I still felt a
threat of violation behind the words. The inference behind this and many other words and practices in
places of actor training is that violation, pain and suffering are necessary tools for creating the “disciplined”
actor. In this paper I will interrogate the legitimacy and the efficacy of this presumption. My ongoing
research into actor training and, indeed, directing practices has led me to postulate that methods of training
and directing actors co-exist along a continuum from culture to cult. A novice actor is “initiated” into the
“field” and inculcates social and performative habits in order to “fit in”. The actor who baulks at, or resists,
the desires of the teacher/director to “expose” themselves in rehearsal is seen as an uncooperative
troublemaker. But when do habits of social conformity become an obsession or addiction? When does
inter-dependency shift to co-dependency. The term cult has become usually associated with pathologically
disturbed or ideologically brainwashed groups – but cult is also the root of culture. Marc Galanter notes
that public focus on the extremes of the cult fails to acknowledge that the same social dynamics
(transformation of identity, monitoring of transformation, feedback to manage deviations, and boundary
control to preserve the status quo) also operate in culture. My concern is to identify practices that, in the
culture/cult of training and directing actors, are justified as disciplinary but could also be abusive and
unsustainable.
Dr Mark Seton has lectured and tutored aspiring performance-makers at the University of Sydney,
University of Western Sydney and Macquarie University. Prior to this, Mark has worked variously as an
editor, production manager, director, writer and producer in film and video production for over 20 years,
and more recently as a dramaturg for contemporary performance. As an accredited InterPlay teacher with
InterPlay Australia, Mark runs regular workshops and convenes special programs for corporate and
community organizations. He is on the Board of Currency House and is Chair of the Health Promotion
sub-committee of the Australian Society for Performing Arts Healthcare (ASPAH).
Narda Shanley
Physical Discomfort, Psychic Safety: vigorous actor training as new emotional topography.
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“The language of the body is the key that can unlock the soul” – Konstantin Stanislavsky
Frank Theatre train their performers using exercises based on the Suzuki Actor Training Method. Suzuki’s
dense technique is often seen as intrinsically Japanese, however, Frank Theatre has expanded and westernised it into a universal method named Frank/Suzuki Performance Aesthetics. Frank/Suzuki Performance
Aesthetics uses radical corporeal exercises as a transformational landscape, with the aim of giving selfawareness and purpose to the performer.
Some contemporary acting approaches aim to break the actor emotionally or mentally then re-build the
actor in the mould of the ‘approach’, however the aim of Frank Theatre training is to “empower” the actor.
This empowerment is accomplished by channelling the actor through chaos in order to release the
body/mind matrix from its restrictions. Pushing the body to the brink emboldens the actor to completely
occupy and own the activity. The mind is switched into a “neo-primitive” mode and brings emotions to
physical surface without damaging or overwhelming the psyche.
Narda Shanley is currently a company member of Frank Theatre, a Brisbane based theatre group, whose
work is internationally regarded for its unique approach to the actor's body and the integration of training
and performance.
Following a career as a professional modern dancer John Nobbs further expanded his skills, training first
as an actor with Tadashi Suzuki and the Suzuki Company of Toga and more recently, as principal trainer to
Brisbaneˆbased Frank Theatre, which he co-directs with Jacqui Carroll, developing the Frank/Suzuki
Performance Aesthetics actor training system.
Doing the exercises ‘well’ is not the ultimate aim. The exercises are not aesthetic aerobics. The actors are
not playing at performance or purgatory. The Frank exercises are a pathway through a powerfully loaded
personal experience followed by reflection. Clarity of intention and action lead to unification of body and
emotion. The exercises become tools to give experiences that can then be drawn upon in performance.
Adriann Smith
Local Bodies Aging (Dis -Gracefully) in Theatre Space in Aotearoa/New Zealand - Päkehätängä in
Performance; in ‘Fishnet’ a dance work
My investigation is of a particular aspect of Päkehä performance culture in Aotearoa/new Zealand. This
performance culture is predicated on, reflects and critiques, the wider culture of Päkehätängä. Päkehätängä,
has sprung from a settler culture that has come to Aotearoa/New Zealand and has been interpenetrated by
Pacific culture, Mäori culture in particular. As a culture which has been shaped by the physical and
emotional aspects of living in Aotearoa/New Zealand Päkehätängä is a creolised culture, an older culture
which has been redefined by its translocation.
The paper centres on the work Fishnet, small a work performed by only two dancers Kilda Northcott and
Lyne Pringle, which is large in scale. Its central theme is the politics of aging, but aging with a twist. These
two dancers are not what you might expect. Kilda Northcott says:
‘Its just the whole symbolism of a fishnet, and then the stockings also that we wear and because we were
older people… that overt sexuality thing was about, …, You know through it being overt, we were being
funny and silly about it as well, and trying to hook people in if we could, … that was just a fun way to
advertise the show.’
In focusing on the dance work Fishnet I will be examining a work which expresses in a concrete physical
manner some modes of Päkehätängä in Päkehä performance.
Adriann Smith is a Doctoral candidate at the University of Otago, New Zealand
Yuji Sone
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Do robots perform?: human-machine performative interaction in Japan
This paper concerns the possibility of considering objects or machines as performers by examining
Japanese next-generation service robots. In particular, I will consider the developing nature of human-robot
performance in Japan. This paper considers how the culturally specific character of everyday interaction
between human and robot may develop unintentionally in Japan.
Robotics is one of the main areas of Japanese technological research. Japanese industrial robots have
dominated the world market for the past two decades. In recent years, however, Japanese robot
manufacturers have focused on developing household robots as the next generation of commercially
available robot. To cater for the needs of a rapidly aging society whose youth population is shrinking,
Japan dreams of robot helpers, rather than non-Japanese immigrants, to care for the elderly. Robots are not
merely of interest to social planners, but are popular with ordinary Japanese people. The Aichi 2005 World
Exposition in Japan displayed many prototypes of robots designed to interact with humans, attracting a
large number of Japanese visitors. It is worth asking how the Japanese view the robot, and how this view
has been constructed. This paper examines how robots perform with and for the Japanese in ideological
terms, through a complex loop of representation and expectation.
Dr Yuji Sone is a practitioner-researcher, and currently a lecturer in Performance and Digital Culture at
Macquarie University. His research focuses on the cross-disciplinary conditions of media/technologybased performance, and the terms for analysing such work, especially from cross-cultural perspectives
Peta Tait – See Independently curated panel : Circus
Performing Australianness As Exotic Fauna – Circus Panel
Within the aesthetic extremes of circus performance are heightened emotions and visceral reactions that
wash over the instabilities of identity, national, gender, human. For its 2005 London performances, Circus
Oz performed in Queen Elizabeth Hall, one of the most prominent main stage venues in this major arts
complex in London and thus internationally. The locality suggests that Australia’s best-known production
export may be its circus and physical theatre rather than its spoken word drama. But Circus Oz reappropriates a longstanding practice of making quaint or charming exotic performances out of Australian
fauna. From the 1930s to the 1960s the Digger Pugh agency in London successfully toured twenty-member
female troupes within Europe and to South Asia with names like the Cockatoos and Wallabies performing
Australianness, without Australian nationals. The metaphoric association of aerial performance and flight
extends to Australia’s exotic birds, suggesting the intersections of geographical exoticism and gender
eroticism.
Peta Tait is Professor of Theatre and Drama at La Trobe University. Her most recent books are: "Circus
Bodies: Cultural Identity in Aerial Performance" (Routledge 2005); "Performing Emotions" (Ashgate
2002); and the edited volume, "Body Show/s: Australian Viewings of Live Performance" (Rodopi 2002). In
2005-6 she undertook the Australia Council report "Examination of Resources for Writing for
Performance".
Joanne Tompkins – See Independently curated panel:
Dialogues on representation: Ngapartji Ngapartji and The Odyssey
Denise Varney
Extreme States: The politics of presentation and the presentation of politics
This paper investigates the politics of presentation in two works: Anna Langhoff’s Frieden Frieden (Peace
Peace) (1997) and Sasha Waltz and Guests’ Allee der Kosmonauten (Avenue of the Cosmonauts) (1996,
1997, 2000). The politics in these pieces will be seen to reside in the way that both works are interested in
the way everyday life for some has become an extreme state: driven by the encroachments of a hostile
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public space and riven with the violence that issues from such a social and political context. In Frieden
Frieden, a desperate and unsympathetically constructed father takes his family hostage. ‘I’ll shoot the lot of
them’ he boasts. Allee der Kosmonauten thematises the high rise apartment-dwelling dysfunctional family.
Hardt and Negri have identified ‘the (re)creation of the stable and hierarchical nuclear family’ as the central
plank of the neo-conservative social agenda. But the Right’s idea of the traditional family is based, they
argue, on ‘a pastiche of values and practices that derives from television programs’ rather than from any
historical or actual account of family life. Both Frieden Frieden and Allee der Kosmonauten can be viewed
in this light as extreme versions of the family that reflect a post-communist frame of reference. The iconic
marker of the cosy family living room – the couch – on which the hierarchical nuclear family sits
transforms in these works into an island in which family members are set adrift. In Frieden Frieden, the
family at home on the couch with Father holding a rifle is an image beyond words that points to the phallic
power that sustains patriarchal institutions. In Allee der Kosmonauten, the couch is revealed to be on
wheels and towards the end of the work is ‘walked’ off by seated family members. These extreme works
speak to the dramatic social changes that took place in Eastern Europe in the 1990s.
Denise Varney is Senior Lecturer in Theatre Studies in the School of Culture and Communication,
Melbourne University. She is the co-author with Rachel Fensham of The Dolls’ Revolution: Australian
Theatre and Cultural Imagination and has published essays on feminism and theatre, Australian theatre,
Brechtian theatre, contemporary German theatre and performance documentation. Her new book, an
edited collection of essays entitled Theatre in the Berlin Republic will be published by Peter Lang later in
2007.
Caroline Wake
Witnessing Degree Zero: Performance, Disappearance, and the SIEV X Memorial Project
In his essay, “The Street Scene,” Bertolt Brecht writes that
epic theatre . . . can be seen at any street corner: an eyewitness demonstrating to a collection of
people how a traffic accident took place. The bystanders may not have observed what happened,
or they may simply not agree with him, may “see things a different way”; the point is that the
demonstrator acts the behaviour of driver or victim or both in such a way that the bystanders are
able to form an opinion about the accident. (121)
Despite its deceptive simplicity, the street scene is a complex collision of an accident, an eyewitness, and
an actor. That is, it occurs at the intersection of trauma, testimony, and performance; precisely the place
that this paper begins to map.
There are several witnessing positions in Brecht’s scenario (the eyewitness, the bystanders, the driver, the
victim) and, I would suggest, several modes of witnessing. However, for the purposes of this paper, I am
focussing on the most extreme form of witnessing—what I call witnessing degree zero. Most theories of
witnessing deal with the victim who survives, which is to say the primary witness, and simply despair for
the victim who does not survive. Witnessing degree zero might also be called audacious witnessing in that
it attempts, contra Celan, to bear witness for the witness. Witnessing degree zero epitomises what Kelly
Oliver has called “the necessity and impossibility of witnessing” (85).
This paper considers the sinking of the SIEV X and looks at various attempts to bear witness to the
“wreckage upon wreckage” as Benjamin puts it. In particular, this paper considers the SIEV X memorial
project, which was temporarily installed on the lake shore in Canberra on October 15, 2006. I was not
present at either the sinking of the SIEV X or the mounting of this temporary installation but, following
Phelan, this paper argues that “The condition of witnessing what one did not (and perhaps cannot) see is the
condition of whatever age we are now entering” (577).
Caroline Wake is a doctoral candidate in the School of English, Media and
Performing Arts at the University of New South Wales. Her thesis considers
witnessing, disappearance, and performance.
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David A. Williams
Cutting and running? Keeping pace with the political and theatrical spinning of the Iraq War
In his book Sexing it Up: Iraq, Intelligence and Australia (2003) Geoffrey Barker describes the spin used
to sell the war on Iraq as "a constant drumbeat of suggestion, allegation, insinuation, threat and promise"
(Barker 2003:104), further noting that the use of this spin sought "to raise political leaders above the messy
business of politics. Their policies and actions are presented as selfless, […] concerned exclusively with
“the national interest.”" (Ibid: 107) What such spin aims to produce are good stories that frame the facts of
the matter at hand in such a way as to make political leaders look good. Spin is therefore deeply concerned
with representational issues, and as such can be viewed in similar terms to theatrical practice, especially
documentary theatre practices that use such spin as a source material. As Carol Martin notes in a recent
paper on documentary theatre, "[g]overnments “spin” the facts in order to tell stories. Theatre spins them
right back in order to tell different stories." (Martin 2006:14)
This paper examines the ways in which political actors, most notably Prime Minister John Howard,
attempted in 2006 to use spin to manage a change in public sentiment in relation to the War on Iraq, most
particularly in response to the mid-term elections in the USA and the planned strategic withdrawal of
British troops from Iraq. Concurrently, Sydney-based performance group version 1.0 were engaged in an
Australian tour of their performance The Wages of Spin. This paper examines the ways in which this
moment in history was spun, both by governments and theatre artists.
David Williams is a founding and current member of the performance group version 1.0, and a PhD
candidate at the Univeristy of New South Wales. He will finally submit his PhD thesis, entitled Undoing
Theatre: Forced Entertainment and 'the formless', in June 2007. version 1.0's latest performance, Deeply
offensive and utterly untrue, about the AWB kickback scandal, will open at Carriage Works, Sydney in
August 2007.
Independently Curated Panels
1. Circus
Peta Tait – See Independently curated panel: Circus
Performing Australianness As Exotic Fauna – Circus Panel
Within the aesthetic extremes of circus performance are heightened emotions and visceral reactions that
wash over the instabilities of identity, national, gender, human. For its 2005 London performances, Circus
Oz performed in Queen Elizabeth Hall, one of the most prominent main stage venues in this major arts
complex in London and thus internationally. The locality suggests that Australia’s best-known production
export may be its circus and physical theatre rather than its spoken word drama. But Circus Oz reappropriates a longstanding practice of making quaint or charming exotic performances out of Australian
fauna. From the 1930s to the 1960s the Digger Pugh agency in London successfully toured twenty-member
female troupes within Europe and to South Asia with names like the Cockatoos and Wallabies performing
Australianness, without Australian nationals. The metaphoric association of aerial performance and flight
extends to Australia’s exotic birds, suggesting the intersections of geographical exoticism and gender
eroticism.
Peta Tait is Professor of Theatre and Drama at La Trobe University. Her most recent books are: "Circus
Bodies: Cultural Identity in Aerial Performance" (Routledge 2005); "Performing Emotions" (Ashgate
2002); and the edited volume, "Body Show/s: Australian Viewings of Live Performance" (Rodopi 2002). In
2005-6 she undertook the Australia Council report "Examination of Resources for Writing for
Performance".
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Rosemary Farrell
Foot fetish
Feet have been a feature of acrobatic performances in China since the appearance of the Risely act in the
Sui dynasty (589-618) and the introduction of foot-binding in the Tang dynasty (618-907). After this
period, foot juggling acts and representations of females with bound feet developed into speciality
performance skills. This fascination with female feet in Chinese performance was transferred to Australia
in the nineteenth century and appears as the main attraction in an advertisement in 1860. Recent research
has found there is considerable question over the identity of the Chinese female performers, and the content
of their performances, with the possibility of secret voyeuristic viewings of tiny female feet and a covert
male homosexual presence. This paper addresses the political and cultural climate in relation to Chinese
female performers and their representations in Australia in the nineteenth century.
Rosemary Farrell is a drama teacher with twenty-seven years of teaching experience. She is completing her
doctoral thesis on the influences of Chinese acrobatics in Australian circus through the department of
Theatre and Drama, La Trobe University, Melbourne. She lectures in ‘Circus Cultures and History’ at the
National Institute of Circus Arts (NICA) and her recent article ‘Chinese acrobatics unmasked in Australian
circus in the nineteenth century’ was published in the April 2007 edition of Australasian Drama Studies.
Mark St Leon
Image deprived, identity contrived: The use and abuse of truth in Australian circus
From its earliest British origins, circus was associated with performers, managements and audiences of low
social standing. These views were reinforced by longstanding legal differentiation between itinerant
entertainers and popular entertainment, on the one hand, and legitimate theatre on the other. Even as legal
differentiations were removed and popular entertainments allowed to flower, the circus has, until this day,
never completely escaped its inherited marginalised status. To a considerable extent, the introduction of
circus to Australia was accompanied by the transplantation of these Old World attitudes. Although largely
freed of the condescending and restrictive attitudes with which circus activities were labelled in England
for hundreds of years, circus in Australia had to contend with other imperatives, those imposed by an
emerging social order. While this social order subsumed some of the Old World proclivities, it expressed
others completely new: the absence of a pre-existing culture, a vague sense of nationalism and social status
based more on pecuniary priorities than birth and education. As the colonies became prosperous, the
differentiation between highbrow and lowbrow entertainments became more apparent. Reaching its public
was more than just a matter of physical presence for the circus in Australia. From its inception until the
present time, Australian circus had to generate audiences from a population continuously and rapidly
changing in size, character and domicile. A circus had to create, shape and continuously update a
legitimacy to connect with its public and to appease the prevailing social order. The desire for legitimacy
was, and continues to be, a constant theme in Australian circus.
Mark St Leon’s full biography may be accessed via his website at: http://www.pennygaff.com.au/intro.html
2. Dialogues on representation: Ngapartji Ngapartji and The Odyssey
Chair: Joanne Tompkins (University of Queensland)
Helena Grehan (Murdoch University)
Alex Kelly (Producer Ngapartji Ngapartji)
Angela Campbell (Murdoch University)
Rene Newman-Storen (Murdoch University)
Representational space is an unsettled territory, some practitioners and theorists even call it a battlefield. It
is a field of inclusion and exclusion, illusion, imagination, attraction, repulsion, power and manipulation.
Performance and (importantly) responses to and analysis of performance continually contest territories of
representation (as they are bound to do).
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This panel offers two dialogues that attempt to cross some key points of this unsettled conceptual space and
to highlight some of the ethical, political and aesthetic issues that arise when dominant paradigms of
representation are questioned and alternative paradigms begin to unfold.
Ngapartji Ngapartji
This dialogue emerged from a series of e-interviews between Alex Kelly (producer of Ngapartji Ngapartji)
and Helena Grehan. Both Kelly and Grehan share a concern about the politics of representation and the
complexities of interpretation with regard to Indigenous performance and process driven work. Through a
focus on Ngapartji Ngapartji they will explore the relationships between process and product; the role of
cross-cultural exchange in the work; and question the idea of judgment and its limits.
Questions that might be addressed include:
How do 'we' read Indigenous performance? How can we make sense of the depth of process underpinning
work of this nature? Can we judge it as a stand-alone theatrical work? Can/should works such as Ngapartji
Ngapartji be judged purely on their technical skill or success as performance? What kind of readings might
this judgment reveal? Are there other ways in which works might be judged or does this open a dangerous
precedent?
We look forward to expanding this dialogue to include the views/responses of conference delegates.
The Odyssey.
A conversation had late one night about a theatre production of The Odyssey, adapted by Tom
Wright and directed by Michael Kantor, produced by Black Swan Theatre Company and Malthouse
Theatre for the 2006 Perth International Arts Festival…
A: Odyssey was misogynistic.
B: You can’t say that.
A: Well it was.
B: Using blanket terms like racist, misogynistic, fascist about works of art denies the interlocking
complexity of things. It closes down conversation. It’s a cheap shot. And you can only say you experienced
it as being misogynistic, from your point view. Other people may have experienced it differently. In fact as
Tom Wright said from the beginning, “there are many odysseys in The Odyssey”. That was his point of
departure…
Since the time of the Ancient Greeks there have been arguments about theory and practice, interpretation
and context, ethics and responsibility, and the dynamic of all these within a work of art. Questions usually
focus around who gets to represent whom and in what way. This paper gives a contemporary context to this
debate as it applies to a recent production of The Odyssey. It offers a ‘semi-Socratic’ dialogue that animates
these tricky questions and marks out territory by dramatising conflicting points of view.
Helena Grehan teaches in the English and Creative Arts Program at Murdoch University. Her areas of
research include: performance theory, spectatorship, ethics and interculturalism. Her book Performance,
Ethics and Spectatorship in a Global Age will be published in 2008.
Angela Campbell is currently completing a PhD at Murdoch University. Her thesis is titled Located
Stories: Theatre makes Place on the Body. After graduating from VCA, Angela co-founded Hildegard
Theatre Company producing a number a physically based works that toured nationally and
internationally. Her play Vampires in the Bush, written as part of her Masters in Creative Writing
(University of Queensland), was workshopped at the National Playwright's Conference in 2006.
3. Beyond a Baseness of the Feminine:
Extreme acts and female embodiment in performance,1871 to the present
Dr Jonathan Marshall, Dr Julie Robson and Renee Newman-Storen
Like his fellow Surrealist Antonin Artaud, Georges Bataille claimed that Western civilisation had been
characterised by a Platonic or “Hellenistic spirit, whose dominant tendency saw matter and evil as
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degradations of superior principles.” These material forces were only liberated through such cultural
manifestations as hysteria (“the greatest invention of the nineteenth century,” according to Aragon and
Breton), through abjection, or through those predatory, feminine forms which stalked the modern
patriarchal imagination. To paraphrase Barthes, the “grain” of the female voice could be seen to evoke here
the full force of corporeality and the flesh, which had typically been projected onto the feminine subject,
while medical intervention into this fleshy matter continues to this day to pose problems of representation,
of ethics, and of embodiment.
This panel examines the particular manifestations which some of these threatening forms of feminine
embodiment have taken within performance, as flesh and gender have moved across the disciplines of art,
science and philosophy, from historically conservative myths like the Siren, to historically specific tropes
such as the femme fatale or the wombless, sexed-body. The panel begins with a study into the violation of
discursive boundaries and probity through the performance of medicine and para-science in the
demonstration halls of late nineteenth century Paris (Dr Jonathan Marshall). We then move to the figure of
the Siren—also a common subject of the fin de siècle stage, but here studied as a trope of Western fiction
and performance, rather than as a series of specific performance events. Such an examination of Sibyl-ant
song and its cultural constitution provides the foundation for a new feminist dramaturgy today (Dr Julie
Robson). We then close with an exploration of one of the rising tropes of contemporary bio-art and
performance: the medically engineered and reconstructed female body—here in the person of artists Terri
Schiavo and Ashley X. Rather than focusing predominantly upon the subjects created by such
performances, the closing presentation draws us into a discussion of the aesthetics of viewing itself, as
we—the anxious audiences of today—remain partially mired in some of the fears of our patriarchal, fin de
siècle precursors, whilst nevertheless confronting new issues in the potential baseness and reformulation of
feminine flesh.
Jonathan Marshall
“Knights of the speculum” and Hypnotic Extremes: Illness, ecstasy and medical performance in the
early history of hypnotism and neuropsychiatry
Jean-Martin Charcot occupied France’s first professorial chair in neuropathology at the Salpêtrière
Women’s Hospice, 1882-1893, where his lectures were widely attended and reported. As a member of the
commission into Mesmerist Victor Burq, Charcot’s confirmation of “nervous sleep” (hypnotism) and
human electromagnetism helped to legitimize much parascientific research previously at the fringes of
institutionalised medicine, contributing to the ideas of Spiritists, Theosophists, homoeopathists and others.
Charcot’s presentations of hypnosis and altered states of neuropsychological extremism—which he saw as
unique to the suggestible pathological condition of hysteria and which allowed him to conduct live
experiments demonstrating the character of nervous reflexivity and conductivity—were something of a
scandal. Following Charcot’s death, senior students such as Joseph Babinski publicly disavowed these
practices.
Hypnosis, hysteria and related treatments endorsed by Charcot like massage and electrotherapy were
contentious within French medicine because they dramatised and exaggerated not only the body and its
acts, but also medical knowledge itself. Medical practice became an alarming performance of the nervous
system in extremis, resembling a Bakhtinian carnival. Charcot’s former student—author and right-wing
politician Léon Daudet—denounced the theatricalised extremes of French medicine in his satire, The
Deathly (1893), and he wrote an introduction to The Deceivers of Medicine (1902) which attacked
hypnotists, Spiritists and those excessively attentive “knights of the speculum” whose prescriptions of
vaginal and anal massage would leave the nation feminised, sexually depraved and depopulated. Charcot’s
practice acted as a lens through which the spectacle of knowledge and scientific progress became enmeshed
with dramatic performance, sex, ecstasy, excessive neuropsychological expression and other issues. In
addition to the works of Daudet and his peers, material will be drawn from the archives of the Bakken
Library and Museum of Electricity in Life, founded by the inventor of the pacemaker, Earl Bakken.
Dr Jonathan Marshall is a Research Fellow at the Western Australian Academy of Performing Arts, Edith
Cowan University. His work focuses on interactions between the histories of performance and medicine—
notably the dramaturgy of the famous fin de siècle French neurologist, Dr Jean-Martin Charcot, and the
subsequent work of Charcot’s students teaching anatomy and life drawing at the School of Fine Arts,
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Paris, 1862-1940. In 2005, Marshall was awarded a Visiting Researcher Grant at the Bakken Library,
Minneapolis. Material from Marshall’s doctoral thesis is published in Proceedings of the Western Society
of French History (2002), Double Dialogues (2003), Forum for Modern Language Studies (2007) and
Modernity/Modernism (2008). Marshall has also written on contemporary performance and the avantgarde, and is a contributing editor to the national arts magazine, RealTime Australia.
Dr Julie Robson
Extreme Fantasies in the Body of the Voice:
Femme fatales, corporeal knowledge and the singing from two mouths
In spite of the fact that the Homeric text proclaims that the Siren’s song was knowledge of the past, present
and future, these mythological female sea monsters were renowned for offering a seductive song of sex—
and with it a moral or actual death. Present throughout history, she-devils still enact patriarchy’s Friday
night vamp thriller, playing out a phallocentric fear and fantasy of being corrupted, consumed or outdone
by the unruly feminine and the implied carnal knowledge. The femme fatale icon became most prominent
in the nineteenth century, when the dread of women escalated with the rise of feminism. Evidenced by
outrageous dis-eases such as nymphomania, the icon re-enforced ab/normalities of sexual and sociopolitical behaviour prescribed for women, further entrenching the cultural sign for perverse, lethal or
liberated female sexuality. This paper posits that the extreme pleasure and fear accorded to reputed voice of
Sirens resides in the corporeality and sexuality of the femme fatale body, which listeners defer to upon
hearing female sound. Fear or fascination with this fulsome, fleshly song is a result of the perceived
otherness of ‘woman’ and the monstrosity of her two mouths. What is extreme is not so much female
sound, sexuality or corporeal knowledge, but rather the degree to which the Sirens are a politically charged
construct and rigorous fabrication. As with The Quivering by performance trio Sacred COW, this kind of
critical dramaturgical inquiry assists the feminist theatre practitioner in a making a fuller, more productive
re-imagining of the Siren myth.
Renee Newman-Storen
Terri and the X: Crossroads in the performance of bio-ethics
In this paper, the cases of contemporary performance artists Terri Schiavo and Ashley X are explored as
performative events that reflect crucial instances of a moral anxiety regarding the limits of the flesh, the
subject and the governing ethical principles that bind communities. What can the open eyes of Terri
Schiavo and the womb-less Ashley X tell us about the parameters of subjectivity, agency and ethics? Do
the circumstances surrounding these cases shape the reader’s understanding of the ethical limits of the
subject? Kelly Oliver argues that subjectivity is constructed via a “witnessing”; a process of “addressability” and “response-ability” in the contact of others, and that this interaction is fundamentally an ethical
encounter (Kelly Oliver, Witnessing: Beyond Recognition, Minneapolis: University of Minnesota, 2001).
As the options for extending life increase, I explore the conditions surrounding bio-ethical performative
events by focusing particularly on who gets to make these decisions, why and how these decisions impact
on the value of an individual life. By exploring the moral anxiety surrounding the cases of Terri Schiavo
and Ashley X, I investigate the ways in which ‘we’ as subjects might address and respond to such events
and how art can act as a vehicle for confronting, challenging and extending such issues. I ask what role art
plays in critiquing the inherently political nature of a moral and social anxiety surrounding the body and the
value of a life.
Renee Newman-Storen is a PhD candidate in Theatre and Drama Studies at Murdoch University. She is a
writer, performer and theatre director and her academic interests include the investigation of the social
event as performance.
4. “Madness in their Method: 3 case studies reflect on cacophony from inside the ear of performance-led
research”
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Julie Robson, David Fenton and Leah Mercer, the first three performance-led research PhD candidates
from Queensland University of Technology, reflect on their completed doctoral projects (2004-2007) and
the data collection methods that un/necessarily complicated their research design, scope and execution.
Whilst their performances pioneered and enabled significant findings, the discussion centres on how their
information gathering and final exegetical submissions were profoundly shaped or co-opted by the voices
and expectations of traditional academia, perhaps most characterised by overcompensation on behalf of the
new researchers. With the Practice-led Research field still in its infancy, these case studies evidence the
anxiety and insecurity as much as the courage and finesse involved in departing from classical modes of
presentation and discursiveness. The papers reveal three different strategies on listening to and composing
knowledge amidst the noisy endeavour of performance-led research.

Julie Robson
Strapped to the mast of reason: on becoming your own Odysseus and undermining the poetic voices
in performance led research
This paper tells the story of an artist-researcher who invented a character called “More-Maureen-More” in
response to dominant and ideologically unsavoury readings of the Siren figure. Whilst the name itself is a
pun on the ‘gorgeous, gargantuan gobstoppers’ from Greek myth, the presentation is a tragi-comedy of how
the researcher un/consciously imported this extreme persona outside of the rehearsal room by adopting an
insatiable appetite for data collection and analysis.
By showing examples of excessive documentation and other laboured obsessions which potentially
compromised the thesis, the discussion focuses on the dangers of having listened to the deceptively
charming voice which uttered, “More funding proposals Maureen! More audience feedback sessions
Maureen! More transcriptions Maureen!” In an ironic twist, it is revealed that through this process the
researcher has in fact become less like the Siren character she designed to mock or re-inscribe, and has
instead become an Odysseus, bound to the mast of reason and traditional discourse, one who listens to but
perhaps does not fully trust the polyphonic song of knowledge and the incisive tongue of performance.
This paper is a cautionary tale, which validates the nervousness and tensions felt acutely by supervisors, the
collaborative creative team, funding bodies, the artist-researcher et al, but that ultimately suggests the real
peril in this kind of emergent research method is not the (comic) zealousness of the candidate but the
(tragic) disavowal or foreclosure of poetic, temporal knowledge. Wax for your ears not required but
available upon request…
Julie Robson is a writer, performer, singer, composer, and academic. She is currently the course
coordinator of the Contemporary Performance program at Edith Cowan University in Western Australia.
Her academic interests focus on creative practice-led research and the sound of diva’s, lamenters, lullabymakers and monsters. Julie is a member of the theatre triumvirate Sacred COW (Dawn Albinger, Scotia
Monkivitch & Julie Robson), the co-founding company of Magdalena Australia, an inter/national network
of women in theatre. Julie Robson was the recipient of the 2004 Phillip Parson’s Prize for Performance as
Research. The doctoral performance work, “The Quivering”, directed by Nikki Heywood and performed by
ensemble Sacred COW, is being remounted at La Mama from July 11-24, 2007.
David Fenton
The Extreme Tyranny of ‘Thick Data’ in Practice-led Research
This paper features an examination of the extreme tyranny of ‘thick data’ gathered during my practice-led
Ph.D research entitled ‘Unstable Acts’, presented at Queensland University of Technology, Creative
Industries Faculty in 2006.
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By critically investigating the design and methodological strategies of this practice-led research, the paper
draws attention to the question most practice-led researchers will face, which is “how much data should I
gather and what strategies can I apply before, during and after practice in order to be selective?”
This paper takes as its premise that in order to uncover the research question from the practice, data
gathering must be limited, specific and strategic. In this case it reviews the design of the research and the
implications that three cycles of creative practice and a field trip had on the data gathering process.
Specifically, it reviews the methodological strategies of the research, and questions the over-compensatory
quantity of data generated.
Subsequently, the paper examines how this thick data was synthesised into exemplars of praxis that
supported the theoretical underpinnings of the creative work. Then the paper questions why these
exemplars, which documented a significant process of discovering findings, proved superfluous for the
final written exegesis.
This review is offered to assist other practice-led researcher’s ways in which they may limit the criteria and
manage the volume of data gathered from practice in order to unearth their research questions.
David Fenton – M.F.A QUT, B.A QUT, Grad. Dip. (NIDA), Dip. Teach. Drama QUT. (PhD in
Performance Innovation - under examination)
David has been a freelance theatre director in for seventeen years and has directed over 50 professional
productions. Currently, David is a lecturer in Performance Studies in the Creative Industries Faculty at
Queensland University of Technology. His PhD in Performance Innovation in practice-led research is
currently under examination.
In 2003 David was Manager of Events and Entertainment at Sydney Olympic Park Authority. From 2000 to
2002 David was Festival Director for Sydney Gay and Lesbian Mardi Gras Festival, from 1996 to 1999
David was Artistic Director of Riverina Theatre Company, and from 1990-1991 David was resident
director of New Moon Theatre
Leah Mercer
The autism of the reflective practitioner
When it comes to the documentation of practice-led research the practitioner/researcher is caught
somewhere between the practice and the research. Terms like ‘practice-led research’ and ‘performance-asresearch’ hint at the precariousness of this position, the former suggesting that the practice provides both
the questions and the answers while the latter inferring that performance merely masquerades as research.
This paper considers some of the philosophical implications encountered by the reflective practitioner and
outlines various strategies employed in my parallel journey as co-writer/director of the contemporary
performance work The Physics Project and researcher/writer of the PhD exegesis “Complementarity and
the Uncertainty Principle as Aesthetic Principles”. The form and content of The Physics Project drew
metaphorically upon conclusions appropriated from Quantum Mechanics, which are equally applicable to
articulating the scope and focus of the exegesis. Working within an interpretative framework that combines
physics (Werner Heisenberg’s Uncertainty Principle and Niels Bohr’s Principle of Complementarity),
philosophy (Giambattista Vico, Søren Kierkegaard and William James) and contemporary performance
(Umberto Eco, Robert Lepage and Hélène Cixous), I constructed a philosophy of documentation in creative
practice. In the process I came up against the autism of the reflective practitioner. Here, Temple Grandin’s
description of the autist and their surroundings – “they do not experience themselves as shielded from the
outside world but as…helplessly, uncontrollably continuous…with it” (quoted by Blume, 1997, pp.7-8) –
parallels the relationship that can occur between the reflective practitioner and their practice. Having
diagnosed the condition, this paper seeks a philosophical remedy, exploring what it means to exist in
simultaneous states of ‘contemplation and volition’, how to ‘leap’ between them and how to look at the
footprints left behind.
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Blume, H. 1997. Autism & The Internet or ‘It's The Wiring, Stupid’. http://web.mit.edu/m-it/articles/blume.html (accessed March 23, 2005).
Leah Mercer is a Senior Lecturer and Coordinator of Performance Studies at Curtin University. In 2007
she submitted her practice-led PhD in Performance Innovation (QUT). She won a 2006 Silver Matilda
Award for directing The Knowing of Mary Poppins (the nest) which has had two seasons at the Brisbane
Powerhouse and is scheduled for a national tour with Critical Stages in 2008. In Brisbane 2006 she also
directed Stace Callaghan’s between heaven & earth for one hand clapping and Ted Hughes’
Metamorphoses at Metro Arts. Her play Melancholia (which will be performed at the Brisbane
Powerhouse in November) showcased at Playworks’ Festival in Sydney in May 2006 and was produced at
the Looking Glass Theatre in New York City in 2005. As a Fulbright scholar she completed an MFA in
(Directing for Theatre) at the California Institute of the Arts in Los Angeles. She also has an MA and BA
(Hons 1) from the University of Queensland.
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