 UCIPC ‘Keywords’ Colloquium at the University of Warwick, May 10-12, 2007
Participants’ Abstracts and Bios

Sue-Ellen Case (Los Angeles): ‘Queer Navigations’

This presentation will explore the different ways in which queers and queer cultures travel in the international/transnational arenas. It will detail some of the more dominant, colonial effects of queer travel, on the one hand, and the donations international queer cultures make to local, repressive environments, on the other. Finally, there will be some sense of how queer theories can better adjust the dominant transnational critiques that continue to configure a genderless, sexless analysis of social conditions.

Sue-Ellen Case is Professor and  Chair of Critical Studies where she also directs the Center for Performance Studies. A past editor of Theatre Journal, Case has published widely in the fields of German theatre, feminism and theatre, performance theory, and lesbian critical theory. Her most recent book is entitled Performing Science and the Virtual, published by Routledge Press. Other books include Feminism and Theatre and The Domain-Matrix: Performing Lesbian at the End of Print Culture. She has edited several anthologies of critical works and play texts, including The Divided Home/Land: Contemporary German Women's Plays; Split Britches: Lesbian Practice/Feminist Performance; Performing Feminisms, and published over thirty articles in journals such as Theatre Journal, Modern Drama, differences, and Theatre Research International. Along with Philip Brett and Susan Leigh Foster, she edits a book series with Indiana University Press entitled Unnatural Acts. 
Sudipto Chatterjee (Berkeley): ‘Postcolonial Subjectivities’

Is the 'post' in 'postcolonial' over? Or does postcoloniality continue in any way to determine subjectivity in all its myriad manifestations, be it of language, identity, ideology, discourse, and/or Althusserian interpellations, of both the (post)colonized and the (post)colonizer? Particularly vexing is how postcolonial subjectivity is being reconfigured within the emerging layered notions of globalization and a new inter- national-ism where the term 'nation' is playing out scenarios that the postcolonial understanding of nation did not anticipate. Is globalize as active a political verb as colonize (was)? How does/can performance interject, interpellate, interrogate, and pressurize the constellation of the emergent relationalities, in what one might call the post-postcolonial moment, that (oftener than not) play in the interstices of nation-states and transactions that imbricate cultural practice such as performance?

Sudipto Chatterjee is Assistant Professor of Theatre, Dance, and Performance Studies at UC Berkeley. His research areas include Asian and Asian-American performance and film, post-colonial performance, and modern and contemporary performance theory. His dissertation, The Colonial Staged , on nineteenth-century Bengali Theatre won the Michael Kirby Memorial Prize in 1998 and is scheduled to come out later this year from Berg Publishers (UK) and Seagull (India). His Bengali book of plays, Abhiropan , was published in 2005 from Calcutta. He is finishing his second book, Myths, Masses, & Movements , on Indian popular theatres, forthcoming from Routledge (UK). Articles in anthologies include Theatre and Imperialism (Ed. J. Ellen Gainor), (Post)Colonial Stages (Ed. Helen Gilbert), Shakespeare and Appropriation (Eds. Christy Desmet and Robert Sawyer) and most recently, Not the Other Avant Garde (Eds. James Harding and John Rouse). He has also been published in major theatre journals such as The Drama Review and Theatre Journal. For ten years, he was the Artistic Director of Epic Actors' Workshop & Choir in New York. Chatterjee is also a performer and filmmaker. In 2005, he directed Manjula Padmanabhan's Harvest at UC Berkeley's Department of Theater, Dance, & Performance Studies. He has also written and performed in the solo-performance of Man of the Heart , directed by Suman Mukherjee. This production originated at UC Berkeley in 2005, and was presented by East Coast Artists in New York in April-May 2006. Man of the Heart is scheduled to be performed in India in 2007.
Jim Davis (Warwick): Panel Chair

Jim Davis is Professor and Head of the School of Theatre, Performance, and Cultural Policy Studies. He joined the School in 2004 after eighteen years teaching Theatre Studies at the University of New South Wales in Sydney, where he was latterly Head of the School of Theatre, Film and Dance. In Australia he was also President of the Australasian Drama Studies, and member of the Board of Studies of the National Institute of Dramatic Art. His major research interest is in nineteenth-century British theatre and his most recent book is a joint study of London theatre audiences in the nineteenth century Reflecting the Audience: London 1840-1880 published by the University of Iowa Press in 2001. This was awarded the Theatre Book Prize for the best book on theatre published in that year. He has previously published books on John Liston, a nineteenth-century actor, and on the Britannia Theatre, as well as editing a volume of the plays of H. J. Byron for Cambridge University Press. He has contributed chapters to a number of books, most recently on nineteenth-century acting to the Cambridge History of British Theatre and on audiences to the Cambridge Companion to Victorian and Edwardian Theatre. He has also published in many periodicals including Theatre Survey, Theatre Notebook, Essays in Theatre, Themes in Drama, New Theatre Quarterly, Nineteenth Century Theatre, Theatre Research International, and The Dickensian. Current research projects include an investigation of the iconography of English comic performance in the eighteenth and nineteenth centuries, popular English theatre forms such as pantomime, and English actors in Australia in the nineteenth century.

Maria Delgado (Queen Mary): ‘Translations
Translation (or not?) While the word  ‘internationalism’ often features in contemporary academic discourse on performance studies, it is often an internationalism refracted through problematic imperialist paradigms. My contribution to the discussion will seek to throw out some observations around internationalism, translation and performance based on the experiences editing a supposedly ‘international’ journal and on issues that have emerged from my own scholarship and research networks over the past ten years spent primarily working on non English-language theatres.

Maria M. Delgado is Professor of Theatre & Screen Arts at Queen Mary, University of London. Her books include ‘Other’ Spanish Theatres: Erasure and Inscription on the Twentieth Century Spanish Stage (2003), three co-edited volumes for Manchester University Press and two collections of translations for Methuen. Her study of Federico García Lorca’s theatre will be published by Routledge in 2008. As well as being co-editor of Contemporary Theatre Review and co-editor with Peter Lichtenfels of the Manchester University Press series ‘Theatre: Theory/Practice/Performance’, she is a contributing editor to Western European Stages and on the advisory board of TheatreForum and four further book series in the UK, the US and Spain. 

Helen Gilbert (Royal Holloway): ‘Cosmopolitics’

This presentation will attempt to sketch the ways in which performance, as a material praxis, might test some of the concepts forwarded in recent theoretical formulations of cosmopolitanism as a model of cross-cultural encounter and/or global citizenship. I am interested in how cosmopolitanism both accommodates and elides racial and ethnic difference, and in what it can offer to questions about the effects of globalisation in the performing arts.  The paper suggests that there is inevitably a politics to cosmopolitan practices in the theatre – a cosmopolitics – that is entangled in complex corporeal and spatial histories.
Helen Gilbert is Professor of Theatre at Royal Holloway, University of London, and co-convenor of the College’s interdisciplinary Postcolonial Research Group. Her new book, with Jacqueline Lo, Performance and Cosmopolitics; Cross-Cultural Transactions in Australasia, has just been published by Palgrave/Macmillan in the series, “Studies in International Performance.” Her previous books include Sightlines: Race, Gender and the Nation in Contemporary Australian Theatre (1998); Post-colonial Drama: Theory, Practice, Politics (with Joanne Tompkins, 1997); and Postcolonial Plays: An Anthology (2001).

Milija Gluhovic (Warwick): ‘Cosmopolitanism’  






Various recent contributions to the discussion of cosmopolitanism suggest that the sense of timeliness or even urgency about the question of cosmopolitanism is widely shared. In my presentation/paper, I’d like to raise the issue of what accounts for this concern by asking: what do we understand by “cosmopolitanism”? Under what conditions, subject to what limits and by which actors are cosmopolitan principles being translated into practice – and which principles and against what forms of resistance? What are the characteristics, and who or what is the “subject” of the cosmopolitan moment at the beginning of this millennium? How are cosmopolitan democracy, justice, solidarity, community, law, politics, state, etc. possible? I am equally interested in exploring how this cosmopolitan moment could be translated into a research agenda for the fields of theatre and performance studies.

By way of an example I would like to look at the SEAS project produced by Intercult, a production company from Stockholm, whose starting point is the metaphor of seas engulfing the continent and connecting its ports as points of openness, exchange, and intercultural communication. In its first phase (2003-2005), Intercult brought artists from the Baltic and Adriatic countries to collaborate and create a number of site-specific artworks in various port cities across Europe, such as Helsinki, Malmo/Copenhagen, Koper, Kotor, Gdansk, Kaliningrad, Klaipeda, Dubrovnik, and Bari. In its second phase (2006-2008), the focus is on the countries in the Black and North Seas regions. Harbour areas/cities are essential to this experiment as they are areas of mobility, national borders, migration, transportation and often historic landmarks. Also significant is the fact that all port cities involved in the project are in a stage of transition, suffering from the pan-European industrial decline and undergoing a process of re-defining themselves in a globalised economy. I propose to examine the importance of a cultural dimension in the discussion on the creative reinvention of port cities and post-industrial space and to consider the ways in which the SEAS project, in its emphasis on intercultural collaboration might enable us to expand the repertories, archives, and geographies of cosmopolitanism.

Milija Gluhovic is Assistant Professor of Theatre and Performance at the University of Warwick. His major research interests include the intersections of memory studies and contemporary European drama and theatre; contemporary and avant-garde performance in Europe and North America; critical theory, especially psychoanalysis, historiography, and feminist theory; problems of modernity and postmodernity; discourses of European identity, migrations, gender, and human rights, particularly with reference to the European Union; the cultural policy of the European Union; and alternative modes of collaboration in the field of performing arts across Europe. He has presented his research at a number of major international conferences in Europe and North America, and his articles have appeared in The Toronto Slavic Quarterly and Studium. He is currently working on two book projects: European Memories: Spectacles of Loss, Mourning and Intervention, and Performing a New Europe: European Identity and European Theatre for the New Millennium. 
Nadine Holdsworth (Warwick): ‘Citizenship’ 
Ideas of what citizenship entails are contested and contingent on their immediate cultural milieus, as well as different political perspectives and theoretical discourses. Broadly, the term speaks to the rights that all citizens should have due to their presence within a wider body politic, but following the influential work of critics such as Chantal Mouffe notions of ‘active citizenship’ or ‘embodied citizenship’ have come into play that emphasise responsibilities as well as rights. However, the term is often restricted to the level of local community or nation as it builds on notions of collective identification, a shared constitution, legal frameworks, etc. In this context, it is a highly charged and politicised term that raises crucial questions around identity, access, exclusion and social participation. Who is granted the status of citizen and who is not? How does the notion of citizenship function in communities coming to terms with the impact of increasing political, social and economic migration? In response to the rapid encroachment of globalisation, in recent years the term ‘global citizen’ has also gained prominence and that raises further issues around rights, responsibilities and participation. I would like to explore some of the tensions and possibilities offered by the terms citizen, citizenship and global citizen as they might relate to international performance studies and how performance is/can be harnessed to mobilise people to recognise their increasingly complex place as citizens within local, national and global contexts. 

Nadine Holdsworth is a Senior Lecturer in Theatre and Performance Studies at the University of Warwick where she is currently Director of Practice and teaches modules in theatre and national identities, political theatres and performing ethnicities. She has published Joan Littlewood (Routledge, 2006) and edited John McGrath’s collected writings on theatre, Naked Thoughts That Roam About (Nick Hern, 2002) and his Plays for England (Exeter University Press, 2005), as well as co-editing the forthcoming Blackwell Companion to Contemporary British and Irish Drama. She has also published essays on melodrama, 7:84, Theatre Workshop, Glasgow Unity, Gary Mitchell and contemporary Scottish theatre. She is a Contributory Editor for New Theatre Quarterly and part of the backpages editorial team for Contemporary Theatre Review. She is currently researching and writing a monograph on Joan Littlewood.
Lynette Hunter (Davis): ‘Advocacy’

Advocacy is a strategy for working with others not on the basis of similarity but difference. It is rooted in an awareness of partial knowledge as well as a hope for democratic collaboration. The citizenship it implies is multilayered and asymmetrical, defying the strategies of subject representation. It is not so much global citizenship as citizenship within global-nation state structures. Global movements of people today are distinguished by our often swift recognition of their happening, and our responses to the impact on ourselves and others. When we ourselves are part of those movements, we are acutely aware of the fact that others quickly know that we are leaving and arriving, and may or may not want us in our place of destination. Participating in performances – as performer, critic, audience – from around the world offers the possibility of thinking some of this through. Yet it also requires a different kind of strategy for engagement. When we are ‘in place’ we often depend on agreed-upon representations that usually mark our similarity to others in the same nation, grouping, geography. When we participate in performances coming from other parts of the world, we can of course continue to depend on representations, but if we do, we run the risk of eliminating the elements that particularize the cultures with which we temporarily involve ourselves. Advocacy is a way of thinking through performative strategies that encourage us to value
the differences in other cultures, to participate through recognition of disagreement, to suspend the idea of unified aesthetic communities and focus on the political-somatic experience of partial knowledge.

Lynette Hunter is Professor of the History of Rhetoric and Performance at the University of California Davis, and the Director of the multi-campus research group (MRG) on International Performance and Culture. She has written several books on politics and aesthetics, usually with a focus on feminism, and is currently researching strategies for democratic humanism, particularly through collaborative rhetorics for partial knowledge developing in the performative arts.
Yvette Hutchison (Warwick): ‘Intercultural’
Focus: Problematising Intercultural theatre practice

This paper hopes to address some of the key issues raised in the first wave of interculturalism by practitioners like Peter Brook, Ariane Mnouchkine, Barba and Richard Schechner, and the responses to such practices by post-colonialists like Bharucha, Spivak, Dasgupta and Jeyifo; which raise the question regarding the relationship between interculturalism and post-colonialism and where it stands in relation to globalisation and neo-colonialism. I shall explore the latter issues in relation to new medias: internet, film and how these differ from theatre in terms of encoding and reception. I shall explore the apparent success of these forms; and the consequent challenges this poses to theatre as regards finding ways to successfully create intercultural interaction; with positive examples of such work. An important central issue running through this is the issue of contextualisation and embodiment.

Yvette Hutchison is Senior Lecturer in Theatre and Performance at University of Warwick. She is a South African, whose particular research area is African drama and performance and how this relates to history, myth, and memory. She also works on intercultural and intertextual theatre forms, in terms of how these are defined by their specific ideological, social and aesthetic contexts. She has been the assistant editor of the South African Theatre Journal since 1992. She has edited the play collection Open Space: An Introduction to African Theatre with Kole Omotos (Kagiso Press, 1995) and History and Theatre in Africa ( Bayreuth African Studies Series, 2000) with Eckhard Breitinger. She contributed the South African entries for the Oxford Encyclopedia of Theatre and Performance, (Oxford University Press, 2003) and written the South African theatre chapter for Martin Banham’s A History of Theatre in Africa (Cambridge University Press, 2004). Yvette’s articles have appeared in Contemporary Theatre Review, South African Theatre Journal, Journal of Literary Studies, and the African Theatre Series, for which she regularly reviews. She is currently working on a book on the relationship between theatre and the Truth and Reconciliation Commission in South Africa, particularly in the context of African oral law; and also looking at verbatim theatre in South Africa.

Shannon Jackson (Berkeley): ‘Support’

I would like to offer an essay on the keyword "support," a term whose history and multiple resonances are important for my ongoing project Social Works: The Infrastructural Politics of Performance. At the same time, I will argue that an exploration of the term "support" provides a way of opening up a different kind of conversation amongst theatre studies, performance studies and the field of art history while, at the same time, lending a discourse for deliberating the politics of various "social models" in a globalizing world. I consider the word "support" in its theatrical genealogies, especially as a term for acting, for supporting actors, and for the technical dimensions of the theatrical apparatus. However, I also consider the debate over the "support" in modernist visual art criticism. In polemics such as those of Clement Greenberg-who worked to distinguish the artwork's "support" from its "medium"-and those of Michael Fried-for whom, the impulse to expose the support of the art object was deemed "theatrical"-the question of whether to foreground or background the supporting apparatus of the art object has been a central debate of late 20th century art criticism, especially when that criticism addresses the visual art turn to performance.  Finally, I consider the term support in a history of social and political theory.  There, the question of whether to offer or withdraw "state support" for infrastructural claims and programs ranging from health care to welfare to dams to electrical power continually recurs.  At the center of such debate is a question of whether to avow or disavow an (inter)dependent model of human identity, an entity who may or may not be in need of state-supported and state-supporting welfare operations.  I am interested in the links and variations in all of these debates as they reckon with the long-term associations with a term like support:  "To bear, to hold up, to prop up; To endure without opposition or resistance; to bear with, put up with, tolerate. 1382]." "The action of keeping from falling, exhaustion, or perishing, especially the supplying of a living thing with what is necessary for subsistence; the maintenance of life[1686]" I am interested too in the paradox that seems to attend the word support on so many occasions, namely the impulse to feel inconvenienced by the apparatus that sustains you.  As a term that foregrounds the non-autonomy and interdependence of the art object and the non-autonomy and interdependence of a social human being, an exploration of "the support" offers a resonant term for joining scholarship in aesthetics and politics.

Shannon Jackson is Professor and Chair of the Department of Theatre, Dance, and Performance Studies at UCB. Her research interests are Performance theory;   experimental visual art and performance; American studies; sex/gender/race studies; history of disciplines and higher education; solo performance, oral history, and adaptation. Selected publications include: Lines of Activity (2000), Honorable Mention, John Hope Franklin Prize in American Studies (ASA) and Professing Performance (2004), Best Book Prize in Theatre Studies (ATHE) and Best Book Prize in Performance Studies (NCA), plus several essays in journals of theatre, performance studies, and cultural studies. Selected adaptation, performance, and directing credits: White Noises, The Smell of Death and Flowers, Hull-House Women, Catastrophe, The Successful Life of 3. She serves on the editorial board of several journals and has co-organized conferences for the American Society of Theatre Research, the American Studies Association, the Women and Theatre Project, the Berkeley Repertory Theatre, and UCB's Art Research Center. Jackson is currently principal investigator for a community oral history and arts installation project in Richmond and Berkeley.
Silvija Jestrovic (Warwick):  ‘Other Spaces and Related Words’
This paper will examine a set of closely related terms from social and critical theory including heterotopia (Foucault), Third Space (Lefebver), ThirdSpace (Soja) in-between-ness (Bhabha), as well as the neologism geopathology (Chaudhuri), coined in the context of theatre studies. Common to all these terms is that they problematize the relationship to place and attempt to establish alternative concepts of spatiality that reach beyond binaries of experienced and conceptualized. Some of these terms have been used extensively as theoretical tools in drama, theatre and performance, others only sporadically. The aim of this paper is to explore the affinities and divergences among these terms, as well as their potentials and limits in illuminating issues of place, identity, otherness, belonging, and community. I am specifically interested in how these terms contribute to a conceptual vocabulary of exilic aspects in theatre and performance, as well as, in their potential to carry both the metaphorical and the empirical dimensions of place and displacement.

Silvija Jestrovic is a lecturer in Theatre and Performance at Warwick University. She studied dramaturgy and playwriting at the University of Belgrade and received her doctorate from the University of Toronto. Her book Theatre of Estrangement: Theory Practice Ideology was published in 2006 by the University of Toronto Press. Her articles appeared in New Theatre Quarterly, Contemporary Theatre Review, Modern Drama, Canadian Theatre Review, Balagan, and others.  Silvija’s stage and radio plays have been performed in Canada and former Yugoslavia. Her current research focuses on exile and the city. 

Adrian Kear (Aberystwyth): ‘Appearance’

In the context of a symposium concerned with investigating keywords in contemporary performance, I would like to propose a return to the logic of theatre in order to adumbrate a fundamental, and inescapable, dynamic at play in any given context of their interrelation: the tension between presentation and representation. In exploring these terms, I want to demonstrate the inherence of the mimetic within structures of performance at the same time as attempting to identify a certain anti-theatrical prejudice within the politically-focussed discourses of performance studies. At the centre of this is a concern to recognise the role of theatre and theatrical logic in fostering the capacity for democracy and radical equality; that is, in embracing ‘the unreality of a representation’ and accrediting the political animal with the poetic capacity to navigate ‘the distance between words and things which is not deception, not trickery, but humanity’ (Jacques Rancière, On the Shores of Politics, 1995: 52).
The case-study I’d like to examine through this lens is Phil Collins’ Turner Prize short-listed video installation, they shoot horses (2004). The work captures a twelve hour dance marathon staged by the artist with two groups of young people in Ramallah, Palestine. Its structural simplicity and durational quality allows the focus to fall upon the appearance of the young people themselves; on their presence within a situation and absence from its normalised regime of representation. The elegance and eloquence of the work, and, moreover, its political import, lies in its re-imagining of the elements of the situation it might otherwise be seen to be ‘discovering’ – and in creating a framework for redistributing the intensity of their appearing. 
Adrian Kear is Head of Department at the Department of Theatre, Film and Television Studies, University of Wales Aberystwyth. He is the author of numerous articles investigating the relationship between critical theory, cultural politics, performance and ethics. Current research interests centre on dialogical exchanges between avant-garde European theatre practice and contemporary Continental philosophy, questions of representation and mimesis, and the politics of image and affect. Adrian is the co-editor of Psychoanalysis and Performance (Routledge, 2001) and Mourning Diana: Nation, Culture and the Performance of Grief (Routledge, 1999). He writes regularly for the academic journals Parallax and Performance Research, for whom he is a contributing editor. His book, Theatre and Event, is scheduled to be published by Palgrave in 2008.

Baz Kershaw (Warwick): ‘Ecology’ 

This brief intervention will use the notion of theatre/performance ‘ecology’ to interrogate the idea of ‘keywords’ from the perspective of an emergent example.  How might participants in a discipline ‘know’ that a keyword is a keyword when it is emergent?  What might the ‘emergent’ indicate about the limitations and advantages of a keywords approach to characterizing a discipline?  In light of an especially precarious emergent ‘keyword’ example, what other approaches to taxonomies of theatre and performance might complement and extend the rhetoric of ‘keywords’?  This will be a speculative rumination on the definitional dynamics of a ‘discipline’ – performance studies – that conventionally has tended to claim no bounds, possibly paying specific attention to the ethical and political implications of  ‘keywords’ as both a hegemonic and liberating strategy for disciplinary survival and interdisciplinary fructification. Or, might ‘keywords’ ever echo an especially fruity line from Marx (Groucho): I wouldn’t join any club that would have me as a member?

Baz Kershaw was formerly Chair of Drama at the University of Bristol, and Director of the five-year research project PARIP (Practice as Research in Performance) before coming to Warwick as Professor of Theatre and Performance. He trained and worked as a design engineer before reading English and Philosophy at Manchester University and holds higher degrees from the Universities of Hawaii and Exeter. He has extensive experience as a director and writer in experimental, radical and community-based theatre, including productions at the legendary Drury Lane Arts Lab in London. More recently he has mounted site-specific productions on the Bristol heritage ship, the SS Great Britain. He has published many articles in international journals, and is the author of The Politics of Performance (Routledge 1992) and The Radical in Performance (Routledge 1999), and editor of– The Cambridge History of British Theatre, Vol 3 Since 1895 (2004). His current research includes investigation of the natures of performance ecologies.

Suk Young Kim (Santa Barbara): ‘Propaganda’
Propaganda is a systematic attempt to persuade and manipulate people to accept particular views, or the ways in which such attempts are propagated with an aim of creating particular responses or attitudes. The religious tendency to convert has always been the defining feature of propaganda, as can be seen in some examples, such as World War I posters showing Virgin Mary’s advent to the Russian troops or Nuremberg rallies to deify the Nazi party and its leader. Propaganda has been a ubiquitous phenomenon in all societies and cultures throughout history, but with the development of mass media in the mid-twentieth century, the way propaganda functions changed drastically. Especially during the Cold War era, actual military engagement was often replaced by a vicarious war performed by words and images. Accordingly, forms of propaganda became diversified and their content intensified. Twentieth century propaganda operated on an international scale, becoming a contested ground where political, social, economic, and cultural trajectories collide in an operatic manner. At one level, propaganda reflects the creator’s desire to stage its ideal image via performative strategies. As David Holm commented, “propaganda is interesting—and revealing—precisely because it is an attempt to manipulate and persuade.” The inquiry of how and why propaganda works as tools of manipulation and persuasion is a revelatory process through which the inner workings of any given society and culture unfold themselves. At the same time, there is an alternative view on propaganda as a dynamic dialogic process between its creator and receiver so as to obliterate the boundary between the two. Laura Frost delineated an alternative function of propaganda—complementing the aforementioned definition proposed by Holm—as “a form of communication that can express its creator’s inadvertent or unconscious investments (and fantasies) and that can also be read many ways and have unintended effects in its reception.”  Needless to say, propaganda is evidently an effective device with which to measure the modus operandi of the institutional power which produced it. However, such an instrumental approach to propaganda is based on naïve belief that the creator’s intention to manipulate and persuade symmetrically translates into reality. The actual workings of propaganda, even in a rigidly controlled society like North Korea, are much more discursive than simply to conform to the creator’s intentions. 
The most foundational aspect of propaganda is arguably people’s complicity with, or rejection of, the propaganda machinery. To what degree do people perform their compliance or dismissal? What kinds of critical filtering processes are at work in accepting or rejecting propaganda? And finally, how different is counter-propagandas from the original propaganda it tries to oppose? Finding answers to these questions could be an elusive process, but the questions themselves cast profound doubts about the limited representation of propaganda, which is often misunderstood as one-dimensional brainwashing machinery.   

Suk-Young Kim is Assistant Professor of Drama and Dance at UC Santa Barbara. Her research interests expand over a wide range of academic disciplines, such as East Asian Performance, Gender and Nationalism, Korean Cultural Studies, Russian Literature, and Slavic Folklore. Her research has been acknowledged by the IFTR New Scholar’s Prize (2004), the ASTR Fellowship (2006), and the Library of Congress Kluge Fellowship (2006-7). Her work has appeared in Theatre Research International, Theatre Journal and her latest article is forthcoming from The Drama Review. She is currently working on a book titled Illusive Utopia: Theater and Film in North Korea, which explores how the state produced propaganda performances intersect with everyday life practice in North Korea.
Karl Lavery (Lancaster University):‘the colonization of everyday life’&‘theatre archeology’

This presentation explores Jean Genet’s essay ‘L’étrange mot d’…’ (1967), with the help of two key words from Henri Lefebvre and Mike Pearson: ‘ the colonization of everyday life’ and ‘theatre/archaeology’. By doing so, I hope to offer a new reading of Genet’s essay which, on the one hand, places it within its proper historical context, and, on the other, stresses the site-based politics inherent in it. The aim is to show that Genet wanted to bring back to the streets of Paris the very thing that French society at the time was so desperate to repress: the trauma of the Algerian War. 

Carl Lavery is Lecturer in Theatre Studies in the Lancaster Institute for the Contemporary Arts (LICA), Lancaster University. He is co-editor of Jean Genet: Performance and Politics (2006) and co-author of Sacred Theatres (2007; forthcoming) and Walking, Autobiography and Performance Writing (2007; forthcoming). He is currently writing a monograph, Spaces of Revolution: The Politics of Jean Genet’s Theatre, and involved in a collaborative project funded by the AHRC investigating the politics and aesthetics of ‘landscape performance’.

Peter Lichtenfels (Davis):  ‘Noise/Silence’

Cultural and sonic noise in understanding intercultural performance. Noise as a term that lets us talk about the enormous amount of information and all the significant signs and symbols that are coming into daily lives through the increasingly global communications system. These end up in performance in ways that create banal productions, but they can also be used as fascinating disruptions of cultural common sense. How to deal with them is another issue. People often want to resist noise, avoid it because it disrupts – or they move into a kind of superficial response to it because it’s impossible to take it into your body without disturbance. But it’s a fact of global transcultural life. Sonic noise is also a new factor that people are often not aware of. Loudness yes, but the way that urban life changes our hearing register, our vocal registers, opens us up to some sounds while closing us off from others. These abilities are part of transcultural responses, and can define whether or not and how we can relate to other kinds of performance/culture.

Silence isn’t lack of noise. Politically silence is sometimes a statement about how impossible it is to speak in a society made by and for people other than oneself and have anyone hear you – in this way it related to noise. When used this way silence is both useful, to make a point, and dangerous, because if you can’t be heard who’s listening to you being silent? Silence is also something western playwrights, actors, directors and performance artists have been obviously interested in over the past few decades. Silence can be internally registered in the middle of sound, it’s related to the way we think of time and space. How does silence transfer as an idea into theatre and performance work in other cultures and societies? 

Can we hear noise without silence? Or hear silence without noise? Does the increase in noise increasingly wipe out the experience of silence, or make us need it more, or make the conditions for making silence more interesting?

Peter Lichtenfels is Professor and Chair of the Department of Theatre and Dance at UC Davis. He had a successful professional career in the UK as a theatre director and artistic director before moving to California. His directing credits range from new theatre (Michael Wilcox's Accounts ), to opera (Tom Stoppard's Every Good Boy Deserves Favour ), to musicals (Guys and Dolls), to main stage productions (The Crucible with Kevin Whateley, Summer and Smoke with Frances Barber and Neal Person). Peter ran the Traverse Theatre in Edinburgh during the expansion years of the 1980s against the backdrop of resurgent Scottish nationalism, working with, among others, Robbie Coltrane, Tilda Swinton, and Simon Russell Beale. He moved on to become the Executive Director of the Leicester Haymarket, where he created an important international dance festival, a vibrant community theatre, and a European base for experimental performance. Here he worked with, among others, writers such as Samuel Beckett, the actor Anthony Hopkins and composer Gavin Bryars. An accomplished teacher of acting and verse, Peter is also a critical writer and editor of a wide range of theatre commentary, particularly on the conditions of modern British and European theatre practice. He has just co-edited the Arden Shakespeare Romeo and Juliet (2004), written a theatre commentary on The Merchant of Venice , and several articles on Shakespeare and the stage. For the last four years he has developed an novel working relationship with the London Shakespeare's Globe theatre, looking at a variety of issues to do with voice, verse, staging and acting, on the Globe stage.

Janelle Reinelt (Warwick):  Colloquium Convenor

Janelle Reinelt is Professor of Theatre and Performance at University of Warwick. Formerly Associate Dean of Graduate Studies at University of California Irvine where she founded the MRG for International Performance Research, she is currently President of the International Federation for Theatre Research. Her research interests are political performances, feminist theory, contemporary British theatre, and international performance research. Her books include After Brecht: British Epic Theatre, Crucibles of Crisis: Performance and Social Change, Critical Theory and Performance with Joseph Roach, The Performance of Power with Sue-Ellen Case, and The Cambridge Campanion to Modern British Women Playwrights with Elaine Aston. She is a former editor of Theatre Journal and currently co-editor of the series “Studies in International Performance” for Palgrave Macmillan. Her current project is a book on the political theatre of David Edgar with Gerald Hewitt.
Bryan Reynolds (Irvine): ‘Pressurized Belongings’

In my work, I have begrudgingly, because of the tendency of such employment to incline my discourse toward pretense and counter-productivity, used the term “race,” thus situating myself in what has become an all too common quagmire between impulses to exclude and include the word in discourse on social identity. By openly acknowledging race’s power as a social construct with erroneous foundations in biological difference, I have attempted to deploy the term, with this qualification, to address and undermine its conventional usage and, specifically, its application to early modern English theater and performance. Perceptions of race in Europe during the early modern period depended on physical, social, political, and religious factors, including, but not limited to, skin color, creed, gender, and nationality. For example, in Peele and Shakespeare's play Titus Andronicus, the character Aaron, who is one of the first villains of the revenge tragedy genre, a status that further complicates his identification, is “black,” with all the connotations that this word carries for Elizabethans; his status as a Moor bars him from the official culture of both Shakespeare’s England and Titus’ Rome. Peele and Shakespeare employ codes for “Moor” with “black,” “villain,” “non-Roman,” and “non-English” that an individual can express, often simultaneously and/or contradictorily, and as the codes overlap, they create power structures. The action of Titus focuses on the ability of characters to navigate these power structures primarily via what I call “pressurized belongings,” which are the related and often conflicting processes of assimilation and expulsion by which one becomes a member of an alternative group, subjective territory, or official territory at the expense of one or more of its members.

Bryan Reynolds is Professor, Chancellor’s Fellow, and Head of Doctoral Studies in Drama and Theatre at the University of California, Irvine. He is the author of Transversal Enterprises in the Drama of Shakespeare and his Contemporaries: Fugitive Explorations (2006), Performing Transversally: Reimagining Shakespeare and the Critical Future (2003) and Becoming Criminal: Transversal Performance and Cultural Dissidence in Early Modern England (2002); coediter, with William N. West, of Rematerializing Shakespeare: Authority and Representation on the Early Modern English Stage (2005) and coeditor, with Donald Hedrick, of Shakespeare Without Class: Misappropriations of Cultural Capital (2000). Reynolds is also a playwright and cofounder of the Transversal Theater Company. Recent plays of his include It’s A Mystery, Gotta Like ‘Em, Unbuckled, Woof, Daddy, and Railroad, the last three of which toured Romania (June 2004), Poland (April 2005), and Romania (May/June 2006), in addition to runs in California. His new play, Blue Shade, is going on tour in Poland and the Czech Republic this May/June and in Romania in November 2007. Reynolds is also co-General Editor, with Elaine Aston, of a book series in theatre and performance studies, Performance Interventions, from Palgrave Macmillan. Reynolds’s next book, Transversal Subjects: Influential Performances in Critical Theory from Psychoanalysis to Poststructuralism beyond Cognitive Neuroscience, will be out from Palgrave Macmillan in 2008.

John Rouse (San Diego): ‘Festivals’

Festivals play a significant role in forging international cultural  relations, and also in defining the character of those relations. Some festivals, such as the Berlin Theatertreffen, display putative examples of a "national" theatre to visiting cultural workers from other cultures, be they theatre critics from the USA or theatre practitioners from Japan. The degree to which such festivals represent transnational exchanges, however, depends as much on such matters as the visitors' language skills as on production practices and values that might be "exported" or compared to those in the visitors' "national" culture. international festivals, on the other hand, put together to exhibit work from many different national and theatrical traditions to a "home" crowd as well as visitors, and, of course, to allow contact between the companies themselves. I propose to compare these two kinds of festivals in order to suggest more clearly the character of the roles played by them in intercultural culture and whether such a culture can also be called "transnational."

John Rouse is Associate Professor in the Department of Theatre and Dance, University of California, San Diego. He is the author of Brecht and the West German Theatre: The Practice and Politics of Interpretation (UMI, 1989) and Co-Editor, with James Harding of Not the Other Avant-Garde: The Transnational Foundations of Avant-Garde Performance (Michigan, 2006). He is an editor of TheatreForum and a past editor of Theatre Journal.

Carol Sorgenfrei (Los Angeles): ‘Modoki’

This Japanese aesthetic term originally referred to the role of the comic actor who parodies and interprets deities and demons in traditional ritual performance; in contemporary Japanese, modoki  is normally a suffix meaning a poor imitation or counterfeit of something. In everyday speech today, the modoki is commonly understood to be ‘the character in popular acts who essentially plays a comic and ridiculous role by imitating the main actor and making fun of him’. The concept is not limited to traditional ritual performance nor to Japan, but is a valuable tool that can be widely applied. Modoki has been most fruitfully analyzed by Sakabe Megumi (b. 1936), who expands on its meaning in terms of subject-object reversibility and mimesis. Sakabe notes that the human modoki actor reproduces (or poorly imitates), interprets, and comically parodies (or transgresses) the role of the deity (or demon) with whom he is partnered.  Reversibility and reflection are seen in ‘the dynamism of the prototype opposition between the main role and the modoki, the serious and the nonserious, meaning and nonmeaning, obedience and disobedience’.  He suggests a new concept of mimesis that expands on both Aristotle (the imitation of action) and Zeami (monomane, the imitation of things), without succumbing to the problematics and limitations of either definition. 

I build on Sakabe’s discussion by clarifying the term and its origins, then demonstrating how the concept of modoki  can be applied to a wide spectrum of performances from various cultures and time periods. In noting intriguing parallels to contemporary western revisions of Aristotelian mimesis, I suggest that modoki can be adopted to incorporate a number of these.

Carol Fisher Sorgenfrei is Professor Theatre at UCLA, where she formerly served as Head of Critical Studies and Head of Playwriting. An authority on postwar Japanese and cross-cultural performance, she is also an award-winning playwright, director, and translator of modern Japanese plays.  She is the author of Unspeakable Acts: The Avant-Garde Theatre of Terayama Shûji and Postwar Japan (Hawaii, 2005), co-author with Phillip Zarrilli, Bruce McConachie and Gary Jay Williams of Theatre Histories: An Introduction (Routledge, 2006), and has written numerous book chapters and encyclopedia entries dealing with Japanese, cross-cultural, and Asian performance. Articles have appeared in various journals including TDR, Theatre Journal, Theatre Survey, Contemporary Theatre Review and Asian Theatre Journal. She is the associate editor of Asian Theatre Journal and the editor of the Association for Asian Performance Newsletter.

Shannon Steen (Berkeley): Internationalism or Cosmopolitanism?

In the present globalizing world, we seem less comfortable with what used to be trumpeted proudly as "the Internationalist spirit."  In some ways, this discomfort is characterized by a generational split between those progressives who came of age intellectually and politically during versus after the Cold War, in other words, those whose structures of political feeling were formed by the possibilities of socialism versus those whose affective political field was colored by the serial collapse of socialist entities around the globe.  While many critics (Zizek, for example) have seen this generational split as one marked by a diminished political imaginary, there remains the question of how to conceive of internationalism in the midst of globalization processes.  Political and intellectual progressives are confronted by a tricky dilemma with respect to defining internationalism in the wake of the seemingly unstoppable global spread of neo-liberal, free-market economic systems.  We are confronted with the question of what constitutes internationalism at a historical moment in which systems of affiliation that transcend those of the nation-state seem hopelessly contaminated by those of transnational capital.  Looked at in this light, internationalism seems ever more to resemble cosmopolitanism-the corrupted version of internationalism chased by and available to those with loyalty to nothing but capital itself (a definition promulgated by critics such as Kant and Gramsci).  To frame this dilemma another way, is internationalism without cosmopolitanism possible?  Has it ever been so?  Or should we instead attempt to rehabilitate the term cosmopolitanism from its elitist, consumption-driven associations, and see it instead (as recent writers such as Carol Breckenridge, Arjun Appadurai, Dipesh Chakrabarty, and Akbar Abbas have done) as a project of the future, one whose political agenda is still being written, and whose contours are still being mapped?  In this talk, I attempt to trace the sometimes conflicting, sometimes coincident, sometimes parallel systems in which internationalism and cosmopolitanism have been articulated as means to create affective communities that transcend the nation.

Shannon Steen is an assistant professor in the departments of Theater, Dance, and Performance Studies and American Studies at UC Berkeley.  Her research focuses on the intersection of race and performance, primarily in the United States and the world of the Pacific Basin.  Her research areas include critical race theory, particularly in the intersection of African and Asian American histories, American Studies, globalization and American urban development, and post/modernisms. In fall 2006, her anthology AfroAsian Encounters: History, Culture, Politics (co-edited with Heike Raphael-Hernandez) was published by New York University Press.  This anthology marks the first interdisciplinary volume to examine the mutual influence of and relationships between members of the African and Asian diasporas.  She is also at work finishing her first full-length book, Racial Geometries: The Black Atlantic, the Asian/Pacific, and American Performance, on how performance forms between the two world wars, from musical theater to Chinatown tourism, constitute one of the most revealing archives of AfroAsian encounters in the United States.

Jonathan Vickery (Warwick—Cultural Policy Studies):  Panel Chair

Jonathan Vickery is Lecturer in Cultural Policy and Programme Director for the new MA in International Design and Communication. The course offers a unique synthesis of communication analysis and management organization for those working with visual communication. He is a founding editor of Aesthesis: International Journal of Art and Aesthetics in Management and Organizational Life, and Reviews Editor and regular contributor to Art and Architecture Journal. He is on the management committee of the Centre for Research in Philosophy and Literature, and organises an annual public seminar series called “Art & Law,” which explore the legal and ethical problems of art in contemporary culture. His research interests are contemporary art and culture, particularly art in the public sphere; art theory, aesthetics, criticism and interpretation; institutional structures, management and discourse; and organization and creativity. 

Tim White (Warwick): ‘New Media’
After an obligatory denouncement of the term predicated on its historical fixity, the paper will attempt a brief definition of this portmanteau of practices and sites, consider the status of its implicit ‘analogue’ and move on to suggest that the continuing usefulness of the term is compromised as much by the second word as the first. The explicit concern with ever-multiplying channels of information – a heterogeneity of platforms suffice to disorientate even Mario - obscures the shift from delivery as fulfilment of contract to exchange as continuation of process. As the next ‘unbreakable’ assertion of copyright made silicon is unravelled by the electracy (Ulmer) of those resistant to bits bound to boxes, symbolic goods proliferate in a space at once battleground and playground. This paper proposes that it is here, at this point of engagement, that New Media is to be formed. Looking back to McLuhan and forward to the digital ethnography of Michael Wesch the paper moves toward the proposition “out with the New, in with the You”.

Tim White is Associate Professor in Theatre and Performance at University of Warwick. He is a founder member of Blue Room, whose first work “Watermarks” was performed at the Assos Festival and the Topkapi Palace,Turkey,  in 1996. He was Research Assistant at Central Saint Martins College  of Art and Design (1994-97) where he undertook research into dance  design and was one of the curators of the 1995 exhibition, The Designers:  Pushing the Boundaries- Advancing the Dance. In addition to research,  he taught on the Theatre Design course, running the final year Design  for Dance Video projects. He collaborated on the multimedia presentation in the darkness of light, presented at The Cochrane Theatre  in June 1997. His publications include articles for Contemporary Theatre Review  and Dance Theatre Journal. He is co-editor with Peter Docherty of  Design for Performance: From Diaghilev to the Pet Shop Boys (Lund  Humphries Publishers, 1996) and his interviews with designer John  Napier, choreographer Norman Morrice and mechanical engineer Mike  Barnett are published in Ralph Koltai - Designer for the Stage (Lund Humphries Publishers, 1997). Current research interests include the use of new technology in performance, the appropriation of the audience/performer relationship in post-war art and the development of virtual identities on the internet.

Frank Wilderson (Irvine): ‘Empathy’

 I've thought about a keyword and I will go with "empathy." Not sure exactly what I want to do with it, but here's a ballpark idea: Mike Wayne in Theorising Video Practice, speaks of the ways in which performative practices in cinema elaborate by empathy are inhibitors to counter-hegemonic struggles. Thus, predictably, he argues for a cinematic strategy which aims more at "analysis." Saidiya Hartman comes at a critique of empathy from a different angle: she argues that the positionality of the slave (or Black) is without analogy and therefore empathy of that positionality's suffering runs the risk of erasing the slave's grammar of suffering. Wayne and Hartman seem to be saying the same thing...but they're not...there's an essential discord between the two...

Frank B. Wilderson, III is an Assistant Professor in the Program in African American Studies and the Department of Drama at the University of California, Irvine. He has Ph.D. in Film Studies from the University of California, Berkeley. He has worked as an institutional dramaturge for Lincoln Center Theater in New York and for the Market Theater in Johannesburg. He is the recipient of numerous literary awards such as The Eisner Prize for Creative Achievement of the Highest Order; The Judith Stronach Award for Poetry; and The Maya Angelou Award for Best Fiction Portraying the Black Experience in America. His forthcoming books include: a memoir, Incognegro (Beacon Press); and Red, White, & Black: Cinema and the Structure of U.S. Antagonisms (Duke University Press).
Nicolas Whybrow (Warwick): ‘Streetscenes’

For some time now I have been worrying away at the notion of the street scene. I have written a book called Street Scenes (2005), which began as an attempt to 'write Brecht', based on the post-1989 streets of Berlin, and ended up – via a diversion down Benjamin's one-way street – 'writing Berlin', albeit haunted by the spectre of Brechtian ideas. More recently 'streetscenes' has morphed, significantly or not, into a single keyword for Performance Research/Documenta 12 Magazine's 'Lexicon' issue: artists' pages which take others' words for a walk down a network of one-way streets in which 'accidents will happen'. I will pursue the continuing significance for art/performance of the concept of the street. The global balance of urban to rural (or ‘other’) populations has tipped recently irrevocably toward the former; by 2030 two-thirds of the world’s population is expected to be dwelling in cities. Thus, there is a way in which the ‘street’ (as metonym for the city) has acquired not only a widespread international resonance – albeit in quite distinct local forms – but also one which impinges on the lives of increasing numbers of human beings. 
Literally speaking there are performance events taking place on the street, whether street theatre (which interests me less) or public installations provoking a relational interaction with spectators. Metaphorically speaking one might consider the street in opposition to the institution as designated 'place of art'. In other words, when Stuart Hall declares postmodernism to be 'modernism in the streets', he is referring principally to a move away from the clutches of the art house (museum, theatre). The 'situational-relational' impulse which derives from such a spillage is not one that necessarily directs us to 'street art' (though it can), but to a form of art which seeks to be active – or to perform, sometimes ‘invisibly’ – within given contexts. Thus, the act of prompting interactive relations within certain social 'situations' can be said to constitute the artwork. Finally, there is the metonymic application touched on above: the street is the city. And, as Lefebvre declared a while ago now, 'the future of art is not artistic, but urban'. For him the contemporary everyday of capitalism sought to hide the discontinuities of quotidian life. At the same time, there were ‘fissures in the urban fabric’ which revealed the contradictions of society. Central to a tactical, embodied response to such an urban scene was the notion of an urban reality for ‘users’, one fundamentally linked to ‘play’: 'to city people the urban centre is movement, the unpredictable, the possible, and encounters’. 
Nicolas Whybrow is an associate professor of Theatre and Performance Studies at the University of Warwick. He has recently published a book entitled Street Scenes: Brecht, Benjamin and Berlin (2005) and is now preparing another called Art and the City, as well editing a collection of writings on performance and the contemporary city.

