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Failing to Go Inside: Queering the performance space with outdoor winter theatre 
Jenny Salisbury 

 
Defying the odds and Environment Canada, Theatre Columbus continues to offer outdoor 
winter theatre in Toronto. Despite ample warnings and recommendations from the company’s 
promotional material, including a “how to dress for the show” satirical video staring George, the 
dog, individuals regularly attend these performances ill-prepared for winter. The ice storm of 
December 2013 accentuated this difficulty. Haley McGee’s Weather the Weather (2013), 
continued to be performed, outside, as volunteers chiseled out pathways before the audience, and 
the musicians designed sweaters for their instruments. The irony of performing a play about a 
winter storm during a headlining winter storm was not lost on the company or the audiences. 
The multiplicity of failures, including the failure of audience members to dress appropriately, the 
failure of power and pathways due to inclement weather, the failure of the production team to 
prepare for predictable issues of freezing temperatures, generated a surprising aura around the 
show. The failures interrupted standard discourses of traditional theatrical experiences, leading to 
a mutuality between audience members and artists. The performances diminished critical 
evaluations of aesthetic achievement, and instead took on an attitude of anarchy, as the company 
and audience set out to experience the play against the relentless, dispassionate presence of a 
Canadian winter. In Judith Halberstam’s book The Queer Art of Failure (2011), she suggests that 
failure liberates us from the hegemonic, heteronormative expectations of contemporary culture. 
By reading failure as a surprising space that does not undermine the possibility of community, 
Halberstam outlines the optimistic, the diverse, and the hope that exists within instances of 
failure. This paper will explore how the queering of the space of Theatre Columbus’ winter show 
opens up productive tensions between expectation and experience, leading to a dialogic space of 
possibility, humour, and unlikely cross-boundary artist/audience communities. 

Jenny Salisbury is a 3rd year PhD student at the Centre for Drama, Theatre and Performance 
Studies, U of T. Her research interests include Canadian collective creation and play  
development, with a focus on audience, community in performance, and the artist as researcher. 
She continues to work as a director and dramaturge in new play development and arts education 
in Toronto. Her professional work includes sessional work as an instructor at Huron University 
College, Western University. 

 
New Queer Frontier or Little Fairies on the Prairies: Queering Performance in Rural 

Communities 
Richie Wilcox and Jay Whitehead 

 
On a recent trip to Toronto to perform their original play UNSEX’d, university colleagues and 
co-founders of Lethbridge, Alberta’s Theatre Outré attended Buddies in Bad Times 35th 
anniversary celebration.  They were struck to hear that many anecdotes that were shared about 



Buddies’ early struggles and successes, three and a half decades ago, mirrored many of Theatre 
Outré’s current experiences in rural Southern Alberta.  While many “queer” theatre groups in 
larger cities seemingly struggle to remain a relevant in an environment wherein LGBTQ 
communities increasingly value assimilation into mainstream society over cultivation of unique 
counter-cultures, Theatre Outré, because of its unexpected geographical location, becomes 
increasingly and simultaneously reviled, celebrated and necessary to its community.  Sharing the 
struggles and successes of the first two years of operations in Lethbridge, including an 
internationally publicized, high-profile confrontation with some homophobic community 
members and, by extension, the city of Lethbridge itself, Wilcox and Whitehead ruminate on the 
importance of homesteading a new queer frontier outside of the country’s cultural “centres.”  
Following a screening of Salazar Film’s short documentary on Theatre Outré, part of a larger 
series called Mavericks, Wilcox and Whitehead theorize how Theatre Outré and its theatre space 
Club Didi (formerly known as Bordello) have broken ground on a new frontier rich with queer 
opportunity, and provided a safe haven to many still in hiding in their hometown, exposing them 
for the first time to drag shows, queer cabarets and gay theatre right in their own small-town 
backyard. 

Jay Whitehead is the Artistic Director of Theatre Outré and a faculty member in the Theatre 
Department at the University of Lethbridge.  An actor, theatre creator and drag performer:  past 
theatre credits include UNSEX'd, Castrati, A Thought in Three Parts, My Funny Valentine 
(Theatre Outré) and The Normal Heart (U of L), directing and choreographing for Twist and 
Shout, Bandstand, Razzle Dazzle (New West Theatre),The Rocky Horror Show (U of L) and The 
Birth of Casper G. Schmidt (Theatre Outré).  

Richie Wilcox is a theatre director and scholar. He is currently an instructor at the University of 
Lethbridge in the drama department. Richie holds an M.A. in Directing from Texas State 
University and is a Ph.D. candidate at York University. He is the artistic associate of Theatre 
Outre and director of their touring hit UNSEX'd. Richie is a leading scholar on Daniel MacIvor 
and is the editor of the upcoming volume New Essays on Canadian Theatre: Daniel MacIvor 
published by Playwrights Canada Press. 

 
The Queering of the Alexander Street Theatre Project: The spatial realization of Buddies in 

Bad Times queer mandate in the transformation of 12 Alexander Street 
David DeGrow 

 
My paper will explore the complex dialogue between venue and company in which the space is 
created by the company, and the company is created by their space, using the case study of 
Buddies in Bad Times’ takeover of the Alexander Street Theatre Project. In 1994, Buddies’ 
theatre company took control of 12 Alexander Street, the former home of Toronto Workshop 
Productions, after it was renovated from the stage that had existed there since 1968, into a 
multivenue home for “the largest and longest-running queer theatre company in the world” 
(Buddies’ website). Using the discussion of Buddies in Bad Times’ changing artistic mandates in 
Robert Wallace’s “Theorizing a Queer Theatre” and Paul Halferty’s “Queer and now: The Queer 
signifier at Buddies in Bad Times” as departure points, I will examine how the transformation 
from a fixed, thrust stage theatre into a black box Chamber and a cabaret/nightclub space that 
embodies and provides tools for the production of “...Queer Theatre which encompasse[s] 
lesbian and gay issues as well as radical art” (Sky Gilbert, quoted in Halferty). I will examine how 
these spaces have created twin identities for Buddies in Bad Times, one as a theatre company that 
produces edgy queer and experimental theatre (in the Chamber), and another as a semi-iconic 
queer dance club (in Tallulah’s Cabaret), each with its own sets of patrons/regulars and 



relationships to their respective communities. In this way the spaces themselves have created and 
cemented a series of different roles for Buddies in its immediate neighbourhood (the Church- 
Wellesley Village), in Toronto’s queer community, and in Toronto’s theatre community. Using 
this example I hope to make apparent how spaces impact the theatre that is created within them, 
and define the companies that runs them. 
 
David DeGrow is a professional lighting designer and production manager whose work has 
been seen across Toronto and across Canada, and whose designs have been nominated for two 
Dora Mavor Moore awards. His thesis concentrates on how performance spaces shape theatrical 
design, and theatre companies themselves. 
 
 
 

Unsettling The Placeless Stage: Immobility in the Theatre 
Laine Zisman Newman 

 
In conventional conceptions of theatre venues the stage is often theorized as a suspended or a 
placeless space. Removed from the histories of its location and detached from the geography in 
which it resides, the stage is thought to be a neutral space of potential and possibility. In his now 
well-known sentiment, Peter Brook writes, “I can take any empty space and call it a bare stage.” 
It is his simple act of claiming and naming a necessarily emptied space that transforms it into a 
stage. Jane Goodall likewise explains the necessity for placelessness in the theatre, as she writes 
that a stage must be, “freed of local identity,” and “cleared of the associations belonging to its 
particular locality” (Unstable Ground 112). This paper argues that such a clearing is not possible for 
all bodies. The ability to be nowhere within the theatre requires a similar ability to be 
everywhere—a sense of belonging only possible for certain privileged bodies. Although the space 
of the stage, and the geography it inhabits might become invisible in conceptions of the stage like 
those of Brooks and Goodall, such neutrality may be problematized through an analysis of the 
experiences of racialized, gendered and otherwise marginalized bodies.  
 
Applying Sara Ahmed’s queer phenomenology and phenomenology of whiteness alongside, 
Radhika Mohanram’s concepts of (im)mobility and blackness to theatre and performance studies, 
this paper considers the spatiality of the theatre in relation to race, gender and sexual orientation. 
Denaturalizing conceptions of the stage as an accessible and equitable empty place, this work 
examines the racialized dynamics of performance spaces. Rather than analysing the geographical 
location of a particular theatre venue, the focus of this paper is the space of the theatre itself, 
analysing how conceptualizations of the interior stage might marginalize minoritized women. 
Ultimately, this paper argues that the placelessness of the stage is contingent on a sense of 
belonging and ease of mobility, privileges not afforded to marginalized individuals. 
 
Laine Zisman Newman is a PhD student at the University of Toronto’s Centre for Drama, 
Theatre and Performance Studies and the collaborative programs in Sexual Diversity Studies and 
Women and Gender Studies. She received a Masters degree in Drama in 2010 and a Masters of 
Fine Arts Degree in Documentary Media in 2013. Zisman Newman is co-organizer of Equity in 
Theatre and a dramaturge with Pat the Dog Theatre Creations. 
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Painfully Precious: Queer Readings of Social Work in Media Representations 

Bailey Newman 
Bailey Newman received her MSW from Ryerson University and has  passionately pursued her 
commitment to social justice, critical thought and alternative methods of practice. She 
recently published a thesis which utilizes queer theory to unpack the Torah’s views of social 
justice. She also recently spearheaded a project which offered free counselling in public spaces to 
those unable to access services as a result of funding cuts, barriers and multiple injustices.  Bailey 
is a school counselor who works closely with children and youth, offering them a platform, a 
listening ear and a helping hand in  uncovering their own ability to raise their voice. 
 
 
Regulating Ourselves and Each Other: Gender Presentation Policing within Queer Communities 

Meg Howison 
 
Queer communities often celebrate sexualities, genders and bodies excluded by dominant 
discourses of desire.  Queer communities are known to create space for questioning and 
complicating gender presentation and performativity.  However, this paper focuses on tensions 
between queer subjects, and challenges the notion of queer communities being unproblematized 
sites for gender presentation transformation, celebration and acceptance.  
Drawing from Judith Butler’s work on performativity, this paper interrogates previously 
theorized experiences by enacting a concrete application to queer experience.  I ask how queered 
gender discourses impact gender performativity within queer communities.  I explore how 
interlocking identities further regulate how marked bodies participate in queered gender 
presentation.  In other words, how do queer communities police who can ‘do’ gender and how 
gender is ‘done’?           
  
I argue that although much of queer theory challenges and explores the complexities and nuances 
of queer subjectivity, such theories fall short of capturing the tangible failures of theoretical 
concepts materializing within queer communities. Through this paper, my intention is not to 
blame or shame queer individuals and communities, as I recognize that queer communities are 
not immune to systemic power structures.  My intention is to highlight the importance of queers 
problematizing the covert and overt gender presentation regulation existing within our own 
communities.  
 
 This paper draws from my personal experiences of being a gender presentation police as well as 
having my gender presentation policed.  I also draw on the experiences of gender presentation 
policing by participants I interviewed as part of my Masters research. 
 
Meg Howison 
I recently completed the Master of Social Work program at Ryerson University. I 
currently work as a research assistant and anti-violence advocate and counselor. I also 
like to make crafts and eat good food. 
 
 



 
 

Medieval Issues and Influences on Gender Roles, Identification and Performativity in the 21st 
Century 

Brittany Stewart 

In a paper for this conference, it is my intention to pursue concepts of gender identity and 
marginalization as relating to and influenced by the early modern period. I intend to focus on 
conventions of the fairy tale archetype; of how the “happily ever after” story inevitably and 
inaccurately perpetuates and places value on masculine superiority. I will critically examine the 
relationship between the feminine and masculine in the Middle Ages, noting how gender 
performativity today is influenced by Medieval expectations of gender and gender identity. I will 
substantiate my claims through analysis of various text and performance media, maintaining a 
localized focus on the medieval influence of gender performativity and its translation into 
consumers’ quotidian lives.  

In order to do this, I intend to exemplify how the notion of the “knight in shining armour” as 
saviour to the “damsel in distress” has become more than mere legend. It is now rather a basis 
for further perpetuating gender opposition and inequality, targeting children in their development 
while influencing people of all ages. I argue that in order to destabilize the aforementioned finite 
understandings of gender as natural and inevitable, it is important to first deconstruct the myth. I 
consider how the “knight-errant” is rather dependent on the “damsel in distress”, and contend 
that if there were no female for the knight to “save”, he would have no firm goal or mission in 
which to prevail. I note the ways in which the knight-errant uses the damsel in distress as a 
starting point for his otherwise misguided and violent mission, disregarding any of his 
wrongdoings along his journey in the name of chivalry. With this I hope to to redirect 
assumptions of the knight-errant as the perpetual hero and disregard depictions of the “lesser 
man” and “villainous female” that are further propagated through his idealization.  

My name is Brittany Stewart and I am an MA student within the DC. I completed a 
undergraduate degree with a combined major in english language and literature and dramatic arts 
from Brock University. My interests lie within the realm of gender performativity and the various 
cultural influences that contribute to the way we perform our bodies. I have a particular interest 
in the permeation of medievalism into 21st century consumer culture, and how concepts of the 
medieval further work to influence gender performance. have attached an abstract of sorts. 

Is that a Watermelon on your Head or a Basket of Fruits? Orthodox Masculinity in Sports and 
the Paradoxical Erotic Experience of the Roughriders Male Fans' Drag Expressions 

Jorge Sandoval 

Saskatchewan’s football team The Roughriders has the biggest fan base within the Canadian football 
league. Male fans show their complacency to the ideology of orthodox masculinity by cheering 
the team and transforming the physical space of their own bodies to unconsciously participate in 
the stimulating voyeurism of the dedicated fan. This action stretches the limits and boundaries of 
the traditional theatrical space; green make up, wigs and masks and even watermelon helmets 
queered their bodies as a performative action that constructs and reconstructs their identities. 
The interaction of fans with each other, with the geographical space, and the performative space 
of their own bodies in Drag enables a consideration of the material body against and within the 
representational body, which affects and destabilizes the experience of the performative body 
and its engagement as theatrical event.  



The paradoxical possibilities of the Roughriders  queered body’s male fan, proposes a new 
theatrical space produced by the usage of  established cultural images transformed, destroyed and 
rebuilt for the creation of the new carnivalesque and performative space. 

The presentation I propose, explores the question of performance and the performativity of the 
carnivalesque queered body of the Roughriders male fan base. I aim to analyze this performance 
through the lens of the theatrical event and to explore it as subject matter in the way that gender 
identities are constructed and reconstructed in the world of sports.  

A retired dancer, Jorge Sandoval is one of the success stories of the Dancers Transition 
Resource Centre where he won several grants, and retrained for a career in set and costume 
design. In the spring of 2009 Mr. Sandoval was nominated by The Ontario Canada Council for 
the Myrtle and Virginia Cooper award in design. Mr Sandoval is currently a PHD candidate at 
Aalto University in Helsinki Finland, holds an MFA in Theatre and Interdisciplinary Studies from 
The University of Regina and a BFA in Art History and Studio Art from Concordia University in 
Montreal, Que. Mr. Sandoval teaches Design and Performance at University of Regina and Aalto 
University in Helsinki and he is the resident set and costume designer for the Banff Summer Arts 
Festival since 2005 where he designs and mentors young designers from Canada and abroad. 

Mr. Sandoval research interests has taken him to Aalto University in Helsinki where he actively 
researches and work in issues related to Queering normative Theatre and  Performance as well as 
the production of Space. He has also worked as examiner for graduate thesis MA student work in 
film and costume studies and will be supervising two MA graduate thesis in Dance and 
Performance in the fall of 2014. at Aalto University in Helsinki, Finland. 
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Disney’s Beauty and the Beast (with Two Backs): Performing Wild Queer Theory 
Jake Dionne and Joe Hatfield 

 
Disney’s Beauty and the Beast has been subject to a number of feminist readings, but scholars have 
yet to analyze the musical through the intersecting fields of performance studies, queer 
theory/ecology, and critical animal studies. This essay concerns itself with supporting and 
building upon current theorizations of the “wilderness” in queer theory/ecology. We use 
Disney’s stage adaptation of Beauty and the Beast to explore the queer identities located on stage to 
demonstrate the manifestations of a turn toward the wild that permeates throughout the show. 
As Jack Halberstam (2013, Dec. 10) argues, “Wilderness is a condition or climate, rather than a 
form of identity” (n.p.). In this queer undertaking, Halberstam imagines the radical yet 
transformative potential of a move toward a wild(er) queer theory and everyday queer 
performance. In Beauty and the Beast, we argue that Halberstam’s provocative theory comes full 
circle in a (post)human manner in a relationship between a woman and a beast and the 
conditions that allow for such a romance. Here, we destabilize notions of “bestiality” toward 
considering the implications of a genuine love between humans and animals that break down 
behaviors of human exceptionalism. In regard to human/animal relationships, Kathy Rudy 
(2012) claims, “Such love destabilizes what we think we know about sex, what we think we know 
about gender, and what we think we know about being human” (p. 611). By examining the 
woman/beast relationship, as well as the (post)human articulations of identity found in other 
characters throughout the show, we argue that Beauty and the Beast can be viewed as a wildly queer 



performance. In this vein, we argue that the play disrupts notions of normative sexuality and 
human/nonhuman relationships in favor of a more wild future—one that resists objectification, 
de/humanization, and the assimilating sexualization of non-normative identities.  
 
Short bio: Jake Dionne and Joe Hatfield are M.A. candidates in the Department of 
Communication and Rhetorical Studies at Syracuse University.  

 
Performing Ontology: Witchcraft as Trans-Species Pedagogy 

Sabrina Scott 
 

I examine contemporary magic as a collaborative trans-species pedagogy that can inspire 
ontological openness, particularly towards the experiences and subjectivities of other-than-
humans.  Performance of witchcraft and magic – through practice, repetition, and ritual – can 
orient the human practitioner to notice and attend to the other-than-human entities with whom 
the practitioner’s materiality is inescapably entangled. Through magic, ontology is taught through 
the continuous performance of horizontal relationships with other-than-humans; ontology is a 
performance.  

Magic – defined by most practitioners as the act of creating intentional change – cannot be 
performed alone. The horizontal ontology inscribed within magical practice is instigated and 
sustained by a continuous orientation towards mutualistic relationship building. Practitioners 
assert this is necessary to achieve ongoing and successful collaboration. Magic invites 
practitioners to notice trans-species entanglement within and around them – and to act with this 
relationality in mind.  

I argue that the noticing of other-than-human bodies (be they direct collaborators or not) within 
magical practice and the conscious shaping, maintenance, and nurturing of these entangled 
relationships can teach and orient the practitioner to a horizontal ontology through the continued 
performance of giving attention to other-than-humans; this is felt to be reciprocal. I draw 
inspiration from Donna Haraway and situate magic as a contact zone where bodies notice their 
meeting, where noticing blurred boundaries fills the magical performer with wonder and 
curiosity. 

I consider the ethical implications of what is at stake for whom when other-than-humans are 
embraced as bodies and actants in a continual state of becoming and performance alongside and 
within us. I find my theoretical roots in Sara Ahmed’s work on orientation and queer 
phenomenology, Ian Bogost on alien phenomenology and wonder, Bruno Latour’s Actor-
Network Theory, Jane Bennett on vitalist materialism and assemblage, and Karen Barad on 
entanglement and agentic realism.  

 

“Gold-dust” Ricki Starr the ballet-dancing wrestler: Performative Parody and the Subversive 
Queer Body 

Laura Katz Rizzo 
 

Ricki Starr began his professional wrestling career in 1953 when he began to combine the mat 
sport with a career as a ballet dancer; touring Europe with the Ballet Russes de Monte Carlo and 
later dancing on Broadway in Paint Your Wagon and Annie Get Your Gun.  He wore only skin-
tight briefs and golden ballet slippers in the ring and incorporated ballet steps into his matches. 
His extension of ballet into the popular context of the wrestling ring transgressed normative 



representations of masculinity within the sport.  For example, in a 1959 match in Ontario, when 
his burly 250 pound opponent enters the ring, Ricki launches his body directly toward him in a 
gorgeous sequence of high flying jumps, finishing with a large grande jete, arms opening wide to 
invite Frank into an intimate pas de deux. 

Despite this subversion of gender norms, Ricki Starr quickly became “a baby face” (fan favorite). 
His hybrid performances used camp, humor, technical virtuosity, and dominant values around 
male combat and aggression, to mark his body as queer, thereby demonstrating the compelling 
power of the dancing body to reveal how, social relations are both enacted and produced through 
the body.  As the announcer of the Fozo match stated, “you can laugh if you want, but nobody 
we’ve seen around here has shaken up the crowd the way this fella has…combined with his ballet 
moves, this is a rough, tough little guy with a new approach to the game.”  Using popular dance 
studies and cultural studies; focusing on the production, circulation and reception of 
performance as a discursive practice, this essay addresses how Bernard Herman (aka Ricki Starr) 
enacted and embodied queerness in his elaborate performances of a ballet-dancing 
wrestler.  Drawing upon literature exploring transgression, subversion and gender, wrestling 
and/or dance as performances of cultural meaning, and primary materials including video and 
photography, I will illuminate how Ricki Starr’s performances in the ring were a vehicle of radical 
transgression. 

Laura Katz Rizzo, is the Bachelor of Fine Arts in Dance Program Director and an Assistant 
Professor in Temple University’s Department of Dance, located within the University’s Center 
for the Arts.  Dr. Katz has a BA in History and English from the University of New Mexico, an 
Ed. M. in Dance, and a Ph. D. in Dance and Women’s Studies from Temple University.  She has 
written for dance publications such as Dance Chronicle, Playbill Magazine, and Critical 
Correspondence: Movement Research Journal.  She has also collaborated with The Brooklyn 
Academy of Music, The National Museum of Women in the Arts, WRTI Radio, History Making 
Productions, and Dance Teacher Magazine; and presented papers, lectures, choreographic work 
and master classes at significant conferences, and renowned universities and dance companies 
around the world.  

Katz has held permanent positions at universities, ballet school and companies across the 
country.  She is a member of the International Dance Council, or CID, and a member of the 
board of directors of CORPS de Ballet, International.  She was the 2012 recipient of the Esther 
Boyer College of Music and Dance’s “Teacher of the Year” Award, as well as one of four 
winners of the Choreoplan 2013 international choreographic commission.  In Fall 2013, she was 
invited to choreograph an evening length ballet danced to Bach’s secular cantata, Phoebus and 
Pan, in collaboration with a full concert choir and Baroque orchestra. She is currently working 
with Jazz composer and saxophonist Dick Oatts, developing an improvisational framework for a 
series of seven short mood pieces accompanied by dance. 

The Balancing Act: Negotiating Athleticism and Artistry in Aesthetic Sport 

Christine Mazumdar 

Christine Mazumdar is a choreographer, musician, writer, and arts educator. She has two 
degrees from Queen’s University in Drama/Music and a teaching degree from the Artist in 
Community Education program. She also holds an M.A. in Drama, Theatre and Performance 
Studies from the University of Toronto and is currently in her second year of study in the Ph.D. 
program. She is a nationally certified rhythmic gymnastics coach and has trained rhythmic 
gymnasts for over ten years. Her areas of interest include the athlete as performer, the “language” 
of movement, circus arts, dance, and other aesthetic sports. 
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Resisting Representation Though Performance or How to Avoid Being Caught by the Ga(y)ze 
Christopher Culp 

 
As an ideological apparatus, the musical has deployed the marriage trope as a narrative device 
that reifies gender roles, prescribes heteronormative sexuality, and feeds into the musical’s 
relationship to the American Dream – capitalism and all.  Despite this, musical theatre has been a 
congregating place for queer subjects on and off stage, primarily in consumption and viewing 
practices aligned with Camp sensibility. Contemporary musicals, influenced by the 
representational politics of the 1990s, have increased the amount of queer characters on stage 
and in narratives, thus providing multiple new role models and roles to pursue.  This increases 
the visibility of gay identities, at the cost of Camp sensibility and its inherent ambiguity.  These 
newly visible identities are subject to normative processes of the musical’s ideological weight, 
namely the marriage trope, complicating the political strength of representational politics within 
performance. 
 What makes musicals queer is not their ability to make identities visible – but a capacity 
for legibility.  Camp has, and continues to be, a code of readability with which queer subjects 
have found pleasure, identification, and reflection without the normative effects of 
representational politics.  The pleasure of Camp, in Sontag’s sense, is not de facto homosexual, but 
instead highlights a sense of pleasure from the ‘failed’ reading of a performance.  This paper aims 
to argue Sontag’s description of Camp as fundamental affect of queer experience, while also 
distancing the idea of Camp from dominant and privileged narratives within white, gay male lives 
(David Halperin’s How To Be Gay being the latest iteration).  By articulating the aesthetic form of 
the musical as Camp, we can see why the musical has appealed to many queer identities, from gay 
men to children, and the affective politics that lend itself to a more radically inclusive and 
politically potent collective feeling with political potentiality. 
 

Gender as Drag on Stage: Limitations and Possibilities of Musical Performances 
John Francis 

According to Judith Butler, all gender is drag, as gender is a performative act. Drag falls into 
Ellen Koskoff’s third option for performances relating music and gender as a performance that 
appears subversive, but also maintains the patriarchal hegemony. As a result, the traditional 
performance of drag, as cross-gender performance, is an ambivalent act that reveals and 
reinscribes the ritualized symbols of patriarchal gender expressions. This particular ambivalence 
is highlighted in Jennifer Robertson’s studies on the Japanese musical theater Takarazuka. While 
Takarazuka allows for women to perform in female and male roles, the performance remains 
firmly disassociated from reality and controlled by the men who remain firmly in control of the 
performance. This disassociation from reality occurs because of the distance between stage and 
audience with the stage signifying unreality. What occurs on stage is outside the audience’s reality. 
Thus, the stage becomes a sanctioned location for performers to explore gender expression, but 
is controlled by varying forces of patriarchal domination. The potential for a radical, queer 
subversion of gender in musical performance is one that cannot remain on our traditional 
understanding of the stage. These performances need to be staged outside the control of 



sanctioned spaces, on the street corner, on your computer screen, or any place that welcomes all 
regardless of socioeconomic status. By combining Richard Schechner’s theory of performance as 
ritual or play with Judith Butler’s theory of performativity, the stage becomes the site of gender 
ritual and play is where subversion can occur. Amanda Palmer represents a performer that fills 
that position of play. As a performer who has performed from street corner to opera house and 
internet, Palmer represents the possibility of queer subversion of patriarchal gender ideology 
within musical performance. 
 
John Francis is an independent (unemployed) researcher in queer theory and popular culture. 
He graduated with a MA in Gender Studies from SOAS, University of London. His thesis 
focused on Japanese girls’ comics depicting homosexuality and presented a reduced form called 
“Queering Yaoi” at the Baltimore anime convention Otakon in summer of 2013. Currently, his 
research focuses on the researching and commenting on video game culture and neo-cabaret 
performers from a queer perspective. 
 
 

One Nation Under A Groove': Queer Utopia and the Performative Aesthetics of P-Funk 
Steven Conway 

“Free your mind and your ass will follow/The kingdom of heaven is within” 
-George Clinton 

 
Reading through José Muñoz’s Cruising Utopia, I argue for Parliament Funkadelic’s, or P-Funk’s, 
aesthetic treatment of Funk as queer practice, moving towards a horizon of “ecstatic time in 
which the temporal stranglehold [of] straight time is interrupted and stepped out of” (Muñoz 32).  
I trace Funk to its pejorative etymological roots, originally referring to a bad smell or 
uncomfortable feeling.  This connotation was subverted and re-appropriated into the popular 
music canon by P-Funk’s overarching philosophy that linguistically related the emancipatory 
ecstasy of Funkiness to sexual behaviour, specifically the kind that would be deemed “nasty” by 
normative standards (nastiness was used as a positive descriptor for a musical riff in P-Funk).   
 
Both in the aesthetics of P-Funk’s recorded material (in the form of lyrics, artwork, mythology, 
and musical references) and their legendary stadium stage show (particularly the Earth Tour of 
1977), the musical collective was able to craft a brand of queerness that performed a utopian 
black experience as one of joyous emancipation into the future, while simultaneously gesturing 
towards a return to an ancestral time and place for African-Americans.  This aesthetic 
engagement with a temporality of both past and future enabled P-Funk to perform a reality in 
which Funk itself was a way of life, indicative of a place and time in which all manner of non-
normative behaviour could exist in contrast to the oppression of the present.  In other words, P-
Funk could effectively perform their queer utopia in the “here and now”, temporarily actualizing 
the emancipatory potentiality signified by their aesthetics (Muñoz 1).  Thus Funk as ideology has 
a queer political potentiality, and its spatial and temporal actualization by P-Funk has critical 
relevance to the politics of performative utopian space.   
 
Steven Conway is a graduate student at the Centre for Drama, Theatre, and Performance 
Studies at University of Toronto, and an interdisciplinary artist. Steven has experience as an actor, 
director, singer, songwriter, multi-instrumentalist, sound designer, props designer, and lighting 
designer.  Recent credits include You are Invited to the Cast Party After the Production Formally 
Known as “Mrs. Dalloway” By Virginia Woolf (Sound Design, CDTPS), Hedwig and the Angry 
Inch (Guitar, CDTPS), and Commencement: A Work of Fiction and Musical of Sorts (Props, 



Rainy Day Theatre Company). Steven received his BA from the University of Toronto in 
Philosophy, English, and Drama, graduating with high distinction. 

Sounding Out: Performatively Queer Soundscapes 
Rachel Braeuer 

 
Drag’s performative potential has been well articulated by the likes of Judith Butler and Jack 
Halberstam as an arena wherein one might use the queer body to demonstrate the performative 
aspect of rigid social gender roles. Pronunciations of the queer body’s right to public space have 
more generally articulated the ways in which a queer body being seen becomes a political act. In 
this type of critical work, primacy is always given to the body as an active agent and sight as a 
mode of sensory interrogation. But what about the queer voice?  

 In a 2011 article, Karen Tongson suggests that as we move into a less visually dominated 
culture, it becomes imperative that we learn to “hear queerly”, or look for the ways that out pop-
stars queerness might be read in their voice and acoustic performances. Drag typically sets itself 
to popular refrain or classic camp tunes. If, in the process of hearing queerly, one searches for a 
queer grain within the song, drag performances pose a caveat to this. A performatively queer 
body postures itself on stage as if a recorded voice of heteronormativity exudes from itself — 
how then do we hear queerly in this sounded performance? I turn to Sarah Kessler’s definition of 
misdirection in reference to ventriloquism to elucidate this. She writes, “if the eyes are on the 
dummy, the ears will follow, and the dummy will appear to speak even if he doesn’t have his own 
microphone”. I assert that drag can be thus understood as an act of ventriloquism, where a queer 
body inserts itself into a heteronormative paradigm, acting as though this culturally unmarked 
voice is exuding from an otherwise marked body. Using Calgary’s drag king troupe Fake 
Mustache as a case study, my paper considers the cultural and performative ramifications of this 
sonic appropriation.   

Rachel Braeuer is a second-year Master’s student in the University of Calgary’s English 
department. Her research focuses on performance studies and sound studies, in particular their 
intersection with drag performances.  
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Are Drag Queens People? 

Cameron Crookston 

When faced with the popular question “How is a drag queen different from other trans 
identities” most drag queens respond with a variation on the stock response: This is a performance; 
it’s a job. I don’t wear dresses or wigs when I’m at home. I perform as a woman, I have no desire to live as one. 
While this cut and dry distinction has utility in creating a general understanding of the distinction 
for outsiders, the lived reality for many drag performers complicates this simple division. 

In 2013 drag performer Jinkx Monsoon, a character created and performed by Jerick Hoffer, 
toured North America with her original Off-Broadway play, The Vaudevillains.  In the show 
Hoffer plays the character Kitty Witless. Based on traditional notions of identity distinctions in 



acting this should have erased Monsoon, a character from another performance context, leaving 
Hoffer (the man) playing Kitty Witless (the character). However, the program, as well as all press 
released by show, listed Jinkx Monsoon as the actor playing the character Kitty Witless. The 
“stability” (or autonomy?) of Monsoon’s identity outside the context of individual performances 
serves as an exemplar of a pervasive slippage throughout the drag community. Many queens self-
identify as their persona off the stage, and often imbue this persona with autobiographical details.  

My paper will examine how drag performers complicate the notion of the character/actor binary. 
I will also draw on the recent controversy over facebook’s threat to ban drag queens and other 
queer self-identified profiles for not using their “real” names on their personal profiles, and 
compare how these queer identities, which use personal pages, might differ from other “stage 
names”, such as Pink and Bif Naked, who use professional pages.  

Cameron Crookston is a second year PhD student at the University of Toronto’s Centre for 
Drama Theatre and Performance Studies. He is also enrolled in the collaborative program with 
Mark S. Bonham Centre for Sexual Diversity Studies. His research includes looking at drag 
performance from a non-gender performance perspective, specifically how drag represents an 
affective, utopian queer past. Cameron is also a dramaturge and documentary playwright in 
Toronto. His most recent play, Stories from the Generation Gap, seeks to explore intergenerational 
conflict and the concept of mentors between gay men in Toronto’s gay community, and is 
scheduled for production in June 2015. 

Pasties and Pageantry: The Phenomenology and Ritual of Neo-burlesque Performance  

Jessica Thorp 

Jessica Thorp is a second year PhD student at the Centre for Drama, Theatre and Performance 
Studies. Her research interests include burlesque, fandom studies, and gender performativity. She 
has a MA in joint program Communication and Culture at Ryerson and York Universities. Jessica 
is also the artistic director and a performer with Nerd Girl Burlesque. 

Indigenous Minstrelsy and multi-coloured Polleras 
Tristan Castro Pozo 

Polleras (skirts) have uniformed indigenous women for over five centuries. They are perceived as 
idiosyncratic clothing, for example in the lyrics of “Pollera Colorá” or “Antahuara” (polleras 
multicolores, ponchos llenos de color, which would be translated as “multicolored skirts and colorful 
ponchos”). However, those territories of ethnic identity and respectful coexistence have resented 
by the TV sitcoms appearance of indigenous minstrels and neo-conservative mass-media critics. 
In that sense, “Paisana Jacinta” and “Chola Chabuca” (who are portrayed by two male comedians 
costumed as female indigenous peasants: Jorge Benavides and Ernesto Pimentel). They have 
challenged not only a meaningful dress-code and skirts wiggling of the traditional polleras, but 
there is also a re-signification of a national agenda for the indigenous population, as for example, 
indigenous leaders and representatives in the Peruvian legislative chambers put on pressure to 
shut-down TV sitcoms that denigrate with bad-taste mockery. This paper focuses on a debate 
around traditional roles in the spectacle society and how TV networks endorse a double bind 
argumentation by allowing carnivalesque humour and at the same time by denying queer comedy 
aired in spaces of children’s protected programming. 
 



Tristan Castro Pozo is a theatre artist from Peru and founder of ELT-78 collective which 
blends physical theatre and musical clowning. 

Beneath the Text: Gender Performance in Aerial Dance 
Sonya Smith 

 
A person kneels next to a single, suspended strand of silver chain dressed in trousers, boots, and 
a reconstructed white shirt with exposed seams glinting with red. White gloved hands are visible 
to the audience.  As one hand extracts the end of the chain from the pile on the floor the metallic 
sound of the shifting of the links contrasts the weight of the chain with the delicacy of the gloved 
hand. The performer interacts with the chain, wrapping her body, leaning into the support, 
maintaining an effortless quality of movement in keeping with the white gloves. The contrast of 
the lightness of the movement with the actual and metaphoric weight of the chain creates a 
tension that peaks when the performer, still restrained by the chain, removes the white gloves 
and strains to reach a pair of orange work gloves. Changing gloves signals a shift in relationship 
to the chain as the performer actively and muscularly begins to move in dynamic relation to the 
chain in ways that no longer disguise the effort of this aerial performance. This piece is one 
section of the larger aerial dance Beneath the Text: an aerial dance. with books. my MFA thesis 
performance at CU Boulder. It is an example of the way in which an aerial dance can activate the 
performers’ body and individuality in space and time to highlight the diversity of female 
representation in theatrical dance performance.  This paper weaves together elements of queer 
theory, the gendered history and theory of postmodern dance and circus in order to create an 
understanding of aerial dance’s potential to stretch the boundaries of space and gender onstage, 
and perhaps offstage as well. 

Sonya Smith is an MFA candidate in Dance at the University of Colorado Boulder specializing 
in Aerial Dance. She combines a passion for highly physical dancing and quirky theatricality in 
her work both on the ground and in the air. After a decade dancing in the San Francisco Bay 
Area she returned to academia to explore the junction of craft, queer identity, and pedagogy. Her 
award winning choreography has been presented in in cities around the U.S. 
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Queering YouTube through Embodied Analysis and Performance 
Pamela Baer 

 
Since it’s recent inception, video-sharing website YouTube has become an important platform 
for everyday performances. In particular queer youth have turned to social media sites such as 
YouTube to seek refuge, to share their stories and to build community. But who is being most 
prominently represented? Whose stories are being told? Or more importantly, whose stories are 
not being told? Through projects such as It Gets Better and the American marriage equality 
campaign, certain queer identities are being performed and privileged. How does this 
proliferation of discourses, focused on one or two identity constructions, influence our social, 
political, and cultural understandings of queerness? How does popular culture help shape who is 
deemed worthy of receiving rights? By asking these questions and working through a collective 
creation framework, queer-identified theatre artists deconstructed queer discourses as represented 
in YouTube videos. Drawing on their own stories and experiences, the artistic team worked 
together to create new artistic work that challenged and disrupted dominant queer discourses and 



aesthetics. In this paper presentation I will explore the process that the artistic team used to 
identify, deconstruct, and disrupt “popular” queer narratives. In addition, as a form of queering 
the academy I will discuss the use of artistic and embodied performance methodologies as a site 
of data collection and analysis. 

Pamela Baer is a theatre and media artist with a focus on community engaged work. Drawn 
from a young age to storytelling as a way of connecting people and building community, her 
work revolves around personal narratives, oral histories, and life stories. Pamela has facilitated 
community arts projects with diverse groups, and wide reaching themes, in England, Ghana, and 
Canada. Her current work focuses on LGBTQ families, stories, and representations, and explores 
the role of collective community creation in the the production of participatory media. Pamela 
has a B.F.A in Theatre and Development from Concordia University, a M.A. in Theatre and 
Media for Development from the University of Winchester, and a M.A. in Education from The 
Ontario Institute for Studies in Education, University of Toronto. Pamela is currently working 
on a series of short films that depict LGBTQ experiences of fertility clinics, she is the Research 
Manager on the LGBTQ Families Speak Out project, a PhD Student in Education at the 
University of Toronto and the Program Coordinator at Charles Street Video, an artist-run video 
production facility in Toronto. 

Gender Turbulence: Bodies in Trans(it) 
M.e. Lepp 

 
How do bodies pass through borders? In air travel, bodies in flight exist momentarily in a liminal 
space; a space between physical destinations, between time zones, between here and there. This is 
countered by a strict adherence to order, imposed through an examination of documents and of 
the body itself.  

Using two performances by Nina Arsenault, a Toronto-based transgender artist and performer, 
this paper examines transgender and gender-nonconforming bodies as they exist within this 
liminal space. The two performances are selected scenes from Arsenault’s play The Silicone Diaries 
and an event that took place on an airplane on June 20, 2013, which I am calling an extension of 
Arsenault’s living self-portraiture. These examples represent the tenuous association between 
transitioning and travel, particularly in relation to concepts of home, and speak to the heightened 
securitizing of gender in air travel.  

As the liminal space of an airplane swiftly crosses physical and temporal borders, liminal bodies – 
bodies that cross gender borders – are read as terrorist bodies. Bodies that live outside of 
heteronormative trajectories of time and space are seen as insecure and threatening. If one passes, 
then they are allowed to pass. However, bodies that do not pass are faced with punitive 
consequences, something referred to in this paper as the “gender border control.”  

This study draws on the important work of Toby Cason Beauchamp, Paisley Currah, Tara 
Mulqueen, Laura J. Shepherd, and Laura Sjoberg. Arsenault’s unstable body allows for an 
exploration of what occurs when liminal bodies straddle the borders of time, space, and gender. 

M.e. Lepp is a recent graduate of York University’s Theatre and Performance Studies Master’s 
program. She completed a Bachelor’s Degree in Theatre Studies with a certificate in Community 
Arts Practice from York University. M.e.’s research focuses on queer bodies as they perform 
in/as public space. Having moved to Toronto from Saskatchewan around the time of her own 
coming out, M.e. is interested in – and in challenging – queer migration stories. Her 
methodological approach is informed by performance studies, feminist theory, and queer theory, 
with a strong auto-ethnographic focus.  



 

Disappearing/Reappearing: Phenomenal Stage Presence of Trans Men Actors 

Joshua Bastian Cole 

Trans actors encounter the stage in a Halberstamian “queer time and place.” The present body 
for a trans actor incorporates psychic metabodies, reconstructive surgeries, and practical 
prosthetics—all inhabitants of a reality that evolves from a powerfully authentic imaginary: a 
necessary source of truth for any actor. However, a tension exists in actor training between the 
commonly expected “bodily unity” opposed to this particularly queer embodiment. Combining 
Drew Leder’s phenomenological theory of dys-appearance (the disappearance of parts of the body 
from the rest of itself) with Joe Chaikin’s concept of fragmentation in disabled bodies, I have 
revealed the basis for a new technique that centers training on the embodied subjectivity of trans 
men. This technique not only indicts cisnormativity in established training methods, but also 
creates a (queer time and) space that invites a new generation of queer-bodied actors. 

A trans man who has gender dysphoria, the clinical diagnosis of transgender—I describe it as 
disappearing and/or reappearing body parts—is challenged in his ability to achieve the unified 
wholeness and bodily calm required to begin many forms of actor training that include both 
traditional (Stanislavski’s method, for example) and non-traditional (Anne Bogart’s Viewpoints). 
Joe Chaikin’s Other Theatre worked principally with actors wearing prosthetics, creating a new 
actor’s tool: fragmentation. The idea of a fragmented wholeness is very similar to a dysphoric 
body in which areas disappear and reappear, sometimes with the aid of prosthetics that either 
enhance or flatten bodily morphology. 

Because trans performance studies is a new and under-developed field, my technique borrows 
from phenomenology, queer theory, and disability studies. I have also met with prominent 
theatre practitioners, experts in various methodological and pedagogical models such as Butoh, 
Lecoq, and Alexander Technique, and I have begun designing exercises around my own 
subjectivities as an actor and a trans man—exercises which can be introduced into any acting 
space. My paper will discuss the theory behind the technique and describe these newly developed 
acting exercises. 

Joshua Bastian Cole (whose preferred name is Cole) is an out trans man playwright, dramaturg, 
theatre historian, and independent scholar. In spring 2015, he will join the adjunct faculty of the 
Communication Studies Program at SUNY Plattsburgh. Cole holds an M.A. in Theatre History 
and Criticism from CUNY, Brooklyn College, a B.A. in Theatre and Dance from James Madison 
University, and he has participated in the Association for Theatre in Higher Education, Literary 
Managers and Dramaturgs of the Americas, and the Congress on Research in Dance. Learn more 
about Cole at: joshuabastiancole.weebly.com 

“I’m Going to Stump You”: "Long Jeanne Silver" and the Transformative Potential of the Erotic 
Body 

Krista K. Miranda 
 

“My name is Long Jeanne Silver and I’m handicapped and horny. Due to a quirk of nature I was 
born with a bigger dick than John Holmes, and Baby, you better believe I know how to use it.” A 
terse drumbeat, a few rising notes from a synthesizer and a high hat punctuate the declaration. 
This introductory statement repeats indefinitely as one settles in to watch the DVD. The 
“confession” is somewhat enigmatic, for the menu graphic shows three differently-hued stills of a 



blue jean-clad Jeanne Silver cropped above the knees, keeping the nature of her “dick” a secret 
until a few minutes into the film. “Long Jeanne Silver” (1977), directed by Alex DeRenzy, is a 
cult classic in the world of fetish pornography, and holds a special place in the fringe genre of 
amputee fetish porn. Because the film is centered on the sexual life of an amputee, when “crip” 
was a slur devoid of its positive appropriation in critical disability discourse—and the crip in 
question uses her debility (amputation) as an erotic capacity (by “stump humping”) woth both 
men and women—the film was regarded as obscene and banned by the Canadian government 
for its portrayal of “‘Gomorrahy”: “the insertion of a hand, a foot, or the stump of a limb (i.e., 
the insertion of an extremity) into an intoitus/vagina or an anus/anal canal, for a sexual 
purpose.” 

This presentation will interrogate notions of partiality and substitution through an examination of 
the erotic body and fetishization in the iconic 70s amputee porn film “Long Jeanne Silver” in 
order to explore how bodily variation, pleasure and desire remap the body, its meanings and its 
taxonomies for participants and witnesses alike. Building on Michel Foucault’s theories of 
sexuality, this chapter will place Foucault’s call to employ the transformative power of bodies and 
pleasures in conversation with Sigmund Freud’s theories of polymorphous perversity and fetish 
alongside Tobin Sieber’s work on disability and sexuality, for, he suggests, expanding our 
understanding of what constitutes sexual activity in bodies with a variety of sensations and 
capacities consequently refigures understanding of the erotic body, and therefore, the body in 
general. This chapter’s examination of the slippery nature of the erotic body, through 
Foucauldian, psychoanalytic and critical disability studies discourses, exposes the fundamental 
mutability of meaning-laden bodily zones, thus making room for a conceptualization of the body 
as always partial, always throbbing with the potential for refiguration and transformation. 

Krista K. Miranda is a PhD candidate (ABD) in Performance Studies at New York University. 
Her dissertation, provisionally titled "Playing with Your Parts: Dismantling the Fantasy of Bodily 
'Wholeness' in Queer and Crip Performance,” examines performances of embodiment on and 
off the stage that remap the body, its meanings, its taxonomies, and its possibilities to expose the 
network of forces that create the fantasy of the “whole” body and flesh out what is at stake when 
the body is revealed to be (always) partial and prosthetic. Her article, “‘What do Women Want, 
My God, What do They Want?’: Mimeses, Fantasy, and Female Sexuality in Ann Liv Young’s 
Michael” will be published in the forthcoming The Oxford Handbook of Dance and Theater. She was 
the recipient of the Congress on Research in Dance’s “2010 Outstanding Graduate Research” 
award for her essay, “Staring at the (Clitoral) Sun: Arousing Abjection in Ann Liv Young’s The 
Bagwell in Me.” Her prior graduate work includes an M.A. in Humanities and Social Thought with 
a concentration in Gender Politics (NYU) and an M.A. in Writing and Publishing (Emerson 
College).  Her research interests include performance studies, theories of embodiment, queer and 
feminist theory, crip theory and psychoanalysis. 
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Performing Queer Activism in Uganda: Documentary Film & the Demands of Colonialism 
Joe Hatfield 

 
First proposed in late 2009, Uganda’s Anti-Homosexuality Bill quickly captured the attention of 
mainstream media outlets around the world. The lawmakers working to push the bill forward in 



the socially conservative African nation intended to broaden the definition of crimes considered 
“unnatural,” particularly intimate homosexual relations. Because of the provision that allowed for 
Ugandan citizens caught in homosexual acts to be subject to death, the bill was nicknamed the 
“Kill the Gays Bill” by various Western news sources. Because of the bill’s highly controversial 
nature and the attention it garnered on a global scale, human rights organizations set their sites 
on thwarting further sexuality-specific discrimination in the African nation. During the period 
that followed, anti-homosexual sentiments and subsequent violence predominated Uganda, and 
the native queer activists who remained forged resistance against a Christian regime influenced by 
imperialistic ideology and the financial backing of Evangelical organizations in the United States. 
In the documentaries Call Me Kuchu (2012) and God Loves Uganda (2013), viewers receive a rare 
glimpse into the lives of the queer activists who remained in Uganda during the thick of public 
uproar, as well as the Christian Americans who supported Uganda’s efforts to thwart “unnatural 
acts.” In this paper, I will ask questions at the intersections of performance studies, queer theory, 
postcolonialism, and film analysis in order to better understand 1) How do the documentaries 
frame their subjects, and how do activists in the film resist or use performative human rights to 
their advantage? and 2) More importantly, how do the native activists rhetorically activate politics 
of identity toward queer worldmaking in a country that has been characterized as 
unapologetically homophobic? With this in mind, and with sensitivity to intercultural 
performance, I seek to disrupt the academic stability of Western queer theory by illuminating the 
oppressive nature of a queer theory that dismisses intersectionality.  
 
Joe Hatfield is a graduate student in the Department of Communication and Rhetorical Studies 
at Syracuse University whose primary interests lie at the intersection of queer theory, critical race 
studies, and rhetorical criticism.  

 
Becoming and Surviving as a Hijra: An Analysis of Gender and Sexual Performances 

Sreya Banerjea 
 

The hijras, often referred to as the ‘third gender’, are a prominent transgender group that 
struggles to blend in the busy streets of urban India. Simultaneously, they are conspicuous in 
neglected areas such as the red light district, slums and villages. Several hijras participate in a 
castration ritual (nirvan), which is a religious and cultural duty that is fulfilled to become an 
authentic hijra. Due to social and legal ostracism, hijras survive by engaging in sex work and/or 
dancing and singing in birthing and wedding ceremonies. This research paper examines the 
expression of gender and sexual identities in street/ceremonial performances and castration ritual 
of hijras. By compiling an archive of personal narratives, media representations, films and images 
of hijra performances, this paper uses an interpretivist approach (Schwartz-Shea & Yanow 2012; 
Thorne 1951) to stress the importance of their subjective position and articulation of the ‘self’. 
Here, I focus on identity formation through castration and daily presentations of 
gender/sexuality to show that the way hijras understand others is shaped by how they understand 
themselves. By intersecting queer studies and performance studies, I examine the relationship 
between gender, sexuality and class in shaping hijra consciousness, agency and autonomy to claim 
rights and recognition in society. Focusing on Butler’s argument on “undoing” dominant 
approaches to gender and sexuality (Undoing Gender 2004) I attempt to understand the nuances 
and complexities between attaining a democratic position to survive and facing the socio-legal 
consequences of physically transforming as a hijra. Hijra performances often employ key 
performance strategies such as parody, satire and mockery. This paper engages with the way 
notions of the body, gender and sexuality are performed as challenging sites resisting hegemonic 
Indian discourses of ‘proper’ citizenship.  



Sreya Banerjea completed her Master of Arts in Gender, Feminist and Women’s Studies in 
October 2014 from York University. Her research interests include intersections of gender, 
sexuality and class in the formation of identity in India and diasporic South Asian communities. 
Sreya plans on integrating her research interests in further research work on human rights issues 
of women and transgender/transsexual/queer people.  

Staging “un-African” sex: playing against homophobia in Zimbabwe 
Dr. Julius Heinicke 

 
As in some other African countries, homosexual acts are forbidden in Zimbabwe. President 
Robert Mugabe makes no secret on his contempt for gay people. Remarks such as homosexuals 
are “un-African” and “worse than dogs and pigs” are not uncommon. Although in the 
Zimbabwean public sphere you only hear whispering voices on queer issues, there are some 
theatre plays, which speak loudly against homophobia. Mandisi Gobodi’s Loupe (Harare 
International Festival of the Arts 2008), for instance, stages the story of Sizwe, a young gay man, 
who is confronted with a lot of violence and  rejection.  
In my paper I not only want to analyse these plays on which ways they construct or deconstruct 
“queer stereotypes”. Moreover, I will question how these plays deal with Mugabe’s approach to 
define Homosexuality as un-African. The Zimbabwean government blame white for infecting 
black people with homosexuality. Behind these accuses you find mechanisms, which have a long 
history in the European context as well. They become affective, since many black young 
Zimbabweans are “outing” themselves and underline that queer people are part of the 
Zimbabwean national corpus, which Mugabe sets in contrast to the white Rhodesian. The more 
the connotation queer-white breaks, the more Mugabe demonizes homosexuality as un-African.    
 
Julius Heinicke studied Culture and Drama at Humboldt-Universität in Berlin. 2012 he finished 
his PhD-thesis on Theatre in Zimbabwe at the Department of African Studies. In addition to his 
research and teaching in Germany and southern Africa, over the last years, Julius has worked as a 
dramaturge at European and African theatre projects. In December 2012 he started his 
postdoctoral research on applied theatre in southern Africa at the Department of Theatre 
Studies, Freie Universität Berlin ( www. applied-theatre.org). 
 

Performing Trans Politics and Identity in Pakistan 

Claire Pamment 

Khawaja saras (hijras) are a marginalised community of transgender women, with a tradition of 
dancing, singing and issuing irreverent repartee in wedding and birth ceremonies. In 2009, the 
Supreme Court of Pakistan promised its khawaja sara population, an end to the police violence 
they suffer, a distinct gender category on the national identity cards, rights of inheritance, election 
registration and employment opportunities. Behind these seemingly progressive reforms, was an 
outright negation of this community's performance tradition, which law-makers described as 
oppressive and anathema to the creation of ‘good’ Pakistani citizens. These anti-performance 
imperatives offer a continuation of nineteenth-century colonial laws (Criminal Tribes Act 1871) 
which prohibited hijra performances, with the intention of making the community invisible. I 
examine this discourse of regulation within contemporary assimilationist agendas, against 
narratives by khawaja saras who explain their performances as a vibrant expression of their 
gender, sexual and cultural identities. I argue that no discussion of khawaja saras' rights can ensue 
without embracing their role as performers, which entail important socio-cultural strategies for 



survival, resistance and pleasure, enabling the community to ‘performatively constitute’ (Butler) 
their identities in public space. 

Claire Pamment is an Assistant Professor at the Department of Media Studies at Kinnaird 
College, Lahore. Her research examines South Asian theatre and popular performance, with a 
particular interest in Indo-Muslim culture, and how traditional forms and practices are reinvented 
in culturally complex contemporary sites. She received her PhD from Royal Central School of 
Speech and Drama for her thesis which explored comic performance in South Asia with a focus 
on the bhānd tradition and its transformations. She is presently working on the queer 
performance culture of the khawaja sara/ hijra through an award by the Canadian Social Sciences 
and Humanities Research Council. Her articles have been published in Asian Theatre Journal, 
Journal of South Asian Popular Culture, TDR and other journals and various books. 
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I Was Told There Would be Coffee: Productive Lies in Documentary Theatre 
Lisa Aikman 

 
A: “This is not a play. We did not rehearse this. Everything we are about to tell you is true.” 

B: “Actually, I fundamentally disagree with that statement, but whatever.” 

Thus begins the play A Quiet Sip of Coffee, a maybe-almost, but not quite documentary theatre 
piece that was most recently performed at the 2014 Summerworks festival. Throughout the play, 
two actors in clown make-up, playing themselves, argue about what may or may not have taken 
place during their stay at a sexual reform centre.  They consistently interrupt their own narrative 
to perform fake improv, share journal entries, play video from B-Movies, and occasionally lapse 
into a play within a play. Sound confusing? It should. 

How much this play is actually based on truth is a closely guarded secret of the two performers, 
and this is made clear throughout the production. So why muddy the waters of documentary 
theatre, a form usually held up to rigorous standards of authenticity, with clown? Or with 
outright lies? My paper examines the queer possibilities of subverting audience expectation in 
documentary theatre, primarily how refusing to disclose the whole truth empowers the queer 
subject.  

A Quiet Sip of Coffee hinges on the metaphor of homosexuality as a wound or disability. This 
paper thus extrapolates from Petra Kuppers writings of the performativity of disability into a 
discussion of the performativity of otherness and pulls from Laura Mulvey's ideas on the 
subjugating gaze. Using A Quiet Sip of Coffee as a case study,  this paper explores the ways in 
which breaking the rules of the rather fraught genre of documentary theatre can allow the usually 
“othered” subject to step out of the consumptive gaze and assert power as meaning-maker. 

Lisa Aikman is a Toronto-based theatre scholar, who has just begun her PhD studies at the 
Centre for Drama Theatre and Performance Studies at the University of Toronto. Her research 
interests include the queer/feminist possibilities and limitations of documentary theatre as well as 
the ways in which theatre reviews and criticism can both assign and steal agency from “othered” 



theatre-makers. Her most recent theatre credits include stage managing A Quiet Sip of Coffee and 
The Elephant in the Room, as well as various dramaturgical roles. 

The Flower Carriers: Queering the Performance of Memory and Embodying Futurity 

rosanna simons 

This paper is a critical engagement with “The Flower Carriers: Resting Grounds,” a work of 
performance art in which I participated as audience member in May 2014. The work was 
presented in the University of California Los Angeles Murphy Sculpture Garden, by seven queer 
artists of color: Keith Harris, Ricardo Bracho, Rafa Esparza, Nick Duran, Prumsodun Ok, 
Sebastian Hernandez, and Rooster. I experiment in this paper with performative writing, in order 
to enact the collapsing of temporal and spatial distances embodied by the seven performers as 
they linked the violence and loss experienced by queer, black, and brown bodies during the AIDS 
crisis in the U.S. to transnational violence and loss resulting from genocide, diaspora, the Prison 
Industrial Complex, and cartel-related violence.  

In order to flesh out an analysis of “The Flower Carriers: Resting Grounds” in writing, I narrate 
my experience of the performance in a way that allows for performative interruptions that 
reroute the linearity to which narrative so often becomes bound. These interruptions take on the 
form of a layered web of connections, and my aim is to convey these connections in a way that 
explores the radical potentiality of performance to function as an episteme, as an archive, and 
ultimately as an enactment of transformational queer politics through an imagining of queer 
futures. I also aim to convey these connections in a way that corresponds to the circular 
migration enacted in “The Flower Carriers: Resting Grounds,” letting that migration which I 
embodied as an audience member participating in the performance drive my written response to 
the piece. Rather than read the performance from afar and through a fixed theoretical lens, I re-
trace my steps in this paper, re-enacting the migration cycle to collapse the hierarchical 
disciplinary distance between theory and practice, in this case between theory and performance.  

rosanna simons is a poeta, translator, and radical scholar from the warm waters of Miami. She is 
currently making her home in los ángeles, as a PhD student at UCLA’s César E. Chávez 
Department of Chicana/o Studies. In her academic and creative work, rosanna explores 
the political potential of performance and imagination within the (im)migrant rights 
movement to relocate the site of the creation and transmission of knowledge to the body and to 
enact resistance to oppressive regimes of documentation. In her research, rosanna engages ideas 
about performance & embodiment, queer temporality, archiving & documentation, and 
nationalism, citizenship & migrant subjectivities. 
rosanna’s intention is to practice disidentificatory and decolonial methodologies, working from 
within and through the institution of the university to challenge and transform neoliberal models 
of knowledge production that value individualism and the ownership of ideas, by engaging in 
research and pedagogy that is coalitional, collaborative, and community-centered. 

“Ethical Compass”: Forming an Ethical Question on the Basis of Performative Publicness 
Deniz Basar 

 
Since 2000’s LBGT movement in Turkey is getting strong enough to become a political power. 
Today in Turkey hatred crimes, homophobia and heterosexism is very dominant once LBGT 
identities appear publicly. The most risky group among all sexual identities are transwomen since 
heterosexist and conservative motives are very strong in society. Since mid-2000s transwomen 
characters started to appear in contemporary stages of Turkey. It can be said that the most 
extreme act of alternative theaters representing individuals who suffer “tyranny of privacy” has 



been staging trans women characters. No trans character ever appeared in any institutional 
theater and in commercial theaters’ productions they only appeared as libidinous, hyper-
feminized and entertaining clichés. 

The trans women characters appearing on Turkey’s alternative stage can actually be divided into 
three generations by branding the central questions of each of these groups of plays. I numbered 
the generations with their (possible) correspondences with feminist waves. In short feminist 
waves can be summarized with the major theme of arguments. First wave asks for equality (late 
19th century to mid 20th century), second wave ask for rights enrooted in bodily differences (mid 
20th century to late 20th century) which corresponds to age of identity politics also, and third 
wave asks for individual autonomy (since late 20th century). First generation declares that 
transsexuals are “also” human by sharing experiences, second generation works with literal 
aspects of identity politics to explain their struggle with society and grow conciseness on the issue 
to gain rights, and third generation creates individualized trans characters in relation with all the 
other fragments of society, sharing the same stage. These generations are not chronological but 
overlapping (especially second and third generations). Majority of the plays including trans 
characters are produced in second generation of identity politics. 

Deniz Basar: I am an MA student in Drama Centre, University of Toronto. Last year I finished a 
Master's Degree in Turkish Modern Studies in Bogazici University in which I wrote a master 
thesis named "Performative Publicness: Alternative Theater in Turkey After 2000s".  

 

 

 

 

 

 

 

 


