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SCHEDULE

Session 1:

Session 2:

Session 3:

Session 4:

Keynote:

Room 612
Eva Margarita Reyes | Ceremournings: Performing with/for the Dead
Room 613
Nora Raine Thompson | Experiments in Dissolving

Room 611
Christof Migone | You And I Are Water Earth Fire Air Of Life And Death
Room 612
Jennifer Chen-su Huang & Holly Taylor | The Sock Network
Room 613
Indygo Afi Ngozi | Poetry, An Act of Resistance

Room 611
João Victor Toledo | Walk #1: Rope
Room 612
Leila Mire | Whose Dabke Is It Anyway?
Room 613
Kristen Kelso & Amna Farooqi | The [end of the] world as we know it

Room 611
Selma Trevino | Re-visiting Decroux - Culture Deconstruction and Appro-
priation
Room 612
David Sierra | Is Dance a Transitive Verb?
Room 613
HL Doruelo | Toward the Kapwaethic: performing care and facilitating 
consent culture

Room 612
Joshua Lubin-Levy | Bad Job
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SESSION 1: 11:05 - 11:50 AM

Ceremournings: Performing with/for the Dead

In our continued navigation of collective grief, “Ceremournings” explores the 
possibilities available for working with the grievable subject. Recognizing the 
valued gestures ritual performance offers, this workshop brings together the-
ories in accompaniment, wakework, and performance studies to consider the 
burial ground/stage as bearing the promise of revival. To work with the dead is 
to recognize the ways in which we are accompanied by our grief; a particular 
presence that requires an act of care when used as a vehicle for creation. In an 
exploration of mourning as a tool, this workshop discusses renewed ways of 
hailing death by viewing the stage as a crossroads between spiritual, scholarly, 
and artistic space. The scope and thought terrain of “Ceremournings” acknowl-
edges the “beginning” and the “end” are not necessarily set. As such this ses-
sion asks, what can be produced by processing the affective states we enter 
as we engage with the wake? What does it take to respectively work with and 
for the dead? Lastly, how can we work with a decolonial history of loss that 
when unearthed, refuses to be forgotten?

Working towards the burial ground as a place of refuge and accompaniment, 
participants will grasp an engaged understanding of decolonial methods of 
working with and for the dead.

Originally from South Central Los Angeles, Eva Margarita is an Afro-Latinx 
performance artist and scholar. Her performance works explore conjure, ritual, 
and ceremourning, her critical writings investigate diasporic sociological haunt-
ing with the intention of unsettling colonial forms of gathering. As an artist, Eva 
Margarita is concerned with grief and wake work that allows us to accompany, 
blur lines, and spill all over each other. Eva Margarita’s performances pull to-
gether immaterial and material resources to weaponize interdisciplinary ways 
of animating life and death. At its core, her work is guided by the principle that 
practices of the rituals of everyday life offer an alternate way of existing; one that 
acknowledges the familial, spiritual, and scholarly forces available for layering 
logics of gathering. 
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Experiments in Dissolving

In this session, we will ambitiously, gently, test out some theories of dismantling 
and dissolving the Self. With guided improvisational movement, we’ll find out 
if we can just dip our toes into these expansive waters. What if being a Body 
Without Organs actually took little effort? What if there is actually enough time to 
relate without flattening each other? 

Grounded in contemplations of the work of Edouard Glissant, Deleuze and 
Guatarri, José Gil, Lygia Clark, Okwui Okpokwasili, Eiko Otake (and many 
more), I will guide participants in visualization and movement to explore our 
peripheries. This imaginative practice allows for spaciousness and contradic-
tions–a generative and safe container for experimentation. Participants will have 
the option to partake in the guided experience or witness the experiment as a 
spectator. This session will close with a reflective discussion, where together 
we will share observations and muse on lingering questions, like, “what is the 
difference between dissolving into multiplicity and melting into sludge?” “How 
can we understand a practice by observing it, as opposed to doing it?” “What 
are methods of dismantlement that might be crucial to confronting oppressive 
forces, both within and outside our Selves?” and “How do we stay grounded 
within these practices?”

Nora Raine Thompson is a dancer, improviser, writer, and arts administrator. 
She  is a current M.A. candidate in Performance Studies at NYU’s Tisch School 
of the Arts, and has a B.A. from Wesleyan University in Dance and Science in 
Society (combining studies in Psychology and Sociology). She dances to phys-
icalize the theoretical and research what her body already knows. She writes to 
reflect and refract what she witnesses.

Her dance work includes performing in Nacera Belaza’s La Procesion in 2020, 
directing and performing in her own solo work For Your Pleasure, But the Plea-
sure Is Mine in 2019, and choreographing for the musical If Sand Were Stone, 
which premiered Off-Broadway in 2018. Nora’s writing on performance has 
been featured in the Brooklyn Rail, Danspace Project’s “PLATFORM 2020 Cat-
alogue, Volume II,” and Dance Enthusiast. She also acted as an assistant and 
writer-in-residence for Eiko Otake for several years.

SESSION 1: 11:05 - 11:50 AM
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You And I Are Water Earth Fire Air Of Life And Death

After learning about all the steps involved in making whisky during a three-
month artist residency with Marla Hlady at the Glenfiddich Distillery in Scotland 
in the summer of 2019, it struck me how inadequate the word ‘whisky’ (root 
meaning ‘alcohol - water of life’) is because it only captures a small part of the 
manufacturing process. The resulting corrective 12-word sentence, “You And 
I Are Water Earth Fire Air Of Life And Death,” has evolved into a 12-year long 
project, each year focused on one word of the sentence and manifesting into 
a yearly 12-hour event on December 12 from noon to midnight. You (2020), 
And (2021), I (2022), and so on. It has morphed from a modest text piece 
to a sprawling curatorial project (so far featuring 53 artists from 10 countries 
across 4 continents). While now unwieldy (both logistically and existentially), it 
nevertheless aspires to remain nimble. The one-word prompt for each year is 
open ended in contrast with the teleologically determined sentence. The project 
emcompasses utopics and pragmatics in equal measure. What if momentum 
wanes and it peters out unfinished? What if the project outlasts its originator? 
Can it all be collapsed into one sentence? What’s missing?

A discussion of the contingencies entailed by a durational project and the con-
nected ethics of structuring a project without central institutional support. A 
sampling of the various ways artists have interpreted the one-word prompts. 
A reflection on aging and longevity within the context of artistic commitment. A 
questioning of the mechanics and stakes involved in conceptually-driven en-
deavors that adamantly retain an improvisatory approach.

Christof Migone is an artist, teacher, curator, and writer. He co-edited the 
books Writing Aloud: The Sonics of Language (Errant Bodies Press, 2001) and 
Volumes (Blackwood Gallery, 2015). A book compiling his writings on sound 
art, Sonic Somatic: Performances of the Unsound Body was published in 2012. 
He obtained an MFA from NSCAD in 1996 and a PhD in Performance Studies 
from NYU in 2007. He has performed and exhibited internationally. He has 
been the recipient of commissions from the Tate Modern, Dazibao, Kunstradio, 
Centre for Art Tapes, New Adventures in Sound Art, Radio Canada, and New 
American Radio. He is a founding member of Avatar (Québec City). He currently 
lives in Toronto and is an Associate Professor in the Department of Visual Arts 
at Western University in London, Ontario, Canada

SESSION 2: 12:00 - 12:45 PM
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The Sock Network

Beginning with the question posed by Roland Barthes in his lecture series “How 
to Live Together,” given at the Collège de France in 1977, this session is an 
experiment that allows participants to inhabit creative possibilities for living and 
moving together. The session involves handknit socks whose toes do not end, 
but rather connect to another being. Creating connective joints on the studio 
floor, participants will move together joined by socks, allowing for safe social 
distancing whilst simultaneously playing a part in the larger social body. The 
movement of a foot will have a rippling effect, as another will be prompted to 
respond by the movement of the other. Movement generated in the session will 
be used to inform a later public performance installation exploring interconnec-
tivity and modes of living.

Like Tehching Hsieh and Linda Montano’s “Rope Piece,” which joined the two 
performers by an eight-foot rope for a year in order to explore deeper levels of 
connectivity, this session allows participants to experience how lives are entan-
gled for 45 minutes (quite literally).

Jennifer Chen-su Huang is an artist and writer whose process-driven works 
interweave elements of craft tradition, language, history, and memoir. She is a 
2021 Luminarts Fellow and an artist-in-residence at Chicago Artists Coalition’s 
HATCH program. In 2017-2018, Jennifer completed a Fulbright Fellowship in 
Taiwan, where she was a Research Fellow with the Ethnology Department at 
National Chengchi University, as well as a Visiting Artist at Tainan National Uni-
versity of the Arts. She graduated with her MFA in Fiber and Material Studies 
from the School of the Art Institute of Chicago and received her BA from the 
University of California, Berkeley. Huang is currently an editor for the Blooms-
bury Encyclopedia of World Textiles to be published in 2024 and a graduate 
student in Performance Studies at New York University.

Holly Taylor (she/they) is a movement artist, writer, and educator from Prov-
idence, RI. She most recently worked as an arts nonprofit administrator pro-
ducing festivals and multi-layered performance residencies. Taylor received her 
BA in American Studies at Yale University and is currently a graduate student in 
Performance Studies at New York University.

SESSION 2: 12:00 - 12:45 PM
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Poetry, An Act of Resistance

“Poetry, An Act of Resistance” is a workshop that is designed to explore the 
notions of rebellious acts in a way that is healing for us. Together we will ex-
plore how poetry and movements create a space for meditation, healing and 
empowerment for all humans, creatives and those who are still discovering their 
creative sides. Through this art form, we are able to navigate how it is to be 
human, vulnerable and in the fullness of our entirety. Participants are urged to 
explore within the realms of poetry and movement, thinking of how embracing 
their stories becomes an act of resistance, and how then does that create a 
space to discover the pieces of what makes us, us. It will encourage all partic-
ipants to explore the authentic connection found between storytelling and spo-
ken/written words. Participants will have the opportunity to showcase, create 
and share out in a creative and safe space. Participants should make sure to 
bring lines from their favorite poem.

Together, we will re-invent and re-imagine poetry as an art form that lends itself 
to the exploration of self.  Participants will be encouraged to utilize storytelling 
and movement to explore the multifaceted layers of themselves to examine 
the deepest parts of themselves. Through this workshop, we will create a safe 
space to explore our humanity in a way that allows us to feel the notion of resis-
tance. Together we will discover ourselves through both storytelling and move-
ment.  At the end of the session we should feel a new sense of welcoming of 
ourselves, by sharing our stories through movements.

Indygo Afi Ngozi, original name Andréa A César (born August 6, 1993, P-au-P, 
Haiti) is a multidimynsional movement artist, choreographer and educator. Indy-
go received a BS  from SUNY New Paltz, an MA in Performance Studies from 
New York University and proceeded to pursue a second MA and a NYS K-12 
Dance Education Professional Certificate from Hunter College. Indygo is a full 
time Dance Education teacher at a charter school, a Labworks artist with New 
Victory Theatre and an Adjunct Lecturer at Hunter College. 

SESSION 2: 12:00 - 12:45 PM
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Walk #1: Rope

This session is an experiment in which the private and the collective can co-
exist. It involves a tactile handmade rope with rings that will be held by each 
participant. Like an extended holding of hands, participants will first gather in 
the classroom and find a ring along the long rope to hold on to. Then, we 
will all silently take the stairs, snake down to Broadway Avenue, where we will 
continue to walk down towards Union Square Station, weave through the busy 
transit center in a wordless procession, exit the station, and enter the park on 
our journey. This walk is to be experienced without speaking, as a communal 
meditation amidst the overwhelming bustle of the city. 

This proposal invites participants to engage in a collective meditation in mo-
tion within the urban landscape. The focus on listening — to one’s own body, 
to others, to space—extends through the calm surrender to external stimuli, 
stemming from the desire to search out a place of openness, subtlety and rest, 
at a time when the call for efficiency and promptness appear as a dominant 
presence in everyday life. “Walk #1: Rope” is, above all, a practice to recover 
energies and subtle body responses that would allow us to become less re-
active without compromising our ability to perceive new possibilities within our 
actual conditions.

João Victor Toledo is a performer from São Paulo, Brazil. He graduated in 
Acting, and then moved to Germany, where he received a Bachelor’s degree in 
Theater Studies, with a minor in History and Portuguese-Brazilian Studies, from 
the Free University of Berlin. Over the years, João has cooperated with different 
theater and dance companies such as Constanza Macras|DorkyPark, ZU-UK, 
Bryckenbrant and Teatro do Osso, and has performed at the Vienna Festival, 
the Ruhrfestspiele Recklinghausen, the Edinburgh Festival Fringe, and the São 
Paulo International Theater Festival (MITsp – Plataforma Brasil). João became 
a meditation practitioner in the last few years, and is currently interested in re-
searching silence as standstill, emptiness, absence, presence and experience, 
as well as the renewable possibilities it provides us to engage ethically and 
aesthetically with our lives in society.

SESSION 3: 1:00 - 1:45 PM
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Whose Dabke Is It Anyway?

This workshop will center on dabke, a dance from the Levantine region. Dabke 
is a folk and social dance that dates back to the Caananites and Phoenicians. 
Today it is performed at weddings, celebrations, and protests. In this lecture 
and movement-based workshop, we will explore the origins of dabke (particu-
larly that which is commonly referred to as “Palestinian dabke,” tracing how the 
dance has evolved into its contemporary shape. In doing so, we will explore 
how the Israeli occupation appropriates it and how the dance itself has been 
formed and informed by the political climate its practitioners have been subject-
ed to throughout history. The session will open up a dialogue on the limitations 
of borders and nation-state studies in the Levantine region and the intimate 
assemblages at work when understanding history. By pointing toward dance, 
we will ask ourselves, “whose dance is it anyway,” as a living reminder of the re-
flexivity and life behind collective movements and neoliberal identitarian politics. 

Leila Mire (she/her/hers) is a researcher, curator, community organizer, artist, 
educator, and writer. She is currently studying to receive her Master’s in Perfor-
mance Studies from NYU Tisch where she focuses on ephemeral expressions 
and resistance art of the Middle East. A graduate of George Mason University 
and the Tennessee Children’s Dance Ensemble, she has performed with vari-
ous dance companies and has created solo work supported through a number 
of grants and fellowships and featured in publications like the NY Times and 
Washington Post. She also teaches Middle Eastern and contemporary dance, 
writes for thINKingDance, serves on the Decolonizing Dance Writing Interna-
tional Exchange Cohort, is a founding member of the Artists Striving to End 
Poverty Mutual Aid Network and is an active community organizer for Palestinian 
rights and decolonization efforts. Read more about her at leilamiredance.com or 
at @leila.mire on Instagram.

SESSION 3: 1:00 - 1:45 PM
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The [end of the] world as we know it

Is the world as we know it? Do we, or can we, know another one? If this is the 
world that we live in—one of binaries and endless production—an alternative 
world is one of constant becoming, an endless process. 

This is a thought experiment. In this session, we draw on critical works that 
imagine empowering modes of worldmaking such as José Esteban Muñoz’s 
Disidentifications and Dorinne Kondo’s World-Making: Race, Performance and 
the Work of Creativity (as modes to empower the minoritarian subject), as well 
as works of critical hope like Jill Dolan’s Utopia in Performance. Echoing Virginie 
Magnat’s article “Devising Utopia, or Asking for the Moon,” we believe theatri-
cal devising is a critical utopian act. It is one that is fundamentally radical in its 
working “with and against” institutionalized theatremaking practices. Focusing 
on process rather than product, and using fragments of various texts from en-
vironmental studies, medicine, news articles, literature, studies of legal “force,” 
and affect theory, participants will engage in a session of theatrical devising to 
connect with each other and us to create new worlds. Creating anything [espe-
cially under these conditions] is critically utopian.

Kristen Kelso is a theatre director, actor, and playwright/translator based in 
Brooklyn. Embedding translation methodologies into her artistry, she experi-
ments with embodied translation practices to create performance work center-
ing on memory, grief, loss, and familial archives. She is a co-founder of Mycelial 
Artists Collective, an interdisciplinary collective committed to alternative modes 
of storytelling and an alum of the EmergeNYC program (‘20). She graduated 
from Southern Methodist University with a BFA in Theatre Studies and a BA 
in Spanish Language and Literature. She has a Masters of Arts in Humanities 
from the University of Texas at Dallas in Translation Studies and an MA in Perfor-
mance Studies from New York University. www.kristenkelso.com

From the East Coast to the West, Amna M. Farooqi is a doctoral student in the 
School of Drama at the University of Washington. Prior to returning to her grad-
uate studies, Amna was an assistant at various premier talent agencies based 
in New York City, including the speakers department at William Morris Endeav-
or (WME) and the theatre department at Creative Artists Agency (CAA). Most 
recently, she served as the Executive Assistant to the Artistic and Managing 
Directors at New York Theatre Workshop before returning to higher education 
to pursue her graduate studies. She holds a BA in Individualized Study from 
NYU’s Gallatin School as well as an MA in Performance Studies from NYU’s 
Tisch School of the Arts.

SESSION 3: 1:00 - 1:45 PM
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Re-visiting Decroux - Culture Deconstruction and Appropriation

The project “Re-visiting Decroux - Culture Deconstruction and Appropriation”  
proposes a revival of the Corporeal Mime Repertoire of Etienne Decroux, con-
textualized  with my Brazilian heritage. Decroux’s choreographies were always 
performed with his aesthetic and French/European background, despite his 
themes concentrationon general subjects (such as the Washerwoman, the 
Carpenter, the Love Duet, etc.). I am proposing to break with that “tradition” and 
bring those subjects to other aesthetics and cultures. The project opens the 
conversation about deconstructing a choreography from its culture of origin, 
appropriating it and bringing it to the heritage of the performer. It is not just a 
revival, it is a re-visiting, a reconstruction in a new light, a deconstruction of the 
European baggage re-presented with my Latin eyes. I am bringing his com-
positions to the Brazilian cultural context by adding music, archetypal figures 
and projected images, respecting Decroux’s movement structure. I started the 
process in the Fall of 2021. I was a recipient of the “Incubator Grant” by LEIMAY 
at CAVE in Brooklyn.  On November 16th, I performed the first outcome of the 
“Washerwoman” composition, a 9 minute video at Dixon Place, one of the most 
known of Decroux’s repertoire.

Selma Trevino is a Brazilian performer/choreographer/artistic director and 
co-founder of Corporeal Arts Incorporated (CAI) in New York.  She holds a 
MA in Performance Studies from NYU (2009) and a BA in Theater Arts from 
UNICAMP, Brazil (1992). She specialized in Corporeal Mime Technique, from 
1997- 2001, at Pomona College and in Paris . Last Fall, Selma was recipient of 
the  Incubator Grant by LEIMAY, to work in her Re-visiting Decroux Project. It had 
its first presentation on November 16th at the Dixon Place. She gave lectures/
workshops in Corporeal Mime at NYU, Columbia University, Stone Brook Uni-
versity, University of Quebec-Montreal, and University of Rio De Janeiro among 
others. Between 2020-21 Selma had online participation at VI Mostra de Mími-
ca Contemporânea, Dixon Place TV and Gestez Chez Vous Project.  Her work 
has been presented at the Baryshnikov Arts Center and Lincoln Center, CPR, 
HERE, Bushwick Starr, and in venues in California, Paris, Finland and Brasil. 

SESSION 4: 2:00 - 2:45 PM
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Is Dance a Transitive Verb?

“Is Dance a Transitive Verb?” is a movement and writing workshop. Together 
we will fashion individual and collective answers to the titular question. You 
might be thinking, “But wait, really though, is dance a transitive verb?” The an-
swer? Yes. And no. Sometimes. It’s complicated, so we’ll figure it out together. 
Part grammar lesson, part movement workshop, part come-as-you-are dance 
jam session, “Is Dance a Transitive Verb?” will linger in the temporal space 
of “sometimes” as a choreographic tool. We will use the titular question as a 
methodology for building and trying out movement scores. We will use ideas 
and movement practices from applied linguistics, disability artistry, trans/queer 
politics, and bodywork to explore sensation and embodiment. We will thread 
together movement and verbal phrases as we unfold, stretch, vocalize, wit-
ness, notate, and sense. Participants are welcome to move and be moved, to 
embrace movement or resist movement, to perhaps do it all, or do none of it. 
Do what you want. “Is Dance a Transitive Verb?” will dance around the question 
so we can dance the question ourselves. Bring something with which to write 
or record, like a pen and paper, Google doc, or a voice notes app.

I hope participants will leave “Is Dance a Transitive Verb?” with a more complex, 
amplified, and embodied idea of what a transitive verb is or, more broadly, of 
how language, movement, and dance inflect and contour each other in per-
formances of daily life, staged presentation, and the “sometimes” between the 
two.

David Sierra is an interdisciplinary artist and writer practicing and researching 
performance and production in the contexts of medical science, sex, and lan-
guage. She creates text, dance, video, sound, photography, installation, and 
public programming.

SESSION 4: 2:00 - 2:45 PM
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Toward the Kapwaethic: performing care and facilitating consent culture

Who performs care? Where, why, and when does care happen? In response to 
such questions, I draw on my decades-worth of experiences as a student, ed-
ucator, community organizer, and prison abolitionist–amidst the backdrop of the 
#MeToo movement, the Trump era, martial law in the Philippines, the COVID-19 
pandemic, Black Lives Matter uprisings, indigenous-led action against DAPL 
and Line 3, and rising anti-Asian hate. By mapping these connections, I pro-
pose an alternative being-in-the-world and doing-in-the-world, which I call the 
Kapwæthic. Kapwa is a core concept and value in the Philippine worldview; it 
has been theorized as the shared inner self, a recognition that self and other 
cannot and should not be conceived as separate. This collaborative session 
will introduce participants to Kapwa and collectivized frameworks and tools for 
facilitating care and consent culture within and beyond the classroom.

By the end of the session, participants will be introduced to the ontologi-
cal-epistemological framework of Kapwa and grow a deeper understanding of 
U.S.-Philippine relations and history, as well as present-day abolitionist move-
ments. Importantly, participants will gain insight into the design process used in 
contemporary movement spaces and will be able to facilitate “collective agree-
ments” for use in the classroom, in productions, in meetings, and other group 
endeavors.

HL Doruelo (they/them) is a queer, disabled Filipinx scholar, educator, organiz-
er and poet. They are a Masters student in Performance Studies at NYU and 
hold a Bachelors in Public Policy Analysis, Psychology, and French from Po-
mona College. Their research, writing, and art practice joins Kapwa, memory, 
embodiment, trauma, grief, and U.S. Empire with performance studies, Asian 
American studies, legal studies, and decolonial theory. They were born and 
raised in Chicago and are committed to a praxis of abolition against carceral 
violence and logics.

SESSION 4: 2:00 - 2:45 PM
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If praxis implies a unity between theory and practice, does bad praxis propose 
their discontinuity? And what does one call the thing that happens in this infe-
licitous rupture? If, in praxis, doing is done by a practical and agential subject 
with intentionality—is it even possible to have a praxis in the age of the gig 
economy, when the greatest virtue of survival for most culture workers is their 
flexibility? “Bad Job” is presented in the performative mode of a bad job talk. 
It explores my own aversion to yoking together theory and practice. The only 
way to succeed at making a case for bad praxis is if my performance fails.

Joshua Lubin-Levy (he/him) is a scholar, dramaturg, and curator. He is 
currently working on a monograph, The Rented World, based on the queer 
anti-capitalist praxis of performance artist Jack Smith. In addition, he is Ed-
itor-in-Chief of the Movement Research Performance Journal, Associ-
ate Director of the Institute for Curatorial Practice in Performance, and 
the Senior Joan Tisch Teaching Fellow at the Whitney Museum of Amer-
ican Art. He received his doctorate from the Department of Performance 
Studies, New York University (2020), and currently teaches in the depart-
ment of Visual Studies, Eugene Lang, The New School. Insta: @jlubinlevy

KEYNOTE: Bad Job | Joshua Lubin-Levy
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