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FRIDAY 15th February
Grand Hall, Whitworth Gallery / Ellen Wilkinson Building, University of Manchester / Event 
Space, HOME

Registration 10:00-10:15
Grand Hall, Whitworth Gallery

Opening remarks 10:15-10:30 
Grand Hall, Whitworth Gallery

Alice Butler
Nell Osborne
Alicia Rouverol
Hilary White

Opening keynote 10:30-11:45
Grand Hall, Whitworth Gallery
Chaired by Alicia Rouverol

Maria Fusco

I’m wearing a red clicky counter tied round my neck on a length of string. Each time I 
touch my skin, I’ve been told to click the counter. I know this counter is meant to make 
me realise how much I touch myself, make me realise this by trying not to touch, by trying 
to keep my hands to myself, but I touch myself much more than I would normally anyway. 
With each touch I fail, measured out in clicks. 

I am skin that walks. Thrown out by heat, I wear this skin for a lifetime. I recognise the 
word ECZEMA like I recognise my own name. There’s nothing deeper than my skin: it is so 
much craftier than me. We often disagree. My skin attacks the everyday. My skin is a riot! 
The gestures I scratch into my skin can’t be translated: they are simply themselves. Bold brassy 
rips. I communicate without words, I scratch in order to find out. I would never share a scratch. 
Nothing is as fantastic as scratching: all other sensations steam pallid. Monogamy. A soul-
chomping commitment to scratching, ravishing across body, across time, across reason. 
I answer the hum of a healing scab, a scab the size of a two-pound coin near my right ankle. 
It’s relatively safe to scratch this scab, I think. The song of flaking skin on my left, inner eyelid 
is scaling through my eyebrow, up along my forehead and into my hairline, now screaming 
hot. The inside of my left elbow, sleeved in 100% cotton to stop skin touching skin, has its 
own persistent pitch, cranking when I use my arm in any way. Inside my right ear, there’s an 
aluminium ache, I’ve learnt this is also ECZEMA, how the ECZEMA inside my ear rhymes. 
The ache sings outwards through my cheekbone: numbing and tantalising. The fingers on my 
right hand are thrumming. Healthy skin has sloughed to train infected blisters. Best scratched 
against synthetic carpet, brickwork, a toothbrush, a nutmeg grater, but not with another finger, 
that way relief does not work, however temporary. I thrash my hand into my back jean pocket 
and rub furiously. At the end of desire comes persuasion. I must eventually stop scratching. 
Somehow, I’ve peeled that scab off my leg and am now lightly chewing it.

Biography: Maria Fusco is an award-winning interdisciplinary Belfast born writer. Her work is 
translated into ten languages. She is a Professor at Northumbria University, previously a Reader 
at the University of Edinburgh and Director of Art Writing at Goldsmiths, University of London. 
Her latest books are Legend of the Necessary Dreamer (London: Vanguard Editions, 2017) 
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described by Chris Kraus as ‘a new classic of female philosophical fiction’ and Give Up Art: 
Collected Critical Writings (LA/Vancouver: New Documents, 2018) of which James Elkins had 
written ‘after a book like this, most nonfiction seems curiously unaware of what writing can be.’ 
Her latest work ECZEMA! celebrates the 70th anniversary of the NHS, commissioned by National 
Theatre Wales. It is published as a vinyl disk by Accidental Records. http://mariafusco.net.

Coffee 11:45-12:15
Whitworth Gallery

Panel 1: Disorientations 12:15-1:15 
Grand Hall, Whitworth Gallery
Chaired by Honor Gavin

Isabel Waidner

We Are Made of Diamond Stuff—reading and talk 

We Are Made of Diamond Stuff (2019) is an innovative, queer and critically British novel. 
It collides literary aesthetics with contemporary working class cultures and attitudes (B.S. 
Johnson and Netflix), works with themes of empire, nation and queer embodiment, and 
contains autobiographical material especially in terms of the queer migrant experience. 
The reading and talk will put forward an argument against the dream of national belonging, in 
relation to theoretical debates such as Paul Willis’s (1977) work on working class counter-school 
cultures, and Jasbir Puar’s (2006) work on homonationalism and terrorist assemblages which 
themselves are integrated into the novel. 

Biography: Dr Isabel Waidner is a writer and critical theorist. Their books include Gaudy 
Bauble (2017) and Liberating the Canon: An Anthology of Innovative Literature (ed., 2018), 
both published by Dostoyevsky Wannabe. Waidner’s articles, essays and short fictions have 
appeared in journals including 3:AM, Configurations, Gorse, The Happy Hypocrite, and The 
Quietus. They are the curator of the queer literature series Queers Read This at the Institute for 
Contemporary Art, and a lecturer at University of Roehampton, London.

Catherine Gander

‘From there. To here.’ 

Gestures of orientation in the landscapes of Carrie Mae Weems and Claudia Rankine

By landscape we also mean memory—the swept under. 
covered over. skin of history. surfacing blue violence of 
true. echoing from there. to here.

—Claudia Rankine, from ‘Liz’s View of Landscape’, in Plot.

Picturing the American landscape has traditionally been the preserve of maleness and of 
whiteness. Yet its semiotic and material significance is inextricable from an unfinished history of 
slavery, violence, and oppression, in which the black body is both alienated from, and forced 
into close relationship with, the land.

This paper explores how two contemporary black female artists work at the intersections of 
photography, film, and poetry. For both Carrie Mae Weems and Claudia Rankine, the effects 
of living in a landscape from which one is continually displaced, psychologically and physically, 
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manifest in the body. In their artworks, the black body moves between codes of the visual and 
the verbal, erasure and visibility, history and the present.

This movement reconfigures spaces traditionally denominated in postcolonial theory as 
marginalised or placeless, adhering instead to Moten and Harney’s description of ‘fugitive 
movement’ toward a ‘being together in homelessness’: a mode of appositionality that begins 
in ‘disorientation.’ This disorientation, a keynote of both artists’ work, I argue, unsettles what 
Sarah Ahmed calls ‘whiteness as orientation’—the organising phenomenological principle that 
dictates ‘what it is that bodies “can do”’ in a racialized world. 

If, as Ahmed contends, ‘orientations are about how we proceed from “here”’, Weems and 
Rankine guide us anew through American landscapes, gesturing toward new ways of seeing. 
Such gestures are both physical (Weems’s self-figuration as both witness and guide) and 
ontological (Rankine’s billboard declaring ‘here.’). They move their reader-viewers between 
‘there’ and ‘here’: acts of simultaneous self-positioning and self-giving that, Rankine conjectures, 
have ‘everything to do with being alive.’

Biography: Dr Catherine Gander lectures in American literature and culture at Maynooth 
University, Ireland, after five years as a lecturer at Queen’s University Belfast. She is author 
of the award-winning Muriel Rukeyser and Documentary: the Poetics of Connection (EUP, 
2013), co-author and co-editor of Mixed Messages: American Correspondences in Visual and 
Verbal Practices (MUP, 2016), and has published several articles, chapters, and special issues 
on American writing and art, poetics, aesthetics, and their intersections. Her current projects 
involve a book on pragmatist aesthetics, phenomenology, and American word-image avant-
gardes, and a collection on Don DeLillo and the Arts. 

Sarah Jane Cervenak

Gayl Jones and Writing’s ‘All-Inclusive Structure’

In her beautiful book Prose Architectures, Renee Gladman meditates on the act of writing as 
both a drawing and a building. She begins by ruminating on how, for years, she drew when she 
wasn’t writing and vice versa and how, within both art forms, the lines she crafted expressed a 
shape of cities, of architecture. As she dwelled further on the formal possibilities engendered 
by the possibility that writing is drawing and drawing is writing, she found herself artfully 
moving in the interest of an ‘idea of plans, the suggestion of architecture,’ channelling a vision 
onto the page of a city-to-come, ‘a different mode of being where thinking [as writing] takes 
the shape of buildings’ (viii).

Gladman begins this abstract on 20th century African American novelist Gayl Jones because 
Jones too believes in bringing thought closer to the arrangement of words on a page, and with 
that, a ‘suggestion of architecture’ for characters architecturally deprived. In the introduction 
to her dissertation (which is an early, if not the first collection of her short stories) ‘Toward an 
All Inclusive Structure’, Jones asserts that the practice of writing allows her to join a ‘linguistic 
flexibility’ with the ‘flexibility of consciousness.’ In the short stories that follow that introduction, 
Jones brings such flexibility in her drawing an array of Black characters whose experiences of 
neurodiversity and sexuality shore up as syntactical and orthographical innovation. Following 
Jones’s lead, along with Gladman’s insights, I ask about the stakes of comporting toward such 
innovation, an imaginative experimentation with psychology’s impact on language, less from 
a conceptual than a structural vantage. An all inclusive structure, where a thinking is a writing 
is a drawing is a meeting of experience. How might Jones’s writing, following Gladman’s 
insights, move in the shapes of buildings, towers and squares, flourishing behind punctuational 
innovation, the omission of a predicate after a subject? What modes of unfettered being and 
relation potentiate out of a kind of lingering with writing as architecture, in keeping with its 
original expression, following Susan Bernstein, as ‘an independent and free standing art [...] the 
building of towers [referring to the Tower of Babel] that have as their function only the gathering 
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of the people that build them’ (8). How does Jones’s writing as architectural innovation protect 
otherwise besieged Black, already cripped and queered, socialities?

Works Cited: Bernstein, Susan. Housing problems: writing and architecture in Goethe, 
Walpole, Freud, and Heidegger. Stanford: Stanford University Press, 2008.
Gladman, Renee. Prose Architectures. Wave Books, 2017.
Jones, Gayl. Toward an All Inclusive Structure. Doctoral Dissertation: Brown University, 1973.

Biography: Sarah Jane Cervenak is an associate professor, jointly appointed in the Women’s 
and Gender Studies and African American and African Diaspora Studies programs at the 
University of North Carolina, Greensboro. Her current book project, tentatively titled Black 
Gathering: Arts of Ungiven Life queries the Black radical, feminist potential of gathering in post-
1970s Black literary and visual arts. She is the author of Wandering: Philosophical Performances 
of Racial and Sexual Freedom (Duke University Press, September 2014). She is also co-editor, 
with J. Kameron Carter, of the Duke University Press book series, Black Outdoors: Innovations 
in the Poetics of Study.

Lunch 1:15-2:15
Grand Hall, Whitworth Gallery

Panel 2: Collaborations / Panel 3: Archival languages (parallel sessions) 2:15-3:15
Grand Hall, Whitworth Gallery & Ellen Wilkinson Building, University of Manchester

Grand Hall: Collaborations
Chaired by Nell Osborne

Christodoulos Makris 

Poetry and Cultures of Feedback

My book-length poem this is no longer entertainment (Dostoyevsky Wannabe, March 2019) 
is formed entirely out of untreated anonymous or pseudonymous writing from the open 
comments sections of media websites and other digital platforms. The making of this poem 
over a four-year period marked by a range of socio-political shifts and events (2014-17) relied 
on a correspondence between an improvisational writing process (each of its 71 sections were 
composed in one ‘take’) comprising instinctive text selection and reassembly, and an ordered 
structure involving the sourcing of material from my everyday digital reading. Driving it was 
the concept of ‘reading as a creative act’, and an exploration of the effect of digital gestures 
on offline, ‘real’ behaviour. I will deliver fragments from an accompanying essay that frames 
this is no longer entertainment within a tradition of poetry resistant to perceptions of it as 
consumable in units of achievement and places it in parallel to experimental documentary 
filmmaking in its employment of strategies of détournement. These essay fragments will be 
punctuated by polyphonic excerpts from this is no longer entertainment with the solicited 
participation of the conference attendees as a device implicating the audience in this mass 
collaboration documentary poem.

Biography: Christodoulos Makris has published several books, pamphlets, artists’ books and 
other poetry objects, most recently Browsing History (zimZalla, 2018). His next book this is 
no longer entertainment: A Documentary Poem is forthcoming from Dostoyevsky Wannabe. 
One of Poetry Ireland’s ‘Rising Generation’ poets, he is currently Writer-in-Residence at National 
University of Ireland Maynooth. He is co-director of Dublin’s multidisciplinary performance 
series Phonica, and poetry editor at gorse journal and associated imprint Gorse Editions.
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Emma Bolland and Helen Clarke

Considering the Movement (of the writing of the space): Sh! ffLight!

There is a collaboration. A small text is researched, written, performed, redrawn, and finally, 
published. The text reveals that something has been seen, but erases the duration of its seeing.

Sh! ffLight! is a collaborative ‘art writing / zaum poem’ text performance score written and 
performed for the Tate Modern symposium Writing Photographs in October 2018. A response 
to the exhibition Shape Of Light: 100 Years of Photography and Abstract Art, the score 
condenses the durational experience of moving through the exhibition into a short text, typeset 
to indicate a reproducible performance for two voices. However, if the score is evidence, it is 
also erasure: the fixed page erasing the movement between the different temporalities and 
bodies of the authors as they travel through the exhibition. The discursive and ‘frictive’ process 
of collaborative writing, and the discussions and the performative and imperfect processes of 
rehearsal that further refined the text, are the gestures we will present. 

We propose a performance paper that employs the scripting strategies used in producing Sh! 
ffLight! to reverse the erasure of process, to write and perform what was written out of the text 
as we moved towards its completion. The consideration of our bodies as we moved, separately, 
through the gallery. Our (different) responses to the violence of the curation: returning to walk 
over Carl André, noticing the gendered omissions, and being frustrated by the incidences of 
inaccessibility—some bodies are not so tall, some bodies need to sit down, they are tired. 
The oscillations between attention and distraction. The writings, rewritings, and rehearsals, as 
we moved our two voices towards a single text.

In unpicking our text we will acknowledge its incompleteness, be uncomfortable at its fixing, 
move back and forth between beginning and completion, be dissatisfied.

Biographies: Emma Bolland is an artist and writer working with inter-medial expanded 
screenwriting. She is currently a Specialist Visiting Lecturer in art writing and text based 
performance in Fine Art, and a Ph.D. Candidate at Sheffield Hallam University. Recent 
publications include ‘Manus’, in On Violence, ed. Rebecca Jagoe and Sharon Kivland, London: 
MA BIBLIOTHÈQUE, 2018, and in 2019 her collection of experimental prose work Over, in, and 
Under, will be published by Dostoyevsky Wannabe Experimental. Recent performance readings 
include at Offprint, Tate Modern 2018, and at Dundee University’s The Essay Conference, 2018, 
where she was also a guest speaker on inter-medial essay form.

Helen Clarke is an artist working with photography and text. Helen works as a lecturer in 
Contextual Studies for Art and Design. She is currently undertaking doctoral study with the 
AHRC Heritage Consortium; her supervisors are Dr. Sharon Kivland (SHU) and Dr. Casey Orr 
(LBU). Recent publications include Echoes from a Berlin Childhood, Gordian Projects, 2016 and 
The Lost Diagrams of Walter Benjamin, MA BIBLIOTHÈQUE, 2017. Helen’s new work ‘Voices 
from the Archive’ is a photo text work that responds to material in the Feminist Archive North, 
from her residency in 2018. 

Holly Pester and Emma Bennett

Comic Timing and/or Comediennes of Delivery

We propose a collaborative paper that surveys the affects of timing in the disciplinary dialectics 
of poetry and performance. We will examine the mechanics of timing in the forms and legacies 
of these fields through the shared logics—and illogics—of comedy. 

We define comic timing as that which distorts lines of chronology from moment to moment; 
creating altered connections, tensed pauses and slap-stick breaks. Where a line of poetry 
carries and drops affections according to quirks of cadence and rhythms, we will explore the 
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comedic, the melancholic, and the clownish connections of public bodies within characters 
of delivery. 

‘Comedy helps us test or figure out what it means to say “us.” Always crossing lines, it helps 
us figure out what lines we desire or can bear’ (Ngai and Berlant, ‘Comedy Has Issues’, Critical 
Inquiry, 43.2 (Winter 2017), p. 235.)

In its vernacular form, comic timing operates through—and against—our spoken relations in 
the phatic mode: I say ‘yeah’ to tell you I’m ready, you say ‘yeah?’ to check that I’m here, 
and I say ‘yeah-yeah’ to check again, with you, that I am. As so many ellipses, repetition-
loops and bad coincidences attest, speech acts on and through us compositionally, leaving its 
imprint. Do we become impressionists? Not talking about this directly—unless, that is, we are 
in public, addressing an audience of others—is a commitment to the trust and subtlety that 
keeps ‘us’ going.

Questions of timing through the paradigm of the comic can be expressed as: What is the 
moment to fall? What is the moment to pause? And from what resources do we find figures for 
‘us’ to continue speaking? 

Biographies: Dr. Emma Bennett is a performance artist and scholar of stand-up comedy. 
She lectures in Theatre and Performance at University of Leeds.

Dr. Holly Pester is a poet and fan of Emma Bennett (who is a fan of Holly Pester). She lectures 
in Poetry and Performance at University of Essex. They have collaborated on poetry workshops 
and improvised performances for events in the UK and Europe including, Fiac!, Paris and 
International Poetry Festival, Bucharest.

Ellen Wilkinson: Archival languages
Chaired by Scott Thurston

Luke Roberts

Gestures and Limits in the Work of Pati Hill

Pati Hill (1921-2014) was a poet, novelist, and visual artist. An adolescent in the United States 
during the Great Depression, she worked as a model in New York and Paris in the 1940s, and 
after divorcing her second husband she cut off her hair and moved to the French countryside 
to become a writer. This paper focuses on the gestural repertoire she developed in works 
including The Pit and the Century Plant (1955), and the collection of poems and images Slave 
Days (1975).

Hill’s chosen medium was the IBM Copier II. The photocopier tends to limit the artist’s gestures, 
as they work within the limitations of the flatbed, lamp, and toner volumes. As Kate Eichhorn 
has argued, the ‘repeated gestures’ of xerography are a reminder of ‘the banality embedded 
in even our most subversive acts.’ But in the later 1970s Hill embarked on a series of projects 
ambitious to the point of absurdity: these include A Swan: An Opera in Nine Chapters (1978), 
which is a series of photocopies of a swan; and her incomplete project to photocopy the Palace 
of Versailles. If we take these works as gestures, what horizon do they gesture towards? In this 
paper I hazard some guesses.

Biography: Luke Roberts is a poet and academic. His publications include Barry MacSweeney 
and the Politics of Post-War British Poetry (2017), and essays in Textual Practice, the Journal 
of British and Irish Innovative Poetry and elsewhere. His poetry has appeared recently in 
Datableed, Mote, Splinter, Botch, and Chicago Review. He lives and works in London.
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Naomi Pearce

Palpate Means to Feel

In Lose Your Mother Saidiya Hartman writes: ‘to read the archive is to enter a mortuary’. 
This paper re-interprets this statement, reading the mortuary in order to enter the archive. 
Collaging fiction and field notes it draws on a period of embedded research at a teaching 
mortuary in Scotland observing full cadaveric dissections and forensic anthropology practicals 
with skeletal specimens. Following Maria Fusco’s method of ‘trying to act as a recording device’, 
in the mortuary I resist evaluating in favour of operating as a bundle of senses; absorbing to 
acquire a somatic vocabulary. The by-products of this encounter form a compromised and 
entangled body-text in which dissection is figured as a gesture in conflict; simultaneously a 
generous, intimate act and a destructive, voyeuristic practice. I propose these tensions provide 
a useful frame through which to re-enter the archive and consider questions of visibility and 
agency when writing about the past.

Biography: Naomi Pearce is a writer living in Glasgow. Recent projects include OSTEON, 
Matt’s Gallery, London; Down A Material Mouth: LUX Artists Moving Image Festival, Tramway, 
Glasgow and 56 Artillery Lane, Raven Row, London. Her writing has been published by Art 
Monthly, Film and Video Umbrella, Art Review, The Coelacanth Journal and S.A.L.T Magazine, 
amongst others. In 2009 she co-founded the Woodmill, an artist-led studio and gallery project 
based in Bermondsey, South London until 2014. She is a current AHRC-funded PhD candidate 
in Art at the University of Edinburgh (supervised by Maria Fusco, Dr Elizabeth Reeder and Dr 
Rebecca Collins). www.naomipearce.co.uk

Hannah Van Hove

‘Language, of course, being gesture’: Experiments in/of the archive

When asked about the process of writing her experimental novel _AVA_, Carole Maso responded: 

Writing _AVA_ I felt at times . . . like a choreographer working with language in physical 
space. Language, of course, being gesture and also occupying space. Creating relations 
which exist in their integrity for one fleeting moment and then are gone, remaining in the 
trace of memory.

Maso’s statement that language is ‘of course’ gesture, appears evident in a post-Saussurian 
age which refutes the idea that absolute referentiality might be possible in language. 
Poststructuralist thought, responding to Saussure’s ideas, thus joyfully declared the literary 
critic must accept the proliferation of multiple meanings and possible interpretations when 
faced with an author’s text. 

Yet one environment where this idea quite easily recedes into the background is that of the 
archive. It is here that we as literary scholars mine the files and folders of an author’s body of 
work, attempting to find the scrap of paper which could sustain our specific reading of the text. 
(I, for one, plead guilty to this endeavour.) If language is indeed gesture, can one not presume 
that there exists an ultimate meaning which has been gestured towards? The implication here 
is that a subject does the gesturing and, in the context of the archive, this subject is surely—
evidently?—, the author. But what happens when we pay closer attention to Maso’s utterance 
and her emphasis on language as a gesturing subject in its own right?

Attempting to grapple with this question, this creative-critical paper will present a work in 
process which starts out from the ephemera of material in the archives of some British 
experimental women writers, focusing on those scribbles and notes which presumably served 
but a practical, immediate purpose and are generally considered to be of ‘no relevance’. 
Constructing a subjective system of referentiality across these different archives, it attempts to 
give voice to the ways in which these found fragments gesture towards / away from an imposed 
meaning / each other. 
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Biography: Hannah Van Hove is a writer and researcher based in Brussels. She completed a 
PhD on the fiction of Anna Kavan, Alexander Trocchi and Ann Quin at the University of Glasgow 
in 2017 and is currently conducting a postdoctoral research project on the work of British post-
war experimental women writers at the Free University Brussels. She has published articles and 
reviews on British avant-garde fiction as well as some translations of Flemish modernist Paul 
van Ostaijen’s poetry. Her poems have appeared in Adjacent Pineapple and Gutter and her 
essay ‘is it lovely yet? in the archives of Muriel Spark, Christine Brooke-Rose, Ann Quin and 
Anna Kavan’ was published in MAP Magazine. 

Coffee 3:15-3:45
Grand Hall, Whitworth Gallery

Panel 4: Gesticulations / Panel 5: Incidental acts (parallel sessions) 3:45-4:45 
Grand Hall, Whitworth Gallery & Ellen Wilkinson Building, University of Manchester

Grand Hall: Gesticulations
Chaired by John McAuliffe

Natalie Ferris

Manicules and Mandibles: Visualising the Creative Act

Throughout the history of writing, the image of the inquisitive hand has appeared in a range 
of illusory ways, often betraying the contrivances of the artist/author. Manicules (small hands 
drawn by scribes) would beckon or point from the margins of medieval and renaissance to 
particular words or passages in a text, silhouettes of fingers hold in wait above blank pages, 
typewritten outlines intrude upon the spaces of concrete poems, the flaming hand in André 
Breton’s Nadja (1928) prophesies the act of writing. Ana Hatherly (1929-2015) was in thrall to 
the mão inteligente (the intelligent hand). As a poet, artist, pianist, and as a scholar of ancient, 
classical, early modern and modern writing systems, and particularly of the art and literature 
of the Baroque period, Hatherly understood the dexterity and ingenuity to be achieved by the 
fingertips. The hand, for Hatherly, was a guiding force in art and life that could be trained to 
reproduce fathomless communicative forms—across regions, across cultures, across time—and 
in its learning come to acquire for itself ‘the knowledge of the creative act and the gratuitous 
gesture’. She thought of herself as ‘an artificer’, who ‘manipulates and questions the materials’ 
with which she worked, and the presence of these hands remind the viewer of the technical 
trickery employed by every writer or artist. ‘The basis of all my work is still and always the 
same,’ she asserted on film in 2002, ‘it is an exploration of the concepts of writing’. Vitally, this 
education was not always couched in languages that were comprehensible to her, but often 
‘non-readable’, automatic or asemic, characters or marks. 

This paper will explore the ways that Hatherly’s pioneering interdisciplinary work, little-known 
outside of Portugal, interrogated the evolving nature of the creative act, to reflect upon the 
transformative and political power of the gesture in art and letters. Her work of the 1960s 
was constructive, creating a basis for concrete and experimental poetry in Portugal as part of 
the PO-EX movement, through new abecedaries ‘Ideograma Estrutural’ (1966) and ‘Alfabeto 
Estrutural’ (1967) and asemic drawings of the late 1960s, while books such as a reinvenção 
de leitura (1975), o escritor (1975), Joyciana (1982), and radical performances such as ‘poema 
d’entro’ (1976) and ‘rotura’ (1977), staged the hand as disruptive: her writing spun into dark 
vortices, her hand slashed through sheets of suspended paper, and pasted letters cascaded 
from open mouths. What happens when the relationship to both world and word begins 
to buckle?
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Biography: Natalie Ferris is a Leverhulme Trust Early Career Fellow in the School of Literatures, 
Languages & Cultures at the University of Edinburgh. She is currently researching dynamism 
and deception in twentieth-century art, design and letters, and finalising her monograph 
Abstraction in Post-War British Literature 1945-1980 for publication. 

Jeremy Millar  

For Example: The Rape of Proserpina by Gian Lorenzo Bernini

[CW: violence; sexual violence; torture]

Gestures do not begin in us, but it is in us that they reside, and that they wait. They do not 
begin in us, though we must take responsibility for them when they arise. Gestures are acts for 
those who do not know how to act. Gestures are stylised emotions.

This is one of the reasons that gestures can sometimes be difficult to understand, or can be so 
easily misunderstood. For example: The Rape of Proserpina by Gian Lorenzo Bernini. Although 
the myth of Proserpina’s abduction is emblematic of male violence, and the female response 
to it, this is seldom commented upon with regard to this sculpture; indeed, one can often 
see a close-up photograph of Pluto’s hand upon Proserpina’s thigh shared on social media as 
something tender, even desirous, rather than as a form of brute restraint. There is something 
deeply unsettling in how this particular detail is so often described, in terms of how something 
cold and unyielding became, in Bernini’s hands, soft and relenting. This detail is a metonym of 
the entire episode, albeit from a particular point of view: that of the victor. 

This talk will consider the violence of gestures, and how the swift making of marks were intended 
to leave a lasting sense of shame. Drawing upon the work of writers such as Sarah McPhee, 
Denise Riley, and Susan Howe, it will be a meditation on bodies, responsibility, ecstasy, and 
what it means to be out of oneself.

Biography: Jeremy Millar is an artist and senior tutor at the Royal College of Art, London. In 2016 
he curated three related exhibitions, under the collective title Notes on Gesture, at Siobhan 
Davies Dance, London, which complemented the development of an ambitious performance-
installation materials / rearranged / to / be (2017) which considered gesture in relation to 
history—via the work of Aby Warburg—as well as to the immediacy of live moments through 
dance artists. He is currently working on a series of new works—sculptures and writing—on the 
expression of shame, and a series of lyrics based upon the work of Emily Dickinson.

Alice Butler

Touching desire

‘All women… are clothes fetishists,’ announced Sigmund Freud at the Vienna Psychoanalytic 
Society in 1909. This little-known lecture is unusual in that it proposes a type of fetishism that 
can flourish without castration anxiety. But a patronising air of misogyny remains—the female 
fetishist is passive, even pathological, but definitely not perverse. Drawing on current research 
and writing taking place within and around the physical and theoretical spaces attached to 
the Freud Museum in Hampstead, London, this paper rewrites Freud’s statement by colluding 
instead with feminist and queer theorists such as Emily Apter and Eve Kosofsky Sedgwick, 
refocusing our attention to the perverse, fetishistic desire of the Victorian kleptomaniac 
who steals, rubs, and creates things with her hands. Stealing desire back from the doctors’ 
notes that called their thieving mad and menstruating, this paper-of-fragments reconsiders 
the kleptomaniac act as an expression of touching and perverse desire; a way of feeling and 
negotiating bodies and things. As Dodie Bellamy nonchalantly writes in her own short story 
on shoplifting, ‘Complicity,’ published in 2004, more than 150 years after the kleptomania 
contagion swept through nineteenth-century Paris: ‘We knew we were perverts so we wallowed 
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in it.’ Bellamy’s story is a kleptomaniac narrative and form, with ‘scattered paragraphs, each 
one small enough to fit in your pocket.’ Inspired by her thieving schema, this paper gestures 
towards the idea that the kleptomaniac, haptic gesture—representing desire, possession, 
bodily knowledge, and creativity—might be a useful metaphor through which we might 
reconsider the forms and strategies of feminist art and writing. 

Biography: Alice Butler is a writer and academic based in London, soon to complete her 
AHRC-funded PhD thesis at the University of Manchester, titled ‘Close Writing: Touching Kathy 
Acker and Cookie Mueller’. Her writing and criticism has been published in frieze, Cabinet, and 
Art Monthly, amongst other publications; and her essay ‘Fan Letters of Love’ will be published 
in the upcoming anthology Fandom as Methodology by Goldsmiths Press. She has presented 
her work in art and academic settings across the UK and the US. She is currently Writer in 
Residence at the Freud Museum, where she is working on a project focused on kleptomania 
and feminist art. She teaches at the Royal College of Art. 

Ellen Wilkinson: Incidental acts
Chaired by Scott Thurston 

Joey Frances

‘I want a literature that is not made from literature’: on the gesture-text of Bhanu Kapil’s 
Ban en Banlieue

‘I made a gesture-posture set for Ban.’ Bhanu Kapil’s Ban en Banlieue (New York: Nightboat 
Books, 2015) folds performance gestures into the work’s body: through reference to Kapil’s 
own performances; through ritual composition processes; through the central motif in which 
Ban/Bhanu lies down at sites of painful significance; through the interspersed inclusion 
of photographs.

This posits the work as insufficient, as ‘notes’, ‘errors’, as porous, non-integral. The actual 
written material is supplementary and referential, to the actions it notates, to the novel it isn’t, 
to a posited real content just beyond it.

‘I wanted to write a novel but instead I wrote this. [Holds up charcoal in fist.] […] I wrote the 
middle of the body to its end.’

Performance-gesture in turn supplements text. It steps in, in shadow-form as textual 
description, when the text itself is not enough. In one incident, when the act of reading aloud 
is ‘unbearable’, Kapil instead invites white, male audience members to hit her exposed body. 
The split gesture-text, I claim, posits its insufficiency as an insufficiency of the textual/linguistic 
in general. 

The central gestures of the text are acts of identification and mourning which attempt to deal 
with the lived reality of gendered and racialized violence. With reference to Lisa Robertson 
on colour, Fred Moten on the aesthetic of blackness, and Brian Massumi’s notion of the 
‘infralinguistic’, I wish to trace the positive inverse to the insufficiency of language to deal with 
these experiences: the possibility of embodied aesthetic forms, to transmit kinds of signals 
which lie beneath and might disrupt the ideologically reproductive function of language, to 
recognise experiences which are rendered unrecognisable.

I will explore this through a performed reading, aiming not to critically delimit the text, but use 
my own encounter to open up generative possibilities of further encounters.

Biography: Joey Frances is currently undertaking a PhD at the University of Salford, on 
poetics of resistance in contemporary innovative poetry, reading works by Sean Bonney, Lisa 
Robertson, Bhanu Kapil and Anna Mendelssohn. Recent work includes the digitization, and 
accompanying introductory interview, of Robert Sheppard’s Pages magazine (Jacket2, 2018). 
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His poetry collection a l’instar de was published by Knives Forks and Spoons in 2016. His 
arts (co-)organising includes exhibitions, workshops and publications with multi-disciplinary 
arts collective Generic Greeting, the ongoing Manchester poetry reading series Peter 
Barlow’s Cigarette, and the radical poetry festival Poetry Emergency (Manchester/Salford, 
November 2018).

Karen Di Franco and Irene Revell 

‘WE WILL PLUCK OUR MAGIC TWANGERS’
Exhibiting textual instruction: gesturing towards live process

What is at stake in the exhibition of textual materials, event scores, instructions? At a time when 
such works on paper are increasingly fetishised in international exhibition-making, is it possible 
to gesture towards not only the liveness of such materials but the social materiality of their 
iterative and enfolding live contexts? 

Developed as a collaboration between the connective aspects of our individual research 
projects—with historical contributions from Carolee Schneemann, Annea Lockwood, Alison 
Knowles and Mieko Shiomi, alongside contemporary pieces by Beatrice Gibson, Ghislaine 
Leung, Claire Potter, Charlotte Prodger, Tai Shani—the exhibition ORGASMIC STREAMING 
ORGANIC GARDENING ELECTROCULTURE (2018) brought together works that are score-
like, textual and with a conceptual basis at their core, yet a politics at stake in their live(d) 
experience. Together these works present a resistance to instrumentalisation—yet they operate 
as a community (whether this is internalised or not). A detailed, often forensic, interest in the 
minutiae of the ‘everyday’ permeates many of the practices. Drawing on Barad’s notion of 
diffraction, that operates through resonance and interference, at stake is a political aesthetic 
that concerns itself not with direct representation but rather affording for the production of 
difference derived from shifting, iterative forms that are open to the indeterminacy of the other, 
an inevitable requirement for their only-ever-partial completion. 

Our contribution will take this project as a key focus and articulate our own curatorial process: 
the thinking that produced this exhibition in its limits and determinations, where one might 
figure the gallery space as a blurring of reading and performance, a liveliness; specifically 
concerned with an interrogation of the formal aspects of the works themselves and how these 
practices and processes may speak to and inform curatorial approaches that seek to embody 
the nature of the works themselves, a position where text re-embeds itself into the structures 
of being. 

[Note: Our title is taken from an unpublished text by Kathy Acker sent to Pauline Oliveros where 
the former describes her attendance in September 1972 at the latter’s Women’s Ensemble, the 
group meetings structured around Oliveros’ textual works, the Sonic Mediations (University of 
California San Diego Special Collections, Pauline Oliveros Papers 12/1).]

Biographies: Karen Di Franco is a curator and doctoral researcher with Tate Britain and 
Reading University researching embodied iteration in artists’ publishing. She has produced 
digital translations of the archives of institutions and individuals including Book Works, Spike 
Island and Eddie Chambers.

Irene Revell is a curator, co-director of Electra and member of the Cinenova Working Group. 
She is pursuing doctoral research on the speculative notion of a feminist performance score at 
CRiSAP, London College of Communication. Together they co-curated the exhibition project 
ORGASMIC STREAMING ORGANIC GARDENING ELECTROCULTURE at Chelsea Space and 
LUX, London (April-May 2018).
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Rosa Van Hensburgen

Twitches, Winks, Flicks, and Ticks: Incidental Gestures in Yvonne Rainer and Others

What is the difference between an eye twitch and a wink, and what helps us read that difference? 

Anthropologist Clifford Geertz once described a scene of ‘two boys rapidly contracting the 
eyelids of their right eyes,’ suggesting, ‘[i]n one, this is an involuntary twitch; in the other, 
a conspiratorial signal to a friend’ (1973, 6). As movements, he pointed out, these two 
contractions looked identical; a camera couldn’t mark the difference, however vast it might 
be. For the ‘unphotographable’ distinction between a twitch and a wink was not behaviourally 
but culturally inscribed, and only an anthropological practice embedded within the culture it 
describes could capture such culturally ‘thick’ signs. 

But is it really the case that such movements read the same, even to someone not intimate 
with the culture from which they come? Can’t cameras also capture the qualitative difference 
between a twitch and a wink, between the incidental gesture and the motivated one? 
And might it not, rather, be that we lack the qualitative vocabularies with which to describe 
such differences, rather than the cultural footholds? 

These questions are ones raised by New York choreographers in the 1970s. Audio and video 
recordings started to offer ways to capture the incidental gestures of rehearsal for re-use 
in performance. As Rainer recalled of the early 1970s: ‘Twyla Tharp had been videotaping 
rehearsals and then asking her people to learn what they saw on the videotape [...] [this] made 
for very peculiar looking things’ (1999, 66), and of her own use of recorded and re-performed 
material: it had a ‘peculiar, regurgitated quality about it’ (70).

Reaching after the ‘peculiar’ qualitative difference between an incidental gesture and its 
‘regurgitated’ version in performance, my paper will think alongside Rainer about the twitches, 
winks, flicks, and ticks, of New York performance in the 1970s. 

Biography: I am completing a doctoral thesis at the University of Cambridge entitled Moving 
with Words, 1960s-1980s: Hijikata Tatsumi, Samuel Beckett, Yvonne Rainer, which looks at the 
way in which language can be used to generate, notate, and annotate movement. I have chapter 
publications on Japanese butoh dance, a forthcoming article in The Drama Review on Beckett 
and contemporary dance, and four pamphlets of poetry published, with a fifth forthcoming 
from Equipage. I write, edit, and publish poetry as Tipped Press, and make collaborative 
performance works and performance lectures with composers, dancers, and academics. 

Anne Lesley Selcer

gesture is a gender 

When I was solicited by the Capilano Review to write about the historical photograph Alicante, 
Spain 1932 by Henri Cartier-Bresson, I was attracted to its fierce and articulated physical grace 
paired with intimate care: grooming traded mutually between gender-variant, non-white 
subjects, proletarian-appearing subjects. While I felt called to focus on the power dynamics of 
the photographer’s gaze—to use critical race and gender tools to highlight the appropriative 
aesthetic—I thought writing a straight analytical critique might double the authority I sought to 
trouble. Instead, I invited friends to create several tableau vivants of the photograph. Through 
the process of physically enacting the positions and gestures of the three friends, I somatically 
and collectively gleaned “information” with my friends. This method ultimately felt more allied 
with its subjects. 

To-be-looked-at-ness in 1933 was still perhaps more in dialogue with performance, while 
to-be-looked-at-ness in 2016 is to be in dialogue with the internet. The latter is to imagine a 
community that is at once an agora, an audience, a sounding-board, an antagonist, a lover, 
a set of parents, and a group of friends at an after-after-party that never ends. Winding 
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back through the genealogy of to-be-looked-at-ness locates the performative gesture 
somewhere near the very root that grew into the web we call communication in 2016. 

At the Gestures conference I will share and expand this narrative. I will flesh out the theory 
of photography begun in the essay regarding the transformation from stage to screen; I will 
discuss the historical evolution of imagined audience, ways of seeing and gestures of self-
making in contemporary representation. I will initiate a somatic session of tableu vivants for 
other art writers and potentially add method to this expanded art writing practice and include 
other physical and responsive acts of study. My work around collective art-viewing has a 
background in the ‘Order of the Third Bird’ (in association with Cabinet magazine) with whom 
I studied at Mildred’s Lane residency. They create attentional practices around ‘things made to 
be looked at’; their collective protocols open new channels of looking, as well as non-linear and 
para-theoretical ways of creating response to visual representation. Here, analysis moves into 
the moony realms of full reception and perception wherein art begets art, art begets revelation, 
art begets relationship, art begets the profound act of begetting. 

Biography: Anne Lesley Selcer is an art writer and a poet in the expanded field. Her collection 
of essays on art, Blank Sign Book is forthcoming this year. Sun Cycle, selected for publication 
by poet CA Conrad will be out September 2019. Her project from A Book of Poems on Beauty 
won the Gazing Grain award. Art writing includes Banlieusard, a commissioned book-length 
text on media and memory for Artspeak gallery, and Untitled (A Treatise on Form), a limited 
edition for 2nd Floor Projects. She has written for Fillip, Art Practical, Hyperallergic, Open Space, 
as well as catalogue essays for several galleries. Poems appear in Fence, The Chicago Review, 
and Eleven Eleven among others publications. Her writing is included in nine anthologies, most 
recently New Media Art 2017: Back to Nature (Cica Museum, Korea).

Remarks & information 4:45-5:00
Grand Hall, Whitworth Gallery & Ellen Wilkinson Building, University of Manchester

Alice Butler
Nell Osborne
Alicia Rouverol
Hilary White
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FRIDAY EVENING 
Event space, HOME

Conference dinner 6:00-7:30 
Event space, HOME

Performance evening event 7:30-10:00
Event space, HOME
Chaired by John McAuliffe

Daisy Lafarge

Animals in a revolving door

A reading of new and selected work

Biography: Daisy Lafarge is a writer, artist and editor. In 2017 she received an Eric Gregory 
Award from the Society of Authors, and her poetry pamphlet, understudies for air, was 
published by Sad Press. She is an editor at MAP (a commissioning and publishing project for 
artist-led production) and is writing about animals and diseases at the University of Glasgow. 
Daisy was runner-up in the 2018 Edwin Morgan Poetry Award.

Rebecca Tamás 

WITCH: Poetry of female strangeness.

Can poetry speak the void of gender? Can poetic language resist the erasure of female 
experience, and create space for radical female alterity and nonidentity?

WITCH is an experimental collection of poetry, underpinned by critical theory, which will be 
published by Penned in the Margins in 2019. WITCH attempts to challenge the blankness that 
assaults all female and female identified writers when they look back through history. It confronts 
the resounding silence of a textual landscape practically devoid of women’s perspectives and 
languages. WITCH imagines what would happen if this silence could become audible, if repressed 
female agency could seep back from the past and engage with our present understanding. 
To do this, I follow a witch through time—not the cackling hag of cliché, but an original figure 
of challenging, overwhelming occult female identified power, one in which competing and 
contradictory sites of desire, knowledge, enchantment and suffering can be interrogated. 

I would hope to perform an extract of this work at the conference, so as to explore the intimate 
relationships that can be forged between poetry, philosophy and critical theory. WITCH is 
underpinned by, and responds to, Adorno’s theories of the nonidentical within aesthetics. 
Adorno proposes that the artwork is always signalling to the nonidentical element outside of 
its grasp, to an experience beyond the reified structures of subjectivity. His theory shapes my 
attempts to speak the nonidentity of female gendered experience, as my witch searches for a 
form of language that could do justice to the experience of difference as it is lived, textually, 
physically and verbally. I cannot return this experience to us, nor can I recreate it, but I hope 
that in this poem it can be gestured towards, that the space can echo. 

Biography: Rebecca Tamás is a Lecturer in Creative Writing at York St John, and a widely 
published poet, whose work explores the connections between the occult, ecological suffering 
and feminist consciousness. Rebecca’s pamphlet Savage came out with Clinic Press in 2017, 
and was the joint London Review Bookshop pamphlet of the year, and a Poetry School book of 
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the year. Her pamphlet Tiger came out in October 2018 with Bad Betty Press, and her first full 
length collection, WITCH, will be published by Penned in the Margins in 2019.

Holly Pester

A deadline and a butter pat: Poems from Latent Time

A reading

Biography: Holly Pester is a poet based in-between London and Essex (where she works). 
She has written poetry collections that explore gossip in the archive (Book Works 2015) and 
Lullabies as radical un-work songs (Test Centre 2016) and is currently writing new work about 
timing, particularly the timing of bogs, bodies, dairy, and comediennes. 
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SATURDAY 16th February
Grand Hall, Whitworth Gallery / Ellen Wilkinson Building, University of Manchester

Panel 6: Cuts and interventions / Panel 7: Recoverings (parallel sessions) 10:00-11:00
Grand Hall, Whitworth Gallery & Ellen Wilkinson Building, University of Manchester

Grand Hall: Cuts and interventions
Chaired by Alice Butler

Fatema Abdoolcarim

After The Cut

Challenging traditional art historical readings of Islamic illustrations and the idea that painting 
must be read through the tales they illustrate, I use one painting, Zulaykha’s friends distracted 
by Yusuf’s beauty, a 17th century Mughal miniature painting of a scene from Jami’s 15th century 
Sufi love poem, Yusuf and Zulaikha, to give expression to a story about cutting into female 
desire that has no expression in visual or written history. The painting depicts a group of 
women who sit to peel oranges, slicing their fingers instead of the thick rind of fruit, as they lay 
eyes upon Yusuf–God’s most beautiful creation. The bright white foreground in this rendition 
illuminates the spray of blood-red from the hands of the women—women full of desire: a desire 
both dangerous and devout. I cast upon this painting my own story of being a woman who is 
cut—cut for being dangerous; cut to be made devout. 

The practice of female genital cutting (khatna) among the tight-knit, affluent Indian-Muslim 
Dawoodi Bohra community has been shrouded in silence, until last year’s arrest of a female 
Bohra doctor made by the FBI for cutting two girls in the US. In Zulaykha’s friends distracted 
by Yusuf’s beauty, I cut into traditional readings of this well-known painting with my personal 
voice, and read the slip of knife from fruit to finger as an allegory for this open secret. I turn 
specifically to this scene because the commentaries, [mis]-interpretations, and moral tales 
inspired by these self-wounding female characters as they first appeared in the Quran, are 
foundational in constructing, perpetuating and justifying beliefs about women: beliefs so deep-
rooted that they continue to impact gender dynamics and practices today. 

In line with Michael Ann Holly’s call for enlivened readings of works of art—‘the aesthetic 
capacity of a work of art to wound, to pierce, has been anaesthetised by the pursuit of origins, 
the confidence in endings’–I weave personal story, unashamed and uncensored, to generate 
new interpretation, destabilise existing notions of women’s sexuality as a social and individual 
threat, and cut open the very practice of the reading and writing of image and text. 

Biography: Fatema Abdoolcarim is a Hong-Kong-born Indian-Pakistani photography and 
video installation artist and filmmaker. She received her BA in Fine Arts at The University of 
Pennsylvania in 2008, and her MFA in Fine Arts at California College of the Arts in 2013. In 2012 
she was awarded the Murphy & Cadogan Contemporary Art Award from The San Francisco 
Foundation for Outstanding Emerging Bay Area Artist. In 2016 Fatema began her PhD in 
Creative Writing at The University of Manchester, which has been awarded the NWCDTP Full 
Award by the AHRC. She is also writing her first fiction feature film, Hum.
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Hatty Nestor

Archives of the Unseen: Intervening Selfhood in Dominant Cultural Narratives

To intervene is to rupture; to involve oneself in the alteration of an event or situation, whilst also 
being the process of regaining wholeness in one another, through change and renegotiation. 
It demonstrates how writing can be political and personal, where dualism of anecdotal and 
factual, might, and can, solidify. This paper seeks to function as an intervention of these 
components. It asks: what does it mean to move through unchartered territories of political 
turmoil, when we are denied visibility, emotionality and agency? 

Interventions centres itself around the idea of queering alliances in the currently socio-political 
and economic climate; not in order to necessarily breach boundaries of what already exists, but 
instead to uncover what lies beneath dominant culture narratives. For instance, missing persons, 
or how we reimagine someone physically after death, and the vulnerability which proceeds 
and subsequently informs this situation. For instance, the Ana Mendieta archive—launched 
in September 2017—sought to intervene in the institutional space given to Carl Andre, by 
creating its own agency and autonomy by women and non-binary people. Mendieta’s death by 
former husband Carl Andre beckons the question: where does mortality reside, when seeking 
for a resolution in these images which are undeniably fraught? Or as a form of subversion, 
ungraspable beyond our own idea of subjecthood? It is my intention to use examples from the 
archive to uncover such questions. 

Contemporary art references will also run throughout; artworks which seek to reconfigure a 
queer space of relating, such as Rosie Hastings & Hannah Quinlan Anderson, Penny Goring 
and Bunny Rogers. Employing their work as a tool to demonstrate how their work intervenes 
within art institutions and oppression within the art world. Such examples demonstrate how 
complicated it is to actually have and feel agency and power over our own selfhood in these 
institutional structures. I intend to ask: how do we create closeness, togetherness when we 
are denied agency of lived experience? What does it mean to belong, to move between and 
around dominant cultural narratives and create different histories?

Biography: Hatty Nestor has published in The White Review, Frieze and BOMB Magazine and 
many other publications. She was Jerwood Arts Space writer in residence 2017. Her book on 
portraits of the incarcerated, Chelsea Manning and subordination is forthcoming from Zero 
Books in 2019. 

Kim Dhillon and Mona Hedayati 

Words Have Histories

Words Have Histories, a co-presentation of Mona Hedayati and Kim Dhillon, explores text as 
art and writing as gesture, and moves between art making and art history making. The text is 
the primary site of the artwork, as well as a category of description, neither subject nor object, 
both describing and being described, somehow resurrected from the past and gesturing to 
the future. 

Hedayati will present a new performance work Death To… (2018) exploring writing as a form of 
political mobilization in Iran—specifically political commentary being taken to the walls as a way 
of dissent and dialogue in Iran over several decades. In a video recording of the performance 
she paints these textual protests on a wall, paints over them, and then paints another, physically 
layering up the dialogues into the wall. 

Responding to Hedayati’s performance, Dhillon will explore the work in relation to that of New 
York-based Lebanese artist Annabel Daou and New York-based Pakistani artist Shahzia Sikander, 
both of whom were included in the group exhibition Marking Language at the Drawing Room 
in 2013. Daou’s work intersects writing, speech, and non-verbal communication: in i’m doing 
research for my practice (2013), Daou writes the work’s title in chalk pencil on a blackboard 
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for nine hours. Touching on how Daou echoes John Baldessari’s I Will Not Make Any More 
Boring Art (1971), and on Sikander’s translation of the Urdu poet Ghalib to the calligraphic 
painting Epistrophe (2013), Dhillon will explore: how do Hedayati, Daou, and Sikander use 
text, gesturing to another source, and re-contextualize it within a gallery/art setting? Hedayati 
writes in Farsi, Sikander in Urdu, and Daou in Arabic or in English, often rendering the texts as 
images for audience members who cannot read those languages. We will question: how does 
text gesture to both word and image in contemporary practice? 

Our presentation takes shape as a dialogue, dissolving the boundaries between art making 
and art history writing. 

Biographies: Kim Dhillon (b. Nottingham, 1980) is a writer and art historian whose research 
explores the materiality of text in contemporary art. Her PhD in Critical and Historical Studies 
from the Royal College of Art explores how feminist artists used written language after 
Conceptualism, embracing a materiality of text in order to engage audiences in political 
subjectivities. Dhillon teaches critical theory in visual arts departments at the University of 
Victoria, BC, Canada. She is currently developing her doctoral thesis, More Than Words: Text 
Art Since Conceptualism into a book. 

Mona Hedayati (b. Tehran, 1985) is an Iranian-Canadian interdisciplinary artist with a conceptual 
and critical approach to her practice. She has exhibited internationally at venues in Berlin, 
Rome and Tehran, as well as across Canada. Her works explores surveillance and the systems 
of power and the role of global capitalism therein. Current work creates a discourse around the 
role of imperial powers in shaping the new world order through the use of text as the material 
of her investigation. 

Ellen Wilkinson: Recoverings
Chaired by Alicia Rouverol

Azadeh Fatehrad

Between the Departure and Arrival

‘Between the Departure and Arrival’ is a photographic-poetic meditation on the life of 
women in Iran, particularly looking at the acts of covering, uncovering and recovering in the 
country’s feminist history. At the heart of the essay lies the creation of an imaginary space of 
self-representation that responds, in poetic photographs and writings, to the legacy of the 
Iranian Revolution (1979) on the representation of women in photography, literature and film. 
The images and texts move adeptly between the documentary, analytical and personal to 
create an accessible and theoretically nuanced visual narrative that rewires history and scholarly 
possibility. 

Accompanying the written content of historical facts and fictions are Fatehrad’s own 
photographs, as well as selected works from artists such as Shirin Neshat, Gaëtan Gatian de 
Clérambault and Alison Watt. 

‘Between the Departure and Arrival’ is the result of interdisciplinary research that overlaps 
political science, sociology, representation, photography, moving image and architecture. 
The project employs various methodologies including fieldwork, interviews, archival research, 
creation and curation, to bring together new insights into the history of feminism in Iran. 
The notions of archive, visual information, memory and history, and their relation to life today 
are reflected on at ‘Between the Departure and Arrival’ paper, and providing outstanding 
counter-information that reveals the perception of feminism in post-revolutionary Iran. 

Biography: Dr. Azadeh Fatehrad is an artist and curator based at the School of Fine Art, 
History of Art and Cultural Studies, University of Leeds. Fatehrad’s research, artistic and 
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curatorial practice are intertwined around a process of gathering information and generating 
new imagery in response to archival material she discovers. Her practice ranges from still and 
moving images to fictional stories, short films, performance and artist books. Fatehrad is co-
founder of ‘Herstoriographies: The Feminist Media Archive Research Network’ in London. She 
is the recipient of St. John’s College Artist in Residence 2018 at the University of Oxford. www.
azadehfatehrad.com 

Giulia Damiani

Between the Cave and the Cosmos: A Place for a Feminist Prophetic Gesture

The cave of the Cumaean prophetess near Naples is a tunnel to a place that is engraved deep 
down in the earth’s memory. It is a crack where the dead and the living, the undocumented 
and history, can feel each other. This paper will draw on the work and archive of the feminist 
group Le Nemesiache, whom inhabited the cave with their actions in the 1970s and 1980s. 
The group introduced the ‘psycho-fable’ as their method: the paper will discuss how this was a 
consciousness-raising process to claim ways to approach the land anew and simultaneously to 
imagine other forgotten pasts and unpredictable futures. It was a specific approach to theatre 
based on the body: women’s emotional and intellectual repression would have emerged 
through the physical, affective and symbolic layers of the body. The text seeks connections 
between Le Nemesiache’s method and its potential appropriation today. In particular, their 
evocation of a future determined by women’s imagination opens up a space for new prophecies 
from the present. In the end prophecy will emerge as a powerful channel of desire and a spur 
to action, leading to the following questions: how can we imagine a feminist prophetic gesture 
today? And what critical space can such a gesture engender? 

Referencing the work of environmental scholars, and theorists such as Silvia Federici and 
Antonin Artaud, the text is placed on the threshold of speculative landscapes: of myth, magic 
and desire, between subterranean cracks, volcanic mountains and the wider cosmic matter. 

Biography: Giulia Damiani is a writer, curator, translator and tutor at Goldsmiths University in 
London. She’s currently completing her PhD in the Art Department focusing on the feminist 
archive of Le Nemesiache in Naples and exploring her writing practice, prophecies and notions 
of reenactment, dislocation and untranslatability. She collaborates with performers to create 
diffractive and collective work out of archival and feminist practices. Her writing has circulated 
widely in platforms and magazines including the Barbican Centre, ICI (Berlin), EROS press, 
Umbigo; alongside independent publications. In August 2018 she presented her performance 
‘As enchentes entre os incêndios’ in São Paulo (Brazil). www.giuliadamiani.eu 

Alison Criddle

Narrative Twists: Spiraling Time and Projected Identities in the Hair of Vertigo’s Madeleine

This paper explores the ways in which hair entwines memory, identity and character to establish 
multiple modes of consuming Alfred Hitchcock’s Vertigo (1958). As the female protagonist of 
Vertigo, the character of Madeleine Elster, with her recognisable, oft-cited icy white blonde 
chignon, is a projected identity staged as fantasy. The paper proposes Madeleine’s hair as 
the site of exploration for reading into and around her image across the ‘reel-time’ of the 
film’s duration, spiralling outwards to other sources and sensory encounters with film and text 
in a form of unpinning that expands modes of analytical writing and visual interpretation. 
Threaded across a dizzying narrative, the twisted spiral of hair forms a lens for viewing and 
reading multiple identities, configurations, and interpretation. From Hitchcock’s misty, dreamy 
San Francisco to Vertigo’s origins as a Parisian detective novel, to Marcel Proust’s madeleine 
cake via Jean-Luc Nancy’s reading of the biblical figure of Mary Magdalene, by way of Kristevan 
literary analysis, and Chris Marker’s movie-homage as pilgrimage, Madeleine’s hair is both 
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portal and projection through which to fall into a complex sensory encounter that traces the 
moving image as transposed into written word. To fall into Madeleine Time is to enter into a 
sensorial spiral in which bodies, text and vision press up against one another in a movement 
that has the power to be as unsteadying as it can be pleasurable. 

Biography: Alison Criddle received her PhD in Art History and Visual Studies from the University 
of Manchester. Under the supervision of Professor Carol Mavor, her thesis explored ‘Madeleine 
Time’: projecting Marcel Proust’s famed memory-cake through a reading of women in moving 
image. She is the producer of several moving image works, including Megan Powell’s After the 
Bees—a cine-poem exploring the relationship between urban honeybees and social systems 
of interaction and precarious imbalance. She is currently writer in residence at PAPER Gallery 
and works at HOME, Manchester’s space for independent cinema, contemporary visual art and 
new theatre. 

Coffee 11:00-11:30
Grand Hall,Whitworth Gallery

Panel 8: Myths and rituals 11:30-12:30 
Grand Hall, Whitworth Gallery 
Chaired by Nell Osborne

Nia Davies

Mamaiaith—a performance-talk

‘Mamaiaith’ is a work of artistic research, a performance and writing out of ritual, or ritual-as-
writing. In this project, which emerges from my practice-based PhD research into ritual and 
poetry, I am studying the archaeology of my own bodily language, particularly a series of hand 
and mouth gestures. What do the hands do whilst we are conversing and what if their gestures 
contradict the language of the mouth? How do our earliest languages of gesture and relation 
formulate our desires and subjectivities? With these questions in mind, I have used a form of 
experimental ritual processes to study my own familiar and familial gestures, movements and 
language(s), particularly the (dis)inherited language from the (m)other and grandmother. 

This experimental poetics uses movement and theories of ritual from performance studies to 
make new work in writing and performance which moves between mediums and between the 
body and language. Mamaiaith gestures from my own body to the (m)other and back again. 
For me this gesture also moves between English and my lost or othered-language, Cymraeg. 
Mamaiaith is not mamiaith —‘mother tongue’, it is Mama+iaith, (grand)m/other+language. 
There is a breach between the two, an irrevocable loss. I can only explore this a, this gap, 
through the body and poetry. 

Specifically in this performance, I explore my estrangement from a particular book—a work of 
hybrid historical and linguistic research by Catherine Glyn Davies, my maternal grandmother 
‘Mama’: Adfeilion Babel (‘The Ruins of Babel’, published by University of Wales Press in 2000). 
So also of interest to me are the processes of intergenerational translation or untranslatability 
and synchronicity in feminist research. I am exploring the politics and psychical terrain of 
minoritised language loss and oppressed thought, attempting to create something, a poeisis, 
against cultural erasure and domination. 

Biography: Nia Davies is a poet, performer, literary curator and researcher based in Wales. She 
is editor of the international magazine Poetry Wales and undertaking practice-based research 
into poetry and ritual at Salford University. This project asks what the possibilities of ritual, with 
its techniques of materiality, are for the making and experience of poetry. Her books include All 
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fours (Bloodaxe, 2017), England (Crater, 2017) and Interversions with Mamta Sagar (Poetrywala, 
2018). All fours was shortlisted for 2018 Wales Book of the Year. She has worked on several 
intercultural projects, collaborations and events such as Poetry Emergency festival, Literature 
Across Frontiers and Wales Literature Exchange.

Carl Gent

Possible persistences for Cynethryth, Queen of the Mercians

Tweaking the orthodoxy is not how feminist or transcorporeal writing occurs. For the past three 
years I have been attempting to refictionalise the biography of Cynethryth, eighth-century 
Queen of Mercia. Distrusting canonical historical forms, the project has employed various 
low-forms of writing and archaeology to generate a partial compendium of Cynethryth’s 
‘true’ history. 

A selection of performance instructions connected with the project have been passed through 
the murky liquid of a cesspit-sculpture. These readings, songs and gestures will be re-performed 
in their new, amended- through-staining form. 

Biography: Carl Gent is an artist, writer, and musician from Bexhill-on-sea, UK.

Alison Ballance

Ghosts: Performance presentation on shame, recollection and gestures in an art practice

I am coming to the conference as an artist focusing on how the written and performance 
contingent of my practice can be seen within the context of gestures.  

Ghosts is part of my on-going research into feminist anti-fascism, dreams and shame.  I am 
looking at how analysis of recollections and the subconscious in an art practice can form the 
basis of a resistance against the violence of late capitalist economics and—specifically—social 
reproductive systems.  

I will look at the tremors that gestures create when remembrance, imagination and realisations 
break from interiority and attempt to become material in the written and made form; how 
gestures within an art practice set up a narrative that is both soon to be interrupted and is itself 
an interruption. 

Biography: Alison Ballance is an artist based in London working predominately with text, 
performance, watercolours and textiles. Recent projects include: Broken Diorama table at 
Temple Bar Gallery for the Dublin Art Book Fair with Alice Rekab; ‘Get out my office’ group 
exhibition, All Hallows Church , London, 2018;  PaperWork Publication Issue 3: iilwimi lisping 
& performance at Serf Project Space, Leeds; AkermanDaly Artist in Residence 2017/18; 
organiser of “Broken Diorama” broadcasted on Diana Policarpo’s Heretics programme for 
Radio Quantica, 2017;  organiser of “I’d do this all day if I could”, a month long program of 8 
performances based on reading at PEER, London August 2017; ‘We all have a problem with 
representation’, performance, The Showroom, London; ‘A Retreat in Time’ screening, Focal 
Point Gallery, Southend. Awards: Chelsea Arts Trust Graduate Award 2015; Goldsmiths MFA 
Acme Studio Award 2016. She graduated from Goldsmiths University MFA in 2015.

Lunch 12:30-1:15
Grand Hall, Whitworth Gallery
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Panel 9: Vocal Embodiments 1:15-2:15 
Grand Hall, Whitworth Gallery
Chaired by Honor Gavin

Daisy Lafarge

cliché is the sediment of sentiment that collects in my ear

The clichéd artist is a consummate stylist, a tender coming-of-age story, a sobering and timely 
reflection. Her work is a dazzling return to form, shot through with poignant evocations; in a 
single sitting she is an instant classic at the height of her powers.

Biography: Daisy Lafarge is a writer, artist and editor. In 2017 she received an Eric Gregory 
Award from the Society of Authors, and her poetry pamphlet, understudies for air, was 
published by Sad Press. She is an editor at MAP (a commissioning and publishing project for 
artist-led production) and is writing about animals and diseases at the University of Glasgow. 
Daisy was runner-up in the 2018 Edwin Morgan Poetry Award. 

Jude Browning 

A Good Man Speaking Well

I propose to recite a monologue that closely follows a man in bed as he wakes up, has a shower 
and boils himself an egg. A Good Man Speaking Well is constructed in two parts, a section of 
prose and then a monologue. The title is taken from the Roman rhetorician Quintilian (35-100 
AD) polemic for the teaching of “correct” speaking and writing. 

My methods reflect 2AD Graeco Roman oratory conventions echoed in professional voice 
and body language to coach the delivery of voice and gesture. The decision to memorise 
a durational live monologue puts the writing back through my body and voice as an editing 
device and method of display. 

A Good Man Speaking Well considers gestures which settle into habits, writing mediates the 
actions of my body as performer and the male body as “vessel” (Quintilian). As his morning 
is described language slows down and plots the spontaneity of his movements. The gestures 
of the male figure are closely mapped to question how language may create distance and 
presence between bodies. 

A Good Man Speaking Well emphasises the Western founded conventions of public speaking 
that associate the appearance of theatricality, embarrassment and display with effeminacy. 
The regulation of the voice, body and language uses methods of performance which challenge 
the presentation of authority as founded on a gendered construct of self-control. 

The male character appears through the preconditions of my written text, his body is expressed 
as I grapple to remember the sequence of his movements in language. There is a jeopardy 
created in the live event which questions how the voice and body may appear and transmit 
senses of presence. The performance addresses the material weightiness of the words; the 
volume of the writing as content, duration and use of my live voice. 

Biography: I am an artist who lives in Glasgow where I am in the final stages of my practice 
based PhD Mouthwork: Staged Presentation and Laboured Expression (supported by the 
Edinburgh College of Art PhD Scholarship 2015-2018). I use writing and performance as 
practice-led research to explore gendered conventions of public address. I am interested in an 
active process of doing to describe alternative forms of knowledge production and learning. 
Recent commissions include performances and events at Glasgow International 2018, The 
Royal Conservatoire Scotland (Glasgow), The CCA (Glasgow), The Cooper Gallery (Dundee), 
The Baltic (Newcastle), Wysing Arts Centre and The Whitechapel Gallery (London). 
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Jessa Mockridge

A Scene with human furniture

A scene takes place between ‘you’ and ‘I and ‘we’. The PAGE is ‘I’ activated as ‘we’ read 
together silently while at the same time ‘we’ listen to ‘you’, the recorded VOICE. 

A Scene with human furniture consists of: printed PAGE, audio recorded VOICE and ‘audience’ 
performers, BODY. Audience members are given PAGE and instructed to read silently as they 
listen to the audio VOICE. 

The scene is enacted by dialogue; A queer bdsm power play where PAGE dominates VOICE, 
‘dirty echo’ or ‘good dog’. VOICE may only speak repeating words that PAGE says. Additionally, 
VOICE may not use PAGE’s ‘I’. PAGE plays ‘I’ activated by the audience reading silently in their 
heads and VOICE plays ‘you’, an other, outside of the audience.

The power dynamics between PAGE, VOICE and BODY are performed by the audience’s 
relationship to each media: print, audio and performance. The audience may read PAGE ahead 
of time, skip over, re-read, choose not to read at all. The audience assigns their own intonation 
to PAGE. VOICE, however, sets the pace with its immediate and prescriptive address. VOICE is 
sometimes non verbal (whining, panting), and often emotive (laughing, shouting). The power 
play takes place in the dialogue but also in the affect of PAGE and VOICE as media and the 
cross-disciplinary performance of the audience across forms. 

VOICE becomes disobedient, veers off script. PAGE becomes the rehearsal for VOICE. The 
power play is through the complex gestures of the audience: reading, listening, holding 
PAGE, not-speaking, remaining seated, shifting uneasily. These gestures enact the narrative: 
the ‘I’ of PAGE and ‘you’ of VOICE coming together to the ‘we’ of BODY i.e. the audience. 
‘We’ (the audience) are narrative makers; instruments for the script and active performers 
simultaneously. The body is subject and object: human furniture, sheet holders. PAGE and 
VOICE synchronise and instruct the audience to ‘stand up!’ The planted performers, BODY, 
obey: stand, kneel down and place cheeks on the floor. Human furniture ends with our arse in 
the air. 

The work I am proposing was commissioned by the artist Chris Timms with PEER and ACME for 
the event Stucco Echoes Mouth: A Trembling of the Frame, 18 October 2018.

Biography: I am an artist and writer (Cape Town) living in London. I work through art- writing 
for page, time- based media and performance. I’m interested in a politics of not- translating 
and a feminist ear that can also be an eye, skin and mouth. I was awarded the BookWorks Art 
Writing Prize, 2015. I am co- editor of PaperWork Magazine, an art- writing print publication and 
event series. I have recently performed at: Stucco Echoes Mouth, PEER; Writing Photography, 
Tate Modern; and it’s origins are indeterminate, Whitechapel Gallery. My writing is published 
by Feminist Review, Performance Research with upcoming publications in Happy Hypocrite 
and SALT.

Performances 2:15-3:15
Grand Hall, Whitworth Gallery
Chaired by Kaye Mitchell 

Daniela Cascella

Nothing As We Need It 

This performance reading is prompted by the desire to rewrite John Cage’s famous statement, 
‘I have nothing to say, and I am saying it, and that is poetry, as I need it’, as ‘We have nothing to 
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say, and we are saying it, and that is criticism, as we need it’: replacing ‘poetry’ with ‘criticism’, 
and ‘I’ with ‘we’. 

Layering voice and recordings, I will present a number of approaches to writing nothing 
as criticism: writing when there’s apparently nothing to say, after encounters that leave us 
speechless, or in the absence of safe reference points, as strangers in a language and in a 
culture; addressing materials deemed impossible to write because untranslated, inaudible, 
culturally opaque, not immediately recognised, legitimised, or accessible. 

Writing nothing as criticism doesn’t mean that critical writing is useless: we need it. It calls for 
different modes of attending to the work, not speaking on its behalf, but speaking with it. It 
does not depend on the accumulation of sources, exhaustive surveys, or virtuosity: it employs 
instead what is at hand, even in the scarcity of material, and finds knowledge through other 
sources: textures, rhythms, silences, sounds. And poetry is never erased. 

‘We’ introduces a collective space beyond I: writing nothing as criticism is enmeshed in 
conversations, at times silent or inner. 

English is my second language, acquired and performed over the years to the point of fluency, 
yet still ringing strangely in my ears. I propose being a stranger in a language—being close but 
slightly out of synch—as a condition and metaphor for critical writing that reaches beyond the 
limits of textual analysis, beyond the Anglophone canon of hybrid writing established these 
years, and generates a material engagement with the fabric of languages, the translation of 
cultures, and the transmission of knowledge. 

Biography: Daniela Cascella (Italy/UK) writes through sound, literature, and art. Her work is 
driven by a longstanding interest in listening, reading, writing, recording. She has published 
three books that articulate various forms of writing-as-sounding: Singed (Equus, 2017), F.M.R.L. 
(Zero Books, 2015), En Abime (Zero Books, 2012). She teaches in the MA Sound Arts, LCC 
/ University of the Arts London and was recently awarded a C3RI scholarship to undertake 
doctoral research at Sheffield Hallam University. She was Assistant Professor in Writing, 
Bergen Academy of Art and Design and has published and lectured internationally. www.
danielacascella.com 

Joanna Walsh

Seed

My work in Seed is influenced by ideas about subjectivity outlined by feminist philosophers 
including Luce Irigaray and Denise Riley, but also relates to ideas regarding the limits of 
humanity and Artificial Intelligence proposed by thinkers including John Searle, Daniel Dennett 
and Rosi Braidotti, and responds to writing about chance, influence and control in art from 
André Breton to Kenneth Goldsmith. My writing pursues new ways to express the fragmented 
and relational subjectivities created by interaction with media and digital technology. 

Seed was published online, where it is free to read, by Visual Editions in April 2017, working 
with the illustrator Charlotte Hicks, and Google Creative Lab. My aim in Seed was to create 
a navigable, non-linear narrative space, representing a single consciousness whose mode is 
nevertheless unstable, polyphonic. Though Seed is richly visual, I want my reader to have a 
sense of ‘exploring an environment’ that could exist only in a digital space, with a unique sense 
of orientation or volume inconceivable offline. 

In 2017 I adapted Seed as a performance piece and commissioned a soundtrack from sound 
artists Samuel Barnes and Simon Thorne. Each performance is workshopped on the day for 1.5 
hours and involves the participation of between 8 and 24 volunteers. The final performance 
takes half an hour. My aims in adapting Seed match my aims in creating the digital work: to 
privilege the amateur, the underrepresented and the unheard. I have sometimes produced 
Seed with men and women amateur performers, but have usually produced it with women’s 
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voices only. For each performance I actively seek out a range of voices in terms of age, race and 
in terms of educational experience and engagement with the arts. I prefer to use the untrained 
voices of women who are not used to having their voices heard in public.

Biography: Joanna Walsh is the author of seven books. The most recent, Break.up was 
published by Semiotext(e) in the US and Tuskar Rock in the UK and Ireland. Her writing has 
appeared in many journals and anthologies including Granta Magazine, and The Dalkey 
Archive’s Best European Fiction. She edits at literary 3:AM Magazine and gorse publications, 
writes literary and cultural criticism for a number of publications including LARB and The 
Guardian. She is the founder of @read_women, described by the New York Times as ‘a rallying 
cry for equal treatment for women writers.’ She is the UK Arts Foundation 2017 Fellow for 
Literature and Manchester University’s 2018 Burgess Centenary Fellow. Joanna Walsh’s work 
Seed was developed with the support of Arts Council England.

 

Coffee 3:15-3:30
Grand Hall, Whitworth Gallery

Closing keynote 3:30-4:45  
Grand Hall, Whitworth Gallery
Chaired by Hilary White

Renee Gladman

Bear With Me—Preparing Space for Thought

The term auto-fiction, which has been making the rounds for some years now, is a useful 
confusion. When I first came upon this classification, my instinct was to think about automatic 
writing, something spontaneously generated. I thought, in using this term, people were trying 
to get at the idea of how fiction flourishes, how it’s like a spore. You open your mouth and 
before long the facts of experience you think you’re presenting have become questions of 
experience, detours, deferrals. I thought this term wanted to get at the vast unknown within 
the utterance of the first-person pronoun. I believed it wanted to point to the many layers of 
reverberation created when you said or wrote, ‘I left the house’ or ‘I’ve just woken up’ or ‘I am 
looking for’ or ‘I am looking at’ or the millions of other ways we try to talk about what we’ve 
done or seen or thought or are doing are seeing will think or might do through the first person 
pronoun. That is to say: for me, speech or writing is the making of layers, folds. While we 
can see how the ‘auto’ in ‘auto-fiction’ might stand for a kind of action that happens without 
forethought, we might also find it equally compelling to peel ‘auto’ from ‘autobiography.’ 
What happens in the stories that we tell about our living that brings on fiction? Is fiction there 
immediately or does it become gradually? Does it happen when we go to make a beautiful 
sentence? When we become aware of our shaping of language? Does it come when we try to 
show the trajectory of our coming into knowledge, which is something that can happen only 
from retrospection, which is not real time, which is past time prospectively. These questions 
then, naturally, open up the counterparts: when does our autobiography begin when we are in 
our novels. Where do we become real? I am delighted to find that there is a boundary between 
when we are a fiction and when we are an autobiography and this happens when we stand and 
we clap our hands together, thunderously, in a gesture of closing. 
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Biography: Renee Gladman is the author of eleven published works, including a cycle of novels 
about the city-state Ravicka and its inhabitants, the Ravickians, as well as Prose Architectures, her 
first monograph of drawings (Wave Books, 2017). Recipient of numerous awards, fellowships, 
and residencies, she is Writer-in-residence at KW Institute for Contemporary Art in Berlin for 
2019.

Closing remarks 4:45-5:00
Grand Hall, Whitworth Gallery
Kaye Mitchell










