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Abstract 

Each night, somewhere in this vast cosmos, Beta Pink’s Space Bar snaps into 

existence, formed by the telepathic world-making of an assemblage. The bar lasts only 

as long as the assemblage speaks it into being, closing each night as puzzlingly as it 

opened. For two nights in 2016, Pink’s Bar materialized in the dismal school halls of a 

university you’ve probably heard of. There, a spongy yet seductive encounter between 

humans, things, and others oscillated, pillows told melancholy stories of loves lost, and 

fans orchestrated an endless hair toss. XXXX TOPOGRAPHY (pronounced “sexy sexy 

sexy sexy topography”) is a work of Imaginary Theatre by The Party (interdisciplinary 

artists Kyla Gardiner and Layla Marcelle Mrozowski) that flirts with the radical otherness 

prowling somewhere between you and not you. The Party’s distinctive genre, Imaginary 

Theatre, inhabits a landscape slightly left of science fiction and parallel to magical 

realism, its surface a fanciful stratum of the possible and the improbable.  

Keywords: Imaginary Theatre; post-human; collaboration; glitter; feminism; 

materialism 
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Defence Statements 

Dear Layla 

Kyla Gardiner 

Dear Layla, 

Every love story deserves a love letter. This is mine to you. 1 

I’m going to tell you my version of our creation myth. We met over blue. Or rather, we 

had a meeting of the minds, or the words, while co-reading Akira Lippit’s essay “Out of 

the Blue (Ex Nihilo)”.   

“Does a color possess any objecthood in and of itself,  
or is it inseparable from other things?”2 

In the cerulean glow of this text our artistic romance was kindled. The Party emerged 

mid-stride from the glitter and fog. We eagerly discussed colour perception, and realized 

that we shared a fascination for the materiality of sensation, how the body regulates our 

perception of the world. We talked about the calmness of pink3, and our early thrill with 

the argument from illusion4. We swapped stories of sensory tricks: floating arms, falling 

through the floor, phantom breasts, the rubber hand illusion. I asked, if I can be fooled 

                                                
1 A note on form: I am an avid letter and email writer, and have actively sought to bring this into my 
academic career. Partly I am interested in how the epistolary form might make the labour that is produced by 
close relationships more perceptible, and partly I am interested in ways of activating intimacy and care in 
academic and institutional writing practices. Further, I feel it maintains the spirit of The Party’s commitment 
to collaboration that my defense statement formally evokes the relationship between Layla Marcelle 
Mrozowski and myself. In a robust exploration of letter writing, feminist discourse and academia, Margaretta 
Jolly writes, “epistolary discourse shows us just how far the conventions of academic as well as literary 
expression involve suppressing the evidence of particular relationship and the contracts that lie behind all 
writing.”  In implementing the epistolary form I hope to evidence the relationship that compelled the graduate 
work discussed herein.  

Margaretta Jolly, In Love and Struggle: Letters in Contemporary Feminism (New York: Columbia University 
Press, 2010). Accessed December, 2015. ProQuest ebrary. 
2 Akira Mizuta Lippit, Ex-Cinema (Berkeley: University of California Press, 2012), 17.  
3 David Byrne, “Colors/Pink”, Cabinet Issue 11 (Summer 2003): 
http://cabinetmagazine.org/issues/11/pink.php.  
4 The argument from illusion, most notably defended by philosopher AJ Ayer is (roughly) that we cannot 
attain direct knowledge through our senses because we will only ever obtain sense-data (or data mediated 
through our senses). Sense-data is susceptible to illusion, therefore we have no way of knowing when we 
are not under illusion, hence we can obtain no real understanding of the object itself.  

A. J. (Alfred Jules) Ayer, The Foundations of Empirical Knowledge (New York; Macmillan, 1963) 
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into guarding a rubber hand with the same protectiveness as I would guard my own 

fleshy hand5, perhaps I can be fooled into protecting other things: the hand of another 

person, a cat’s paw, the Whitebark Pine. You countered, could we as performance 

makers create an illusion that encouraged this kind of inclusive sense of self? And could 

we also do the opposite, alienate the familiar unified self and make the individual 

strange? Both of these strategies are an attempt at stretching the cultural and perceptual 

bonds that contain our empathy. This animated and wandering dialogue lead us to the 

question that guided two years of research – what is you, and what is not you? 

We agreed that if theatre could evoke such a perceptual glitch, then space might open 

up for some modest political impact. As Hans-Thies Lehmann writes, “The politics of 

theatre is a politics of perception”. 6 In the contemporary moment, he argues, dramatized 

information (musically scored, graphic designed news clips of automotive chases for 

example) pouring out of global media outlets asserts messaging without responsibility to 

act or react. Media saturation makes invisible the relationship between senders, 

receivers, signs and signifiers. This erasure is worrisome because language and 

meaning is created in the interplay of these elements, and is co-constituted actively by 

both the sender and receiver of language messages. The hiddenness of that relationship 

impairs our understanding of our responsibility in meaning generation, particularly as 

receivers. “Theatre can respond to this only with a politics of perception, which could at 

the same time be called an aesthetic of responsibility (or response-ability).  Instead of 

the deceptively comforting duality of here and there, inside and outside, it can move the 

mutual implication of actors and spectators in the theatrical production of images into the 

centre and thus make visible the broken thread between personal experience and 

perception.” 7 

In pursuit of this kind of encounter, where both the audience and the performers 

attention was activated toward the production of meaning and the agency (responsibility) 

therein, we created our graduating project XXXX TOPOGRAPHY (pronounced “sexy 

sexy sexy sexy topography”).  

                                                
5 Recent research into the neurology of self-perception has found that people can easily be made to believe 
that someone else’s body is their own. See, H. Henrik Ehrsson and Valeria I. Petkova, “If I Were You: 
Perceptual Illusion of Body Swapping”, PLoS ONE 3(12) (2008): doi:10.1371/journal.pone.0003832 
6 Hans-Thies Lehmann, Postdramatic Theatre (Oxon: Routledge, 2006), 185. 
7 Lehmann, Postdramatic Theatre,186. 
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The Party is us: Layla Marcelle Mrozowski and Kyla Gardiner. The Party’s practice is 

unreserved collaboration and includes (but is not limited to): co-writing, Imaginary 

Theatre making, party planning, gift giving, theorizing, consensual plagiarism, and list 

writing. The Party generates a dimensionality, an intensity, and an agency that is not 

present when separated into its constituent parts.8 In theorizing becoming intense and 

becoming animal Deleuze and Guattari write that “the pack” or “the multiplicity” produces 

transformation in a way that the individual does not. “Thus packs, or multiplicities, 

continually transform themselves into each other, cross over into each other… This is 

not surprising, since becoming and multiplicity are the same thing. A multiplicity is 

defined not by its elements, not by a center of unification or comprehension. It is defined 

by the number of dimensions it has; it is not divisible, it cannot lose or gain a dimension 

without changing its nature.” 9 

The Party is not here. It exists between the sheets, intertextual couplings of this 

document and The Examiner’s Guide to The Party.10 Reading my letter alone is akin to 

donning a pair of 3D glasses, cupping your hand over the red eye and gazing at an 

anaglyph image. The picture will be blurred, and the cyan hue flattening. But remove 

your hand and the image will shimmer into new life, vacillating between flatness and 

dimensionality, transforming itself. To experience the full pleasure of the illusion, I 

encourage reading them together. 

XXXX TOPOGRAPHY is a work of Imaginary Theatre, a term The Party coined to 

describe a genre of performance committed to enabling agency and staging 

possibilities.11 Part event, part exhibit, part social situation12, XXXX TOPOGRAPHY 

begins with an assemblage of four dancers, a composer13, a shared imaginary domestic 

space (bedrooms and living rooms preferred), and pink bags covering the performers 

faces. The text, music and movement are all improvised within a set of established 

parameters, although this is opaque to the audience. The assemblage is tasked with 

                                                
8 The Party uses 3D anaglyph glasses as a literal metaphor to help elucidate this phenomenon. See The 
Party Manual (Appendix B) for a description.  
9 Gilles Deleuze and Félix Guattari, A Thousand Plateaus: Capitalism and Schizophrenia (Minneapolis: 
University of Minnesota Press, 1987), 249. 
10 Layla Marcelle Mrozowski, “The Examiner’s Guide to The Party”, 11. 
11 For a complete description of Imaginary Theatre see The Party Manual (Appendix B).  
12 Hans-Thies Lehmann, Postdramatic Theatre (Oxon: Routledge, 2006),106. 
13 See Mrozowski, “ The Examiner’s Guide to The Party – Music”, 18, for a note on the musical score. 
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finding a collective and distributed agency, deciding when to begin together, and 

languaging worlds into existence.14 The performance score was developed over a three-

month rehearsal period in collaboration with the assemblage: Paul Paroczai, Emmalena 

Fredriksson, Deanna Peters, Rianne Svelnis and Lexi Vajda.  

 

During the evening the performance score is interrupted. The audience is taken out of 

the venue and then returned to it, this time with a different scenic topography— Beta 

Pink’s Space Bar. The bar includes many objects that have seemingly replaced the 

dancers.  The conceit of the show is that the dancers have created the world of the 

Space Bar through the collective agency they share in the performance score. Beta Pink 

resourcefully opens her bar up each night within the newly created environment the 

assemblage generates through improvised language. Although this narrative chain was 

unavailable to the audience, the connection between language, perception, and meaning 

generation implicit in this narrative was explored more manifestly within the recorded text 

connected to certain objects in the space bar.  This text included two word games we 

played repeatedly with the assemblage, as well as one recorded monologue.  

Layla I am so glad that you introduced those word games into our rehearsal. They 

helped adapt the assemblage towards synchronicity and collective decision-making, and 

also helped underscore language as contextual during the event itself. One of the games 

struck me in particular because of its relationship to spiral repetition. The basic game is 

that the speaker repeats a word very slowly, focusing on the sounds of the word, until a 

transformation arises from within the sonic structure of the word. The speaker then 

follows these metamorphoses through a series of sonically related words (tan, tonne, 

torn, etc). During rehearsal we had the assemblage sit in a circle and play this game 

together, listening attentively to the transformations arising from their own voices as well 

as conditioning their awareness within the group.  This game was recorded and played 

back over hybrid telephone objects at the Space Bar.  

The reiteration in this game, similar to the looping movement the dancers perform, leads 

to transformation. Jane Bennett clarifies this form of repetition as Deleuzian spiral 

repetition:  

                                                
14 For a detailed description of the score and our rehearsal methodology see Mrozowski, “The Examiner’s 
Guide to The Party”, 15. 
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One last distinctive feature of spiral repetition is the way that it operates not 
“extensively” but “intensively.” This can be seen most clearly in the linguistic realm. 
Spiral repetition is not a matter, say, of calling for the same thing over and over—
“Row, row, ROW! your boat” or “Hail Mary, full of grace! Hail Mary, full of grace!” —
but of taking the singular object of one’s attention to what Deleuze calls the nth 
power—of weighing down the unbearable singularity of the “row” or the “Hail!” by 
invoking increasingly intense versions of it to the effect that its meaning eventually 
dissolves and realigns… My point about spiral repetition is that sometimes that-
which-repeats-itself also transforms itself. Because each iteration occurs in an 
absolutely unique context, each turn of the spiral enters into a new and distinctive 
assemblage—with the absolutely local chirps, odors, herbs, thoughts, whirs, 
images, breezes, light waves, viruses, animals, machines, and minerals in its 
milieu.15  

The signifier in the words or movement dislocates from the signified, picking up small 

mutations through the repetition in unique moments and environments and transforming 

signification. Bennett argues that spiral repetition is an “enchanting phenomenon”, one of 

many strategies she defines in her program to employ enchantment “to propel ethical 

generosity”.16 

Bennett’s strategies for enchantment are affectively related to the perceptual glitch The 

Party seeks to cultivate in Imaginary Theatre. Enchantment, she writes, is catalyzed by a 

surprising encounter, “contained within this surprise state are (1) a pleasurable feeling of 

being charmed by the novel and as yet unprocessed encounter and (2) a more 

unheimlich (uncanny) feeling of being disrupted or torn out of one’s default sensory-

psychic-intellectual disposition.”17 In XXXX Topography the Space Bar set the conditions 

for such a surprising encounter marked by pleasure and a feeling of the uncanny.  

The performance score transformed slowly through repetition and encouraged a state to 

develop within the audience. The state involved a suspension of chronological time, and 

although there was text present there was no discernable narrative. Lehmann suggests 

that state based theatre “does not preclude a particular dynamic within the ‘frame’ of the 

state – one could call it a scenic dynamic, as opposed to the dramatic dynamic.”18 The 

range, variability and motility of the music score, as well as the visual arrangements—

shadow, colour and moving bodies—provided the scenic dynamic within the state of the 

performance score. The tension was not held within a dramatic dynamic but rather by 
                                                
15 Jane Bennett, The Enchantment of Modern Life (New Jersey: Princeton University Press, 2001), 40.  
16 Bennett, Enchantment, 3. 
17 Bennett, Enchantment, 5. 
18 Lehmann, Postdramatic Theatre, 68. 



6 
 

the intense attentiveness within the assemblage.  This attentiveness was generated 

through the performance score, heightened by the removal of visual perception and the 

importance of listening for the assemblage to be able to generate text together. The text 

itself served to highlight the contingency of language meaning production rather than a 

narrative line.  

We aimed to encourage a self-reflective agency within the guests at the bar, where they 

might (or might not) find or fabricate connections between the objects or encounters. 

The agency was enabled by the exhibition-like set up of the bar. We hoped that the self-

reflection, or in Lehman’s phrase, moving the “mutual implication of actors and 

spectators in the theatrical production of images into the centre,” would result from the 

emphasis on meaning generation in part one of the evening abutting the emphasis on 

agency in part two.19  

Mid-process, a concern arose that we create a space where the guests would not feel as 

though they were uncomfortable or abandoned, although they now had the freedom to 

curate their own experience.  Lehmann describes this freedom as potentially 

exasperating for an audience, “If the principle of the one dramatic action is abandoned, 

this is done in the name of the attempt to create events in which there remains a sphere 

of choice and decision for the spectators; they decide which of the simultaneously 

presented events they want to engage with but at the same time feel the frustration of 

realizing the exclusive and limiting character of this freedom.”20 How could we create an 

event where the audience had the space to reflect on their agency, without being vexed 

at missing something or feeling as though the onus was entirely on them to make 

meaning in the work?  

One of the ways our collaboration benefits me is that some of your conviviality rubs off 

on me. We addressed this concern about the audience’s enjoyment by cultivating a 

casual and social atmosphere. The placement of the objects around the room evoked an 

exhibition setting activating an understanding that the attendees might witness without 

feeling like performers themselves. The lighting referenced nightclubs and cabaret 

encouraging a festive atmosphere but also the ability to find the sanctuary of shadow 

provided by more traditional theatre settings. 

                                                
19 Lehmann, Postdramatic Theatre,186. 
20 Lehmann, Postdramatic Theatre, 88.  
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A frustrated audience that feels meaning has been obscured from them is something we 

have confronted throughout our collaborative history. From our first production, How I 

Learned to Stop Verbing and _____ the Object, to our performance at InterUrban Gallery 

in the summer of 2015, to our more informal course work, unintelligible language, 

obfuscation, and unavailable context has worked both as a productive confusion and a 

frustration. We made a concerted effort to address these issues in XXXX 

TOPOGRAPHY. The attention to better audio balance, as well as localization and 

amplification in the performance score helped address intelligibility. Framing the Space 

Bar portion of the work as an event or a “bar” helped provide the time for attendees to 

peruse leisurely without the axe of an immanent ending preventing them from a fuller 

access to the elements of the show. The proliferation of objects, opportunities for 

encounter, and built in redundancies (i.e. the umbrella monologue playing both in the 

bed speakers and the table phone21), increased available context.  

You are more invested than I about preventing written language from fixing the meaning 

of a haptic experience or live event. This has provided the impetus for us to develop a 

writing practice with intentional strategies that address liveness and diversity: varying 

voices, conflations, diagram, cut-up, dialogue, and misdirection, to list a few. Within both 

our written and performance work is the ambition to proliferate meanings, rather than 

reduce experience to a singular one. Given that our theoretical stance embraces a 

multiplicity of selves and collective agency, providing a singular authorial perspective on 

the live event would undermine our scholarly project. “A theatre that is no longer 

spectatorial but instead is a social situation eludes objective description, because for 

each individual participant it represents an experience that does not match the 

experience of others.”22 The reading of such a work then exists in between the 

perceiving participants, the performers, and the scenic objects. 

However the potential reduction that comes from a singular authorial perspective does 

not discharge us of the responsibility to represent others and ourselves at all. The 

acknowledgement that one is operating as part of multiple extended and distributed 

agencies increases both what you admit responsibility for and what you are responsible 

                                                
21 Monologue text included as Appendix D.  
22 Lehmann, Postdramatic Theatre, 106. Lehman quotes Erving Goffman for a description of “social 
situation” in a performance context: “By the term social situation I shall refer to the full spatial environmental 
anywhere within which an entering person becomes a member of the gathering that is (or does become) 
present. Situations begin when mutual monitoring occurs and lapse when the penultimate person has left.” 
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to. The political predicaments of representation have haunted the past several years of 

my thinking.  This is one of the challenges of our deep collaboration. How do we speak 

for each other without reducing our assembled agency to an individual voice? How do 

we re-frame inevitable misrepresentation, embracing it as a site of imaginative 

possibility, rather than diminishment? When giving voice to what has none (objects) how 

do we avoid tokenism, or totemism? We implemented tactics in XXXX TOPOGRAPHY 

to trouble or queer the representation of humans and non-humans in an effort to engage 

with these concerns. I will discuss three of those tactics here: defacement, 

anthropomorphism, and the hybrid.  

In XXXX TOPOGRAPHY, as in our previous iterations of the performance score, the 

dancers performed with bags covering their heads. This covering of the face, or 

defacement, connected the human performers to the objects through a denial of their 

subjectivity or “face”. Levinas’ famous statement that animals lack “pure” face, while 

reconfiguring ethics around the face-to-face encounter with the other has sparked an 

ongoing debate around the “face” of the non-human.23 The question of the face, and its 

relationship to the gaze, othering, and how a subject is constituted was a strong 

reference point for our use of the bags. Rather than giving “face” to the objects, we 

defaced the subjects, connecting them visually as an assemblage and denying the 

audience the facial encounter.  

Levinas’ recalcitrance at allowing a nonhuman “face” is upset by vital materialist thinkers 

who suggest that we are too entangled with nonhuman organisms, machines and 

transgenic mutations to uphold a notion of “pure” face. Bennett argues, “It is futile to 

seek a pure nature unpolluted by humanity, and it is foolish to define self as something 

purely human”.24 What happens then, to the project of feminism—to gain access to the 

status of subject – when seen through a vital materialist lens that implies that humans 

also lack pure “face”? What would embracing objectification and eschewing 

subjectification look like? These were avenues we only cursorily surveyed during our 

rehearsal process, and will be advanced in our later work.  

                                                
23 See David Clark, “On Being “the Last Kantian in Nazi Germany”: Dwelling with Animals after Levinas”, in 
Postmodernism and the Ethical Subject Ed. Barbara Gabriel (Montréal: McGill-Queen's University Press, 
2004), 41. Accessed March 10, 2016. ProQuest ebrary. 
24 Jane Bennett, Vibrant Matter: A Political Ecology of Things (Durham: Duke University Press, 2010), 116.  
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In XXXX TOPOGRAPHY we also covered the face of the composer/ live music 

performer. This addressed an ongoing uneasiness we had about having the face of our 

sole male performer unmasked, while the female performers were faceless. Instead of 

the assemblage claiming defacement in a coalition with objects, we ran the risk of the 

bags becoming simply a comment on female bodies being consumed by the male gaze.  

In a somewhat opposite tactic to defacement we employed anthropomorphism as a 

strategy to smudge the boundary between subject and object. Although 

anthropomorphism runs the serious political risk of erasing individual experience by 

conflating self with other25, it can on the other hand elude the much more concerning risk 

of rejecting others from the political/ethical sphere entirely. Bennett suggests a “careful 

course of anthropomorphization”26; arguing, “Maybe it is worth running the risks 

associated with anthropomorphizing (superstition, the divination of nature, romanticism) 

because it, oddly enough, works against anthropocentrism: a chord is struck between 

person and thing.”27 In XXXX TOPOGRAPHY the strongest example of 

anthropomorphism as a strategy to strike this chord was the umbrella monologue. In this 

monologue, a processed voice speaks from the perspective of an umbrella, telling a 

series of stories about its various romantic mishaps in details of moisture, weather and 

ownership. The monologue is heard in the intimate environments of a pillow within a 

raised and enclosed bedroom and over a telephone in the corner of the bar. The 

monologue is addressed to “you” and throughout the text there is a slippage between the 

romantic characters in the stories and “you” the listener. The feeling of eavesdropping 

together with personal address and flirtatious language was an attempt to swell the 

anthropomorphic chord between listener and object.  

The placement of the umbrella monologue within the bed was also an attempt at 

creating a hybrid object. There were many hybrids in the work: an upholstered bench 

telephone object, a chair AstroTurf polyester batting object, a table inflatable calculator 

rock object, the music composed and performed by the hybrid of human collaborator 

                                                
25 For a discussion of both the pitfalls and potential uses of anthropocentrism see Sandra Mitchell, 
“Anthropomorphism: Cross-Species Modeling”, in Thinking with Animals: New Perspectives on 
Anthropomorphism, eds. Lorraine Daston and Gregg Mitman (New York: Columbia University Press, 2005), 
100. 
26 Jane Bennett, Vibrant Matter, 122. 
27 Jane Bennett, Vibrant Matter, 120.  
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Paul Paroczai and a “collection of improvising software agents”, etc.28 We take from 

various feminist and vital materialisms an affinity for the hybrid, the cyborg, the pack, the 

complex combinations between humans and non-humans. We take to heart what Carol 

Gigliotti rousingly claims in a nod to both Donna Haraway and Bruno Latour that “we 

have always been transgenic”,29 and we attempt to stage transgenic, hybrid, and cyborg 

collaborations in our work.  The hybrid has the potential to evoke the uncanny. It 

straddles the space between familiar and unfamiliar.  

I have made this observation to you before, Layla, but what surprised me the most at the 

show was the unexpected agency of the rock. A grapefruit sized rock, which was the star 

of the gif you made to advertise the show, placed on the edge of the white floor. The 

rock was lit individually, as were all the objects. Although the rock was not the only 

object on the floor and although it was brightly illuminated, it dissolved into ground for 

the many members of the audience, only asserting itself as a figure when tripped on. I 

watched as, several times, the rock appeared to jump up from the floor and demand 

attention in the limbs of a guest. It was a testament to the manners of the attendees that 

each time they tripped over the offending rock, they gently put it back in its spotlight.  In 

these moments an agency of the assemblage rock/human/light/dancefloor/shoes 

emerged in an encounter of the trip and the gentle return.  Like any figure ground 

illusion, once the audience member saw the rock, they scratched their heads in 

confusion that it had ever been unavailable to their perception before.  

Love, 

Kyla 

 

                                                
28 Paul Paroczai, as quoted in “The Examiner’’s Guide to The Party”, 18. 
29 Carol Gigliotti and Steve Baker, “We Have Always Been Transgenic”, AI & Society, Volume 20, Issue 1 
(2006): 35-28. Doi: 10.1007/s00146-005-0001-x.  
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The Examiner’s Guide to The Party 

Layla Marcelle Mrozowski 

An Introduction 

Welcome to The Examiner’s Guide to The Party. 

The Party is the collective moniker of Kyla Gardiner and Layla Marcelle Mrozowski. Our 

collaboration formed in an attempt to combine our individual artistic voices in the 

creation and production of co-authored performance and co-authored writing. Our work 

investigates some of the relationships between phenomenology, feminist and queer 

theories of gender, non-human agency, and theories of identity as emergent and 

contingent. We stage shiny speculative fictions with theoretical and political motivations. 

We call it Imaginary Theatre1. Our final MFA project consisted of a book (The Party 

Manual) and a performance called “sexy sexy sexy sexy topography” (XXXX 

TOPOGRAPHY). 

Articulating the contours of a shared practice yielded the naming and theorizing of terms 

and strategies particular to our interests, methods and aesthetics, principally Imaginary 

Theatre— a genre of performance that stages non-human subjectivity. We also 

composed a list of policies that outline our artistic intentions2. The format for the policies 

was informed by artist manifestos and mission statements3; Swedish choreographer 

Mårten Spångberg’s Seventeen Points for The Future of Dance4 was particularly 

influential with its brash tone, ebbing prose, theoretical nods, obscenities and ultraisms. 

The Party Policy is an example of what we are trying to do with language and as artists: 

The title is a pun. It also —very seriously— outlines our beliefs and the principles by 

which we make work. 

                                                
1 For a detailed explanation of the term and its theoretical backing, see: The Party Manual (Appendix B).  
2 The Party Policy can be found in The Party Manual (Appendix B). 
3 Design company AQQ’s mission statement is exemplary of an ethos list that inspired our policies. It can be 
found on their website here: http://aqqdesign.com/filter/info/Info. 
4 https://spangbergianism.wordpress.com/2012/09/13/seventeen-points-for-the-future-of-dance/ 
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Philosopher J.L. Austin’s account of performative utterances5 (simply, that speech acts 

are words doing things) is a keystone of our artistic practice. The Party Manual attempts 

to do things as well as explain things. For example, The Party Manual explains 

Imaginary Theatre and our use of 3d glasses as an emblem of our methodology. It also 

includes diagrams with reference numbers that correspond to color definitions. As there 

are no printed colors in the diagrams, readers encounter a gap in signification. What we 

are doing is confusing the path between linguistic signs and sensorial signifiers. Our 

writing style in The Party Manual also attempts to do: oscillating between prose, 

scholarly research and performative writing, the text practices a plural identity6 and 

engages feminist scholarship7.  

Within the framework of a joint MFA, two separate thesis defence statements constitute 

The Party’s defense. In order to uphold our commitment to co-authorship, each 

statement, while comprehensible on it’s own, is incomplete without the other8.  

The Party is incredibly fond of maps and instruction manuals. Formats that require an 

active usership —phenomenological companions rather than ontological documents— 

they are concerned with the “where” and “how” rather than the “what.” Full of 

topographies, assemblages, manuals, conceptual maps, double entendres, polyvalent 

language and contingent, morphing meaning, our work is committed to enabling agency.  

Thus, a glossary of terms is a becoming format for this half of the defence, and this 

statement is presenting itself as a brief guidebook to our practices, interests and 

methodologies. Further, the imperative of humour and play in our work9 necessitates that 

this document be charming. If it wasn’t cheeky, it wouldn’t honour what we are trying to 

do as artists. Theory wrapped in a bow is what The Party is all about10.  

                                                
5 See: J.L. Austin, How To Do Things With Words: The William James Lectures delivered at Harvard 
University in 1955, (Oxford: Clarendon Press, 1962). 
6 For a poetic discussion on multiplicity, see: Kyla Gardiner’s Defence Statement.  
7 For a collection of essays about feminist writing methodologies that challenge academic writing 
hegemonies and suggest alternatives in which creative writing is employed, see: Nina Lykke, Writing 
academic texts differently: intersectional feminist methodologies and the playful art of writing, (New York: 
Routledge, 2014). 
8 Kyla Gardiner’s Defence Statement takes the form of a letter to me. For an explanation of her reason for 
this format, see: Footnote 1 of Kyla Gardiner’s Defence Statement. 
9 ‘Pleasure is a Party Principle.’ See: The Party Manual (Appendix B). 
10 The ‘serious play’ ethos is most explicit in pages 20-25 of The Party Manual, the section called The 
Theory Party, where a selection of theorists’ ideas are presented as a dinner party discussion.  In an essay 
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The Party etymology: 

party 

  noun par·ty \ˈpär-tē\ 

1. a social gathering of invited guests, typically involving eating, drinking, 

and entertainment 

2. a formally constituted political group 

party 

  verb par·ty 

enjoy oneself at a party or other lively gathering 

The word “party” points to a verb and a noun(s). It is an event and the making of an 

event. It is the act of enjoying oneself at an event. It is a soiree. It’s also a political group. 

This linguistic polyvalency is a quintessential ethos of The Party. 

 

Suzy11  

: an object that Layla and Kyla created in 2014.  

Occasionally referred to as a “pink spaghetti monster,” Suzy has bright red tips and likes 

to be carried. Sometimes Suzy speaks through a speaker, but often Layla speaks for 

Suzy. Suzy’s lineage is predominantly Dutch, as its main inspiration came from 

                                                                                                                                            
about the publication, Justin Ramsey writes, “Think back for a moment to Paris, circa the 1920s, to a 
bohemian heyday wherein Ernest Hemmingway might have bumped into Gertrude Stein at the bar, and Man 
Ray debated dreams and the unconscious with his fellow surrealists over supper. A convergence of the 
Modernist culturati in one place, at one time: Joyce, Eliot, Picasso, Gaugin, and the Fitzgeralds, to name but 
a few. Now, fast-forward to the present day – or perhaps, more chronologically, to the latter end of the 
twentieth century, since Gilles Deleuze is now dead – and imagine the postmodernists throwing themselves 
a house party. And instead of martinis in the salon, it’s beer out of Dixie cups in the backyard, shots in the 
kitchen. Such is the stereoscopic imagining of artists Layla Marcelle Mrozowski and Kyla Gardiner.” The 
complete essay can be found here: http://www.hauntgallery.ca/chasmophilous/ 
11 See: Image 4 in Photo Documentation. 
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Amsterdam-based designer Femke Agema12. There is a possibility that its name is a 

vague reference to the song “A Boy Named Sue”13. 

Ultraism  

: a radical act or point of view.  

The use of ultraisms is a Party Strategy. The Party is particularly interested in the 

consequences of fraudulent, ostentatious statements and the staging of absurdities. At 

play is a dialectic strategy of pressing down to go up, of using the false to expose the 

authentic, of revealing possibility through practicing impossibility. Closely related to the 

Pierre Effect14.  

Example 1 (sentence): “Objects have sexual lives.” 

Example 2 (scene): gyrating women with plastic bags covering their faces. 

Conceptual Maps + The Materiality of Language 

Cognitive Linguist George Lakoff argues that our experience of objects co-constitutes 

our conceptualization of them: “our concepts of objects, like our concepts of events and 

activities, are characterizable as multidimensional gestalts whose dimensions emerge 

naturally from our experience in the world”15. Lakoff is suggesting that our understanding 

of objects is understood not in definitions or attributes alone, but in the metaphors, 

sensations and relationships that map them. He argues that the human conceptual 

systems that structure how we think and behave are fundamentally metaphorical16. 

Metaphors structure our thinking, experience and actions. The concept of time in 

contemporary Western culture, for example, has a metaphorical equivalent to money. 

The idea of wasting time (or saving time) doesn’t exist —and cannot exist— without the 

                                                
12 http://www.femkeagema.nl/ 
13 “A Boy Named Sue” was written by poet Shel Silverstein. Johnny Cash recorded a version in 1969. For a 
video and essay about the song, see: http://mentalfloss.com/article/30082/johnny-cashs-boy-named-sue-
was-written-shel-silverstein 
14 The effect of absence evoking presence is what The Party calls The Pierre Effect. A detailed explanation 
can be found in The Party Manual (Appendix B).  
15 George Lakoff, “The Contemporary Theory of Metaphor”, Metaphor and Thought, ed. Andrew Ortony 
(Cambridge: Cambridge University Press, 1993), 145. 
16 Ibid., 121-122. 
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time is money metaphor. What’s more, Lakoff argues, is that metaphors can change 

reality through a process of changing our cognitive maps: “changes in our conceptual 

system do change what is real for us and affect how we perceive the world and act upon 

those perceptions”17. As part of a metaphorical system of understanding, words can then 

be regarded as having material consequences. The Party used the ideas of co-

constituted, inconstant relationships between linguistics, conceptual maps and 

perception as a theoretical constellation informing their methodology and underpinning 

their artistic choices in XXXX TOPOGRAPHY. 

XXXX TOPOGRAPHY  

:a soft choreography18/ immersive environment/ performance/ theatrical space/ 

social situation19/ expensive bar/ assemblage/ world of objects20.  

XXXX TOPOGRAPHY Methodology + History 

Hair Cake 

In our initial research phase we developed an improvisation method for bodies and 

objects. We were interested in researching synesthesia as a creative logic and queer 

methodology for re-imagining social relations and human/non-human relations in 

performance. The practice utilized strategies from dance, Theatre and comedy 

improvisation. Inspired by Layla’s work with Berlin-based choreographer Jeremy Wade 

and his approach to ‘Authentic Movement’21, we employed the notion of ‘following the 

                                                
17 Ibid., 146. 
18 Danish choreographer Mette Ingvartsen’s recent research and writing about non-human choreography 
has been influential on The Party. She describes a “soft choreography” as “one that cannot exist without an 
audience. It is a performance carried out in relation to the specific desires of a specific group of people at a 
certain time. It is a risky performance that might as well not happen. It is a fragile situation that asks the 
audience to share the responsibility for it. That said, it does not follow that nothing is planned or that nothing 
will take place. Rather, the desire in soft choreography is to arrange conditions for encounters to occur.” For 
further explanations of her practice, see: http://risk.nu/shared-blog/extractions-on-choreography/ 
19 For a discussion about Hans-Thies Lehmann’s description of social situations and scenic dynamics in 
Postdramatic Theatre and their relevance to XXXX TOPOGRAPHY, see: Kyla Gardiner’s Defence 
Statement, 2-4. 
20 For a thorough description of XXXX TOPOGRAPHY, see Kyla Gardiner’s Defence Statement. 
21 In pairs, one person moves one impulse at a time with his or her eyes closed, while the partner observes. 
Mary Starks Whitehouse developed ‘Authentic Movement’ in the 1950’s. It combined her knowledge as a 
Graham dancer with Jungian theory. Jeremy Wade questions the naturalization (“authenticity”) of impulses, 
and explicitly investigates radical impulses. 
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impulse’ with active synesthetic imagination in theatrical scene building. Where the 

Theatre improvisation game ‘yes, and…’ constructs scenes through a contract of 

constant agreement, our method attempted to deconstruct scenes as they unfolded. 

Deconstruction was explored linguistically (referring to an object by a different, incorrect 

signifier), physically (using objects in ways unexpected or unintended) and relationally. 

The Party referred to this improvisation method as Hair Cake.  

How I learned to Stop Verbing and _____ the Object 

In order to create a world that actively disrupted the narrative that sexuality and gender 

follow from a biological imperative, for our 1st year MFA performance, How I learned to 

Stop Verbing and _____ the Object (HILT), we staged a piece ostensibly “about the 

sexual lives of objects.” During one rehearsal for HILT we asked our cast to try Hair 

Cake with cloth bags over their heads— cloth bags being the most convenient at-hand 

stand-in for costumes. Without vision, interacting with objects and one another physically 

became nearly impossible. Speaking became the primary mode of interaction, and we 

witnessed something magical. What theoretically ought to be disempowering (women 

with bags on their heads) was in fact anything but. While undeniably provocative, the 

scene evoked diverse, complex affects and resisted singular meaning and intelligibility. 

Moreover, something about the unavailability of the women’s motivations felt connected 

to the unavailability of object’s motivations. What began as an accident, a stand-in for 

unfinished costumes, became integral to our work22. 

Upon post HILT show reflection, we concluded that two distinct threads deserved to be 

developed further: (1) the object monologue and (2) the “bag heads” scene. The 

monologue developed out of another improvisation technique, a question game we 

devised for creating non-human subjectivities. Layla had spent two years working as a 

dancer/collaborator with MFA colleague Emmalena Fredriksson on different 

choreographic scores23 and wanted to bring this experience to The Party. We realized 

that the magic24 of what we experienced in rehearsals was, in part, watching bodies that 

were hyper aware in a state of listening: the performers were sensing at their maximums 

without vision— sensing each other in the space, listening to one another’s words, 
                                                
22 For a discussion about faceless performing in relation to Levinas’ argument about subjectivity and ‘face,’ 
see: Kyla Gardiner’s Defence Statement, 8. 
23 A score is a set of instructions for performer(s) to follow in performance. 
24For a brief discussion of “enchantment” as a theatre strategy outlined by Jane Bennet, see: Kyla 
Gardiner’s Defence Statement, 4-6. 
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sensing and relating to the music. By contrast, when choreography is strictly set 

movement phrases, audiences observe bodies executing practiced pathways and 

relationships: the terrain for dancers is familiar. We wanted to stage the hyper-listening 

state we observed, which required staging the performance state25.  

Fake Gems  

We organized an event outside of the academic context at Interurban Gallery called 

Fake Gems and developed the score in collaboration with a new cast of professional 

dancers. We called this version ‘Like Lemon’26. In various rehearsals we asked the 

dancers to write their own versions of the score. We insisted on a co-constitution of the 

score via embodied practice and linguistic instructions. Discussing the different written 

versions of the score together fostered a rich, multifaceted understanding of the work 

and instilled a collective ownership of the material. The sophistication and insight of the 

dancers facilitated an unprecedented depth and clarity to the work. The process 

produced specificity (in the form of written instructions) while retaining a multiplicity of 

perspectives in a collective body. What we expected to be a refinement of a pervious 

idea/method/score suddenly formed a locus of exciting research into dislocated 

subjectivity, assemblage, N>227 and linguistic mapping. After Fake Gems, we invited the 

dancers into a three month research and creation process that built on the score work28. 

                                                
25 State based work is a Contemporary dance practice that explores movement in a particular emotional, 
psychological or physical state. It differentiates itself from shape based dance techniques, such as ballet. 
26 The work undulates around theory of intersubjective relations. A practice of porous borders. A perpetual 
re-ordering of space and time. A conversation of senses. Something about sense making and non sense 
making. A body oscillates/ loops/ vibrates/ rocks. Speak the thing under or beside the thing. Swallow 
objects. State: N > 2: finitely many. They might end up in a space we share. 
27 The concept of finitely many is an idea we explored explicitly in our improvisation scores. In Shame and 
Its Sisters: A Silvan Tompkins Reader, Eve Sedgwick and Adam Frank state “”…we fear— with the 
installation of an automatic antibiologism as the unshifting central tenet of “theory”— the loss of conceptual 
access to an entire thought-realm, the analogic realm of finitely many (n>2) values. Access to this realm is 
important for, among other things, enabling a political vision of difference might resist both binary 
homogenization and infinitizing trivialization”” (Duke University Press, 1995), 15.  
28 For a discussion of this process, see: Kyla Gardiner’s Defence Statement. 
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XXXX TOPOGRAPHY score v.L 

Choose to be an object (or thing) in a predetermined room. 
Enter into an assemblage with the sound and the bodies. 
{physical task   :   vibrate, loop, oscillate or rock} 
Mind meld (find a collective beginning to start speaking) 
  Enter into conversation with others in the room. 
{verbal task   :    N>2} 
    possibilities are finitely many 
you don’t have to say yes 
    follow a synesthetic logic 
You can be different parts of your chosen thing (eg molecules, surface, soul) or 
consistent 
You can meld (You can become another thing that you are talking to in the 
room). This can be a temporary switch. 
You can be you and other things simultaneously. 
You can decide to telepathically move. 
Discover the space through language. 
Nothing is fixed in space or time. 

The Assemblage 

:Emmalena Fredriksson, Deanna Peters, Rianne Svelnis, Lexi Vajda & Paul 

Paroczai.  

Jane Bennet defines an assemblage as an “ad hoc groupings of diverse elements, of 

vibrant materials of all sorts. Assemblages are living, throbbing confederations that are 

able to function despite the persistent presence of energies that confound them from 

within”29. The Party explored this idea of collective agency in their rehearsal process. 

Music 

In keeping with the idea of assemblage, the music for XXXX TOPOGRAPHY was built 

around a collection of improvising software agents. After being provided with a set of 

reference material, namely sound control data generated by Paul Paroczai in real time 

                                                
29 Jane Bennett, Vibrant Matter: A Political Ecology of Things, (Durham: Duke University Press, 2010), 23-
24. 
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(and itself yielding sonic output), each agent would be left to generate further material of 

a similar character. This creative handoff initiated a state of constant exchange and 

response in the same way that the prompts and notes given to the dancers throughout 

the process provided jumping-off points for the movement and text they collaboratively 

developed in each performance. Throughout the evening, agents faded in and out of 

numerous sonic textures in order to give the sense of a constant set of materials cycling 

through a variety of combinations as opposed to a sequence of gestures arranged to 

realize a specific trajectory. 

The Space Bar30  

Each night, somewhere in this vast cosmos, Beta Pink’s Space Bar snaps into 

existence, formed by the telepathic world-making of an assemblage. The bar lasts only 

as long as the assemblage speaks it into being, closing each night as puzzlingly as it 

opened. For two nights in 2016, Pink’s Bar materialized31 in the dismal school halls of a 

university you’ve probably heard of. There, a spongy yet seductive encounter between 

humans, things, and others oscillated, pillows told melancholy stories of loves lost, and 

fans orchestrated an endless hair toss32.  

Beta Pink  

: The owner of Beta Pink’s Space Bar.  

An assertive woman, a Boss and a babe, Beta’s character was developed for Andrea 

Cownden. Beta guided the audience from The Assemblage happening to her bar in 

XXXX TOPOGRAPHY. She carried a suitcase full of Party Manuals and distributed them 

to guests at the end of the evening. She is a close friend of The Party. 

                                                
30 A “spacebar” is a button on a keyboard. The Party thinks this is funny. The Party also earnestly tried to 
make space for the individual, subjective experiences of the audience.  

31 The Space Bar sign was made by Jacob Gallant Raeder. The font is Harlow Solid Italic, the same font 
used on the cover of The Hitchhiker’s Guide to the Galaxy. 

32 Note: “Insert the SpaceBar: Soliloquies for the End of the Universe” was an off-broadway musical that 
received mild acclaim. Production for the sequel, “Insert the SpaceBar: Soliloquies for the Hard Return of the 
Universe” is projected for September 2016. 
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The Party Manual 

:A performative theoretical text/ manifesto/ script/ party favor.  

It is The Party’s first publication and was produced as part of their graduate research at 

Simon Fraser University in Vancouver, Canada. The Party Manual was printed and 

bound by Brick Press, published by HAUNT and designed by Brennan Kelly.
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Photo Documentation 

 
Image 1 The Assemblage  
Performers:  Paul Paroczai, Emmalena Fredriksson, Deanna Peters, Rianne Svelnis and Lexi 
Vajda. Photo Credit: Ashley Whitehead. 
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Image 2 Beta Pink  
Performer:  Andrea Cownden. Photo Credit: Jacob Gallant Raeder. 
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Image 3 Always use a rock between a tabulating machine and a fan   
Photo Credit: Ashley Whitehead. 
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Image 4 Suzy  
Photo Credit: Layla Marcelle Mrozowski. 
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Appendix A  
 
Or, The Party Paper 

Invitation 

This is a Party.1 

WHAT: Our thinking is an event, where you catch the beginnings or middles of 

conversations, miss others entirely, and leave with an impression of the atmosphere. In 

this paper we are going to throw a party. 

WHO: We invited you to come (all of the yous). We are using philosophers and theorists 

as points of inspiration.2  

We constellate, we triangulate. We pick points, invite guests that articulate/situate our 

boundaries. Let me introduce you to my ecology, my genealogy, my environment, my 

aunties. We are not purebred or pure-bread, we are petri dish formed, adopted, 

surrogate, and proliferative. The system as a whole is changing and moving, as are we, 

but these are our relations: so nice to finally meet you.  

This, too, is how we think about or articulate fluid identity: a series of relationships. 

WHEN: Late. The theorists at our party often call for new approaches, for creative leaps, 

and different futures.3 Such practices often ignore normative time.    

 

                                                
1 “‘What matters, in the last resort, is how a theory is used.’”  

Félix Guattari, Molecular revolution: Psychiatry and Politics, trans. Rosemary Sheed (Harmondsworth: 
Penguin, 1984), 35. 
2Object Oriented Ontologists such as Graham Harman and Timothy Morton are not invited.  
3 In her essay “On the Very Possibility of Queer Theory,” Claire Colebrook calls for an approach to the future 
that engages sexual difference (17). In “’The Politics of “Life Itself” and New Ways of Dying,’” Rosi Braidotti 
asks for renewed conceptual creativity and leap of the social imaginary to confront the current state of 
biopower. In “Paranoid Reading and Reparative Reading, Or, You’re So Paranoid, You Probably Think This 
Essay is About You”, Eve Sedgwick writes, “....there are important phenomenological and theoretical tasks 
that can be accomplished only through local theories and nonce taxonomies; the potentially innumerable 
mechanisms of their relation to stronger theories remain matters of art and speculative thought.” (145). 
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DRESS CODE: The theory supporting our work does not combine succinctly into a 

cohesive whole. The bodies/frames from which we draw do not fit nicely together and 

are at moments contradictory. However, this tension is a dynamic we embrace and 

explore. We do not support a notion of selfhood or identity that is constant and singular, 

nor do we support a dogmatic use of ideas. This stance is political. Through 

contradiction, connection and movement between ideas we resist hegemony.  

 

WHERE: The party is material. It occurs in these pages and in specific localized bodies, 

like yours.  

SONG LIST: Some theorists we are engaging with intimately; this involves close 

readings, covers, pastiche, and homage.  

Some theorists we sample, blatantly ignoring their worldviews, contexts or bodies of 

work and thought.  

XOXO, 

The Party 
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The Party Policy 

The Party Policy is a working manifesto. But it is not a manifesto, because manifestos 
are dead.  

The Party emblem is 3d glasses. Objects seen through these glasses may be 
_______er than they appear. 

The Party is and practices a materialist feminism. 

Pleasure is a Party Principle.  

//// Inflatable heads / imaginary swimming pools / monster suits / confetti bombs / roller 
skates / loud music / thinking / talking / listening / plants / thrusting / synesthesia / 
middle-school science  //// 

The Party  

Washes hands before and after. 
Uses protection. 
But takes lots of risks. 
 

The Party Favors/Favours. 

The Party makes more work later (this is not a policy, this is a party habit). 

There is no end to more. 

The Party Policy is to fake it.  

Fake more make more. 

There is no end to more. 

The Party embraces multiplicity, opposition, and contradiction. Fuck binaries. But we do 
like doubles… and proliferations even more.  

The Party Policy is to queer.  

The Party embraces artifice, glitter, conflation, derailment, bait and switch, consensual 
plagiarism, poor grammar, and puns. 

The Party does embodiment. We take it as a given that ‘me’ doesn’t end at my skin.  

The Party is synesthetic color.  

We don’t tell people what to do/ think / be (except in policies- see above). 
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The Party is not interested in the question ‘what is it?’ but we are interested in the 
question, ‘where is it?’ 

Always think you’re me. 

3D Glasses 

The Party uses a 3D glasses approach to creation, as an emblem of our method, 

as a party policy, as a literal framing device and a conceptual framing device, as a 

bivious object with pluripotency. We give a pair to each audience member. We offer 

them as an amuse bouche, our pre-party favors. 

3D Anaglyph Glasses 

Parallax is the difference in perceived position of an object from two different 

perspectives. Binocular beings use parallax to gain depth perception. Each eye takes in 

a perspective and the brain merges the two. This merger is called stereopsis. 

Stereoscopic technology, like anaglyphs and 3D glasses, take advantage of parallax. 

Anaglyph 3d glasses pair a red filter and a blue filter. The red filter only allows red visual 

information to reach the left eye while the blue filter only allows blue visual information 

into the right eye. Donning a pair of these filters while viewing a composite of two offset 

images layered in red and blue (an anaglyph) tricks us into seeing an enhanced 

perception of depth. This is the ‘3d effect.’  

The Party is 3d glasses, is this pairing of red and blue, me and you. By placing 

our bodies (corporeal bodies, bodies of work, embodied practices) side by side, a 

relational scope emerges. 

This idea of 3D glasses is both descriptive of our artistic relationship, and pointed 

in terms of how we want an audience to think, to understand, and to see. Both the red 

and blue retain their distinctiveness. Through and only through viewing these two 

colored filters simultaneously does the effect occur. 

Combining can be conceptualized in a number of ways: blending, overlapping, 

and mingling. We are not making purple. The Party is neither a mosaic nor a mash-up. 

At the party there may be mingling, but there will also be dancing, debating and flirting. 
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The Party practice is stereoscopic. We are a stereoscopic pair of artists.  

Layla + Kyla together make The Party. 

The Party practice is stereoscopic. The Party employs a stereoscopic 
methodology: consider (theory) and (practice) simultaneously. Consider red and 
blue simultaneously. Consider you and me simultaneously. Consider what is you 
and what is not you simultaneously. 

A stereoscopic practice respects difference. It asks for an equal consideration of 

two for a new to emerge. We place two discrete things side by side to stage a 

conversation, to make visible the invisible, to frame possibility. 

The Party’s use of 3d glasses as a metaphor is not flippant; it is indicative of our 

fascination with language and its relationship to thinking and reality, grounded in beliefs 

of embodied cognition and actively trying to create new realities, new conceptual maps. 

Cognitive Linguist George Lakoff argues that the human conceptual systems that 

structure how we think and behave are fundamentally metaphorical.4 Metaphors 

structure our thinking, experience and actions. Words can change reality through a 

process of changing our cognitive maps: “changes in our conceptual system do change 

what is real for us and affect how we perceive the world and act upon those 

perceptions.”5 

Anaglyph 3d glasses are not only a metaphor; they are also the literal object that 

we are giving the audience. In offering 3D glasses, we offer audience members a 

tangible metaphor of stereoscopic pairing, one that accentuates itself as a temporal and 

spatial activity. Imagining 3D glasses invokes embodiment: glasses are objects that 

affect bodily perception. Imagining them calls attention to the temporal process or action 

of perceiving as well as the spatial relationships at play. Our experience of objects co-

constitutes our conceptualization of them. Lakoff argues that concepts are defined in 

part by “interactional properties having to do with perception, motor activity, purpose, 

function, etc”6. Furthermore, “our concepts of objects, like our concepts of events and 

                                                
4 George Lakoff, “The Contemporary Theory of Metaphor”, in Metaphor and Thought, ed. Andrew Ortony 
(Cambridge: Cambridge University Press, 1993), 121-122. 
5 Ibid., 146. Lakoff states explicitly, “Since much of our social reality is understood in metaphorical terms, 
and since our conception of the physical world is partly metaphorical, metaphor plays a very significant role 
in determining what is real for us.” 
6 Ibid., 145. 
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activities, are characterizable as multidimensional gestalts whose dimensions emerge 

naturally from our experience in the world.” Here, Lakoff is suggesting that our 

understanding of concepts is understood not in definitions or attributes solely, but in the 

metaphors, sensations and relationships that map them. The multiplicity of sensations 

and ideas that 3D glasses point to or evoke is precisely the reason we use them as a 

metaphor. 

Anaglyph 3D glasses are (the non-exhaustive list): 

• Kitsch objects that play with human perception. 

• Silly and fun. 

• Artifacts of Western culture and image culture. 

• A method of putting things together side by side. 

• Colour. 

• A party favour.  

• They draw attention to sensation and the act of perceiving 

• They bring the party. They are The Party. 

 

The Party’s double usage of 3d glasses, literal and metaphorical, is perhaps best 

explained as bivious (definition: having or offering two ways). 

The double we speak of is not a binary, nor a repetition. It is a double in the 

sense of a temporal simultaneity. 

Double as in two meanings; double as in one that is in fact two. The double 

entendre. 

Her: ‘entendre’ means heeer. 

Me: h e r e? 

Her: no, h e a r. 

Me: Why is the double so interesting? 

Me: Because I don’t want to be defined. I feel reduced to definition, to singular 
identity. I want to be ‘ands.’ I want to point to ‘ands’ in the work I make. They are so 
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much more interesting. I love puns. Double, of course, refers to two. And it is perhaps 
more accurate to say I want to be poly. However, there is something that gets too broad 
with the notion of the multiple: nth. (I disagree with the word “too” here). It could be so 
many. And at a certain point so many is too many. (Maybe there is no end to more.) If 
you are everything you are also nothing. (Binaries!) (Dialectics!) 

> But there is no singular. Language points to more language. Signifiers are 

never pointing to one. They are always pointing to multiples. The double is extremely 

powerful because of that AND. How many perspectives can one hold simultaneously? 

We can still envision two. And somehow, the double is also a clear resistance to binary 

(and binaries are hegemonic in our society). ‘Or’ can become ‘and.’ 

Us: The double is extremely powerful because of that AND.   

Binocular vision is predicated on two, on a double. One could say that it is a 

process in which a double real (two eyes) creates a magic third (depth perception). The 

3d effect created with 3D glasses is an ‘illusion’ of depth; it is an alchemy of perception. 

Like the glasses, we want to create a magic third, a new perception in the doubling of 

our two.  Through – and only through—viewing these two lenses simultaneously does 

the illusion appear. 

The Party’s usage of 3d glasses, is, alternatively, perhaps best explained as 

pluripotent: (pluripotency /plu·rip·o·ten·cy/ (-po´ten-se) 

1. The ability to develop or act in any one of several possible ways. 

2. The ability to affect more than one organ or tissue. plurip´otentpluripoten´tial) 

A pluripotent emblem, therefore, accounts for the ability to affect in multiple ways. 

3d glasses are pluripotent in the sense that, as an object, they account for both multiple 

metaphorical and literal understandings.7 They are pluripotent in the sense that 

functionally, they use their own physical properties to produce a magic third. 

                                                
7 The Party posits 3D glasses as having multiple metaphoric, literal, and literary functions. In rhetoric, a 
metonym is a figure of speech where an object, attribute or part related to a concept is used in place of the 
concept. For example, the “the crown” is a metonym for the monarchy. For The Party, 3d glasses are 
metonymic objects: they represent the stereoscopic visual experience. The Party doesn’t want to use this 
strictly symbolically or semantically. If you give someone a crown, you are not giving them the experience of 
being queen. But if you give someone a pair of 3d glasses, you are giving them the experience of 
stereoscopy.  However, this explanation is partial. Unlike a metonym, where there is a substitution of an 
object for a concept, our gesture is an ‘and’ rather than a ‘for;’ a double rather than a substitution. Can we 
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Note: while employing glasses would seem to emphasize or reinforce seeing 

over other senses, we stress the opposite. Or, rather, in the case of 3D anaglyph 

glasses, the act of ‘seeing’ is a participation in an illusion. When one ‘sees’ through 3d 

glasses, one is perceiving an illusion, not seeing ‘truth.’ This isn’t to say that what is 

seen isn’t real, quite the contrary. As a pluripotent object, the 3D glasses are 

acknowledging the illusion or play or magic in the act of seeing. Seeing is an act of 

playing or participating in play. 3D glasses point to seeing as a kind of belief. We are not 

claiming that our framing device frames an objective truth. Instead, 3D glasses open up 

seeing as a playful act of magic. They point to subjectivity rather than objectivity. They 

need to be worn to be activated: they are an external object placed in front of the eyes, 

in front of understanding, to produce an illusion.  And yet the illusion, 3 dimensions, is 

something binocular vision does automatically, in our daily mundane existence. 3D 

glasses are not an object of vision; 3D glasses are an object of perception. This is a 

paradox. Paradoxes are wonderful - they add complexity. They use vision, but in a way 

that is playful- a trick. Seeing is not the same as knowing. Seeing is an act of perception 

that is full of illusions, modified by language and shaped by expectations and schemas. 

Giving an audience member a pair of 3d glasses is cheeky. The act is giving an 

amuse bouche that says: seeing is not knowing; seeing is an act of perception that (like 

all perceptions) is full of illusions. And being a thinking body that perceives is fun. Play 

with us. Be in your body and participate in this experience. There may be magic. But you 

need to pretend, or at least to acknowledge the pretending. It is all so serious, and yet 

not serious. The glasses are an emblem of serious play. And serious play is what The 

Party is all about. 

 

 

                                                                                                                                            
call it a homonymic object, perhaps? No. Homonyms are words with identical sounds and spellings but 
unrelated meanings. Puns, of course, point to two different meanings, but for comedic effect, as a joke. It is 
closer to a double entendre, or an iham, a literary device in Persian poetry where a word or phrase can be 
read in multiple ways, and each way is true and intended.   
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The Theory Party 

The Party makes work. Art work. This paper is triangulating the theory that has 

informed the work that we make. We didn’t set out to marry these theorists. We made 

work. But we read books. And we think. And here are the stars in our constellations that 

explain why we are where we are, why we are making the thing that we are making. This 

is the conversation at the party. Some of the guests left awhile ago. Nietzsche was 

totally here, but he went home early. The question we are all discussing, the 

conversation of the evening is “what is you, and what is not you?” 

“With the postmodern collapse of the qualitative divide between the human and 

his (the gender is no coincidence) others, the deep vitality of the embodied self has 

resurfaced from under the crust of the old metaphysical vision of the subject.”8 

Self/other is a binary distinction problematized by posthumanist scholarship. Rosi 

Braidotti argues that the development of biotechnology – among other movements in 

culture and technology—has blurred the clear binary distinction between human and 

machine or human and other. As a result, there has been a posthuman shift in how we 

think about life (and death) away from a human-subject-center towards an emphasis on 

“life itself” with varying social, political and ethical consequences. To better articulate this 

shift, she offers the ancient Greek dual concept of life as both zoe (“animal” life) and bios 

(“discursive” life), stating that zoe has historically been “... the poor half of a couple that 

foregrounds bios defined as intelligent life”.9 She argues that zoe is “a nonhuman yet 

affirmative life-force”10 that offers a key to a posthuman ethics, what she refers to as a 

“biocentered egalitarianism”.11 Braidotti’s use of zoe as thinking about life and 

subjectivity is provocative and offers a point of departure for exploring a nonhuman 

subjectivity.  

                                                
8 Rosi Braidotti, “The Politics of “Life Itself” and New Ways of Dying, “ in New Materialisms, edited by Diana 
Coole and Samantha Frost (Durham: Duke University Press, 2010), 208.  
9 Ibid., 207. 
10 Ibid., 203. 
11 Ibid., 204.   
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Jane Bennett is bringing an assemblage to the party. I think she might have 

picked it up at Deleuze and Guattari’s party,12 but I can’t be sure, as assemblages are 

“ad hoc groupings of diverse elements, of vibrant materials of all sorts. Assemblages are 

living, throbbing confederations that are able to function despite the persistent presence 

of energies that confound them from within.”13 So chances are the assemblage changed 

along the way. Perhaps it started out as Bennett and a book called A Thousand Plateaus 

and the dying light of a desk lamp and a cup of coffee. But now the assemblage includes 

The Party, Rosi Braidotti and Donna Haraway (with whom we are currently enjoying a 

cocktail). Bennett is particularly interested in the agency of assemblages, interested in 

their “counter to human exceptionalism”.14 

I’m so glad that these women could make it. I was happy to see some “post-

humanists” show up, particularly to a party where we’re talking about the sex lives of 

objects.  Although I should mention, Haraway doesn’t align herself easily with post-

humanism. She stated right at the beginning of the evening:  

I never wanted to be posthumanist, any more than I wanted to be postfeminist. 

For one thing, urgent work still remains to be done in reference to those who must 

inhabit the troubled categories of woman and human, properly pluralized, reformulated, 

and brought into constitutive intersection with other asymmetrical differences.15 

Her thoughts on this get at the crux of my concerns surrounding post-identity 

theories—that such theory eschews the lived experience of political subjects. Yet, 

Haraway still wants to take the conversation in a direction away from the “subject”. She 

speaks at length about companion species, about her comingled/symbiogenic 

relationship to other creatures.  She speaks of her dog, of Derrida’s cat,16 of the vast 

array of species that make up one individual; “Organisms are ecosystems of genomes, 

                                                
12 Gilles Deleuze and Félix Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, trans. Brian 
Massumi (Minneapolis: University of Minnesota Press, 1987). 
13 Jane Bennett, Vibrant Matter: A Political Ecology of Things, (Durham: Duke University Press, 2010), 23-
24. 
14 Ibid., 34. 
15 Haraway, Donna J. When Species Meet. (Minneapolis: University of Minnesota Press, 2007). ProQuest 
ebrary. Web. 2 November 2014, 17. 
16 Jacques Derrida, The Animal That Therefore I Am, trans. David Wills (New York: Fordham University 
Press, 2008).  
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consortia, communities, partly digested dinners, mortal boundary formations”17.  I speak 

of Cat, and think of my gut bacteria. Jane Bennett pipes in about elbow microbes18. We 

all have our pet example.  

Although we never make the guests wear name-tags or declare affiliations, 

Braidotti is one of many ladies at our party who align with ‘new materialism’. Bennett 

goes in for “vital materialism”. According to our guests Diana Coole and Samantha Frost, 

new materialism has “an ontological reorientation that is resonant with, and to some 

extent informed by, developments in natural science: an orientation that is posthumanist 

in the sense that it conceives of matter itself as lively or exhibiting agency.”19 They are 

curious about the relationship between theory and science. Coole and Frost are 

indebted to Michel Foucault,20 arguing that scientific discourse determines what can be 

known. We understand matter differently than was understood by the science and 

physics of Newton; “matter is no longer imagined here as a massive, opaque plenitude 

but is recognized instead as indeterminate, constantly forming and reforming in 

unexpected ways. One could conclude, accordingly, that ‘‘matter becomes’’ rather than 

that ‘‘matter is.’’”21 This is when we know the party is really starting to swing. ‘Becoming’, 

is a hot word at the party. Bergson has murmured it and Deleuze/Guattari have it on 

their T-shirts.  

 

 

                                                
17 Haraway, When Species, 31.  
18 Bennett, Vibrant Matter, 112-113.  “My “own” body is material, and yet this vital materiality is not fully or 
exclusively human. My flesh is populated and constituted by different swarms of foreigners. The crook of my 
elbow, for example, is “a special ecosystem, a bountiful home to no fewer than six tribes of bacteria. . . . 
They are helping to moisturize the skin by processing the raw fats it produces. . . . The bacteria in the 
human microbiome collectively possess at least 100 times as many genes as the mere 20,000 or so in the 
human genome.”5 The its out-number the mes. In a world of vibrant matter, it is thus not enough to say that 
we are “embodied.” We are, rather, an array of bodies, many different kinds of them in a nested set of 
microbiomes.” 
19 Diana Coole and Samantha Frost, “Introducing the New Materialisms,” in New Materialisms, edited by 
Diana Coole and Samantha Frost (Durham: Duke University Press, 2010), 6-7.  
20 Coole and Frotst emphasize Foucault’s theories of constructed thought as well as the ways in which 
Foucauldian genealogy emphasize matter and the construct of the body: “While a more poststructuralist use 
of Foucault’s work by feminists and queer theorists has emphasized the construction of discourses, there is 
a rich field of more materialist feminist studies that examines the material strategies and e√ects that produce 
gendered flesh”, Footnote 51, 43. 
21 Ibid., 10.  In their introduction Coole and Frost conduct a lengthy examination of the ways in which our 
notions of matter have shifted from Newton to Einstein.  
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Someone asked them “Becoming what?”  

They replied, “Becoming animal”.22  

But what about anthropomorphism? I ask. Is thinking in assemblages just a way 

of colonizing the non-human? 

Bennett asserts the opposite. She counters, “Maybe it is worth running the risks 

associated with anthropomorphizing (superstition, the divinization of nature, 

romanticism) because it, oddly enough, works against anthropocentrism: a chord is 

struck between person and thing, and I am no longer above or outside a nonhuman 

“environment”.23 The Party would like to employ anthropocentrism as a egalitarian 

gesture, one that encourages human participants to position themselves with non-

human others, in assemblages of agents and witnesses. 

What is you and what is not you? 

In 2009 Anna Hickney-Moody and Mary Lou Rasmussen threw a party where 

Judith Butler and Gilles Deleuze and Félix Guattari ended up in a roaring conversation 

about the sexed subject.24  

[T]he notion of the subject carries with it a 

doubleness that is crucial to emphasise: 

the subject is one who is presumed to be 

the presupposition of agency […] but the 

subject is also subjected to a set of rules or 

laws that precede the subject […]  

(Judith Butler in Meijer and Prins 1998: 

285) 

Schizoanalysis is the variable analysis of n 

sexes in a subject, beyond 

anthropomorphic representation that 

society imposes on this subject, and with 

which it represents its own sexuality. The 

schizoanalytic slogan of the desiring-

revolution will be first of all: to each its own 

sexes. 

(Deleuze and Guattari 1983: 296) 

                                                
22 Gilles Deleuze and Félix Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, trans. Brian 
Massumi (Minneapolis: University of Minnesota Press, 1987), 233 – 309. 
23 Bennett, Vibrant Matter, 120. 
24 Anna Hickney-Moody and Mary Lou Rasmussen, “The Sexed Subject in-between Deleuze and Butler,” in 
Deleuze and Queer Theory, edited by Chrysanthi Nigianni and Merl Storr (Edinburgh: Edinburgh University 
Press, 2009), 37-53.  In a shameless, grand gesture of copying/piggybacking, we reproduce the pair of 
quotes they use to introduce their essay here.  
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What emerges in the stereoscopic pairing of Butler and Deleuze? What does their 

parallax reveal/create/produce?  

A triangle with teeth who has sex with light bulbs, obviously. 

Or perhaps a giant confetti tube? 

Claire Colebrook steps in here to explain Butler’s model of “iterative difference” 

vs. Deleuze’s “positive difference” in terms of relations25. She points out that Butler’s 

identity politics always start with a relation to a (human) other, whereas Deleuze’s ethics 

moves away from this anthropocentric view. Butler starts with a subject who is always 

repeating a norm. Deleuze, however, is interested in starting with the stuff before the 

self, before the “I,” the intensities that happen before they are translated into emotions. 

For Colebrook, a queer politics that builds on the Deleuzian model “would involve neither 

recognition of the self, nor a refusal of normativity, but the affirmation of the pre-

personal”26. Colebrook’s point is that there is a kind of dead end to Butler’s theory- we 

are “trapped” because of this relation to an existing norm. Starting with a Deleuzian 

approach, by contrast, provides a way to get out of the trap, because it is not based in 

semiotics. Hickney-Moody and Rasmussen chime in to say that despite the distinct 

differences between Butler and Deleuze, outside of the academy, or with a bit of 

distance, these scholars are often used similarly. They contend that reading Butler and 

Deleuze together is a worthy project, in part because their very incompatibility is both 

compelling and useful: “We want to occupy a realm in between Butler and Deleuze in 

which affirmation, resignification, lack and melancholy articulate different aspects of our 

theoretical work”27.  

We invite Butler and Deleuze to every party because we are staging a piece 

about the sexual lives of objects (that is really about gender).  

                                                
25 Claire Colebrook, “On the Very Possibility of Queer Theory,” in Deleuze and Queer Theory, edited by 
Chrysanthi Nigianni and Merl Storr (Edinburgh: Edinburgh University Press, 2009), 15. 
26 Ibid., 21. 
27 Hickney-Moody and Lou Rasmussen, Sexed Subject, 45. 
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Imaginary Theatre 

The Party will stage a piece about the sexual lives of objects. We have termed 

this piece a work of Imaginary Theatre. In it we create a world that actively disrupts the 

narrative that sexuality and gender follow from a biological imperative. 

We use the term Imaginary Theatre to name the importance of imagination in our 

work and politics. It could perhaps better be thought of as a Theatre of imaginary 

landscapes, or a stage for other worlds. Imaginary Theatre is a genre. We could call it a 

new genre, or attach the prefix neo- or post-, but we find these neologistic gestures tired. 

The Party is so over posts. Conversely, The Party is quite into nouning. Naming that 

which we are doing is precise, delicate and carefully considered, but is a mapping rather 

than a defining. We wish to locate, to situate in a relational context. Imaginary Theatre, 

as such, is slightly left of science fiction and parallel to magical realism. Imaginary 

Theatre is aligned with speculative fiction: it is hypothetical, it posits numerous “what ifs”, 

and it is fictional, fantastical, and fake. But ‘speculative’ implies futurity, or post-present, 

and we are so over posts. We are into the future; we’re just not there yet. We want to 

create an imaginary world parallel to the contemporary: an imaginary present that enacts 

futures. 

Why not just call it fantasy, or science fiction, or magical realism, or fabulation28? 

Because we are creating performative imaginaries. We could also call it ‘Thought 

Experiment Theatre,’ but we fear we’d lose them before we even started. We want to 

create work for a diverse audience, not catered to the Philosophy Club. The Party was in 

the philosophy club. The Party certainly likes thought experiments, but the Party thinks 

that art does it better. 

                                                
28 To review a slice of the debate on literary genres see: Bruce Holland Rogers. “What Is Magic Realism, 
Really?” Last modified 2014. http://www.writing-world.com/sf/realism.shtml 

Holland Rogers distinguishes science fiction (and fantasy) as speculative, ‘contained’ fictions: “Magical 
realist fiction depicts the real world of people whose reality is different from ours. It's not a thought 
experiment. It's not speculation. Magical realism endeavors to show us the world through other eyes (....) it 
tells its stories from the perspective of people who live in our world and experience a different reality from 
the one we call objective.” While we find this characterization flawed, it is useful for positioning imaginary 
Theatre between sci-fi and magical realism. Imaginary Theatre IS speculative, but from a non-human 
perspective. Our imaginary Theatre tells the stories of objects who live in our world and experience a 
different reality from the one we call objective.   
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In Ursula Le Guin’s short story, “The Ones Who Walk Away from Omelas,”29 a 

Utopian city is vividly described. Eventually the narrator reveals that this Utopia is 

contingent on one child locked in a basement in disgust and misery. Everyone in the city 

knows and accepts this paradox. The occasional citizen, however, leaves. Several 

months after moving to Amsterdam, whenever anyone commented on how beautiful and 

wonderful it was, my agreement was followed by the thought: “where is the child in the 

basement?” 

Metaphors have a kind of sticking ability. 

What is me and what is not you? The metaphors that have stayed with me. 

Both science fiction and magical realism set up a social contract with their 

audiences wherein disbelief is suspended and the rules are different (i.e. a child in the 

basement is necessary for utopia). When audience members or readers become 

invested in another world, particularly one that is alien or magic, they allow a scrutiny of 

culturally specific ideas that wouldn't otherwise be considered, although those ideas are 

not directly stated. After reading Le Guin’s work we may begin to see scapegoating all 

around us, although she never explicitly mentions the idea. Changing the context of the 

idea reveals the accepted ideologies that structure our assumptions. 

In this story Le Guin doesn’t call out the notion of scapegoating, rather, she 

demonstrates it. The Party is interested in an even more extreme form of absenting. 

Eugene Arva argues that magical realist writing reconstructs trauma by replacing it with 

‘felt reality.’ He sees the absence of violent events as a strategy to focus our attention on 

them: “...magical realism foregrounds, somewhat paradoxically, the falsehood of its 

fantastic imagery exactly in order to expose the falsehood—and the traumatic 

absence—of the reality that it endeavors to re-present”30. This paradoxical foregrounding 

of presence through absence is an effect we are cultivating in our upcoming work. Arva 

argues that magical realism “...does not so much create new realities as re-create our 

own reality- often by pushing its limits, true, but even more often by enhancing its black 

                                                
29 Ursula Le Guin, “The Ones Who Walk Away from Omelas (Variations on a theme by William James),” 
Utopian Studies, Vol. 2, No. 1/2 (1991): 1-5. http://www.jstor.org/stable/20719019 

 
30 Eugene L. Arva. “Writing the Vanishing Real: Hyperreality and Magical Realism,” Journal of Narrative 
Theory, Vol, 38, No. 1, (2008): 61. http://www.jstor.org/stable/41304877.  
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holes, its inaccessible spaces”31. We intend to foreground through absence, to create a 

black hole around gender, in order to draw attention to the ways it structures our lives.  

This strategy, which we call the Pierre Effect, can be understood as an attempt to 

create an encompassing world that gestures to the presence of an idea by actively 

absenting it. In our upcoming project this will involve creating an active absence of 

gender that we hope will attune audiences to its presence. 

This particular Party nouning is inspired by Jean-Paul Sartre32 (who was sorely 

missed at the party, as I’m sure you would expect). In the first chapter of Being and 

Nothingness, Sartre lays out a scenario to help demonstrate his idea that nothingness 

and negation emerge in relationship to being, and are limited by human experience. In 

the scenario, he is meeting his friend Pierre at a café, but Pierre is not there. Sartre 

describes feeling Pierre’s presence all the more potently due to his absence. The 

expectation of his presence is replaced by a hole. Pierre’s not being there is what draws 

Sartre’s attention. Absence has a peculiar ability to foreground presence. What gives 

this phenomenon distinction in speculative fiction and magical realism is not the missing 

concept itself, but how entire chains of relationships can change— or how whole 

conceptual maps can differ— in that absence. For example, in The Windup Girl33, Paolo 

Bacigalupi’s biopunk sci-fi novel set in 23rd century Thailand, there is no more ‘natural’ 

agriculture or plant life. ‘Food’ is barely mentioned in the novel, likewise with the 

sensation of hunger. Instead, the characters are constantly aware of their caloric intake. 

A context in which nutrition, taste and cuisine are irrelevant or of little importance (in 

effect, absent) in relation to food draws my attention (as a reader) to their primacy in 

constituting my own conceptual framework. 

If discourse determines what can be known,34 imaginary discourses offer the 

potential to disrupt one’s socio-historical worldview, in turn disrupting the logic of one’s 

discursive limits. 

                                                
31 Ibid., 69. 
32 Jean Paul Sartre, Being and nothingness: An essay on Phenomenological Ontology, trans. Hazel E. 
Barnes. (New York: Washington Square Press, 1956),33-85. 
33 Paolo Bacigalupi, The Windup Girl, ed. Juliet Ulman. (San Francisco: Night Shade Books, 2009). 
34 Diana Coole and Samantha Frost, “Introducing the New Materialisms,” in New Materialisms, edited by 
Diana Coole and Samantha Frost (Durham: Duke University Press, 2010), 9-15. Coole and Frost provide 
lively analysis of this point from Foucault throughout their introduction.  
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imagination 

In The Leviathan, Thomas Hobbes argues 
that memory and imagination are part of but 

one chain, because imagination is always 
based on past impressions. The greater the 

time and space between a sensory 
impression of a thing and the memory of 

that thing, the harder it is to remember that 
sensory impression, thus he characterizes 

imagination as “decaying sense.” In a close 
analysis of Hobbesian materialist ontology, 
Samantha Frost summarizes his view:  “... 

the imagination is a form of memory that 
comprises past perceptual experience, past 

affective responses, as well as current 
perceptual and physiological stimuli. In 

other words, each thinking-body carries its 
own history as memory and that ever-
changing collection of memories is the 

basis of both perception and imagination.” A 
Therefore agency, for Hobbes, occurs 

because we can imagine ourselves in the 
future, based on memories of the past. Yet 

he argues that this feeling is an illusion, 
because the future is a projection of the 

past: “Only the present has an existence in 
nature; things past exist in the memory 
only; and future things don’t exist at all, 

because the future is just a fiction [= 
‘creation’] of the mind, arrived at by noting 
the consequences that have ensued from 

past actions and assuming that ·similar· 
present actions will have ·similar· 

consequences (an assumption that pushes 
us forward into the supposed future).” B 

The Party makes Imaginary Theatre for we 
take as a starting point that imagination is 

the key to the feeling of agency (whether or 

possibility 

Henri Bergson’s position on freedom rests 
on the conception of possibility as only 
existing retrospectively. For Bergson, 
“...the possible is only the real with the 
addition of an act of mind which throws its 
image back into the past, once it has been 
enacted (...) the possible is therefore the 
mirage of the present in the past.” C His 
subtle observation is that when X 
happens, we conceive of it as always 
having been possible, which is why we 
say that it was possible, but X is possible 
only in the moment it happens. He argues 
that when we speak of possibility as that 
which is not impossible, it is a conflation of 
impossibility. Non-impossibility doesn’t 
make X possible; rather, X is possible the 
moment it happens. Elizabeth Grosz 
points out that this conception of 
possibility requires labor to become 
actual: “the possible is at best the 
retrospective projection of a real that 
wishes to conceive itself as eternally, 
always, possible but which becomes 
actual only through an unpredictable labor 
and effort of differentiation, an epigenesis 
that exceeds its preconditions.” D If 
possibility doesn’t exist in the future as an 
abstract, if it requires actualization to 
become possible, making a world where 
an alternative reality exists is enabling that 
world to be possible. The Party aligns 
itself with Bergson’s brilliant, beautiful 
conclusion, that “it is the real which makes 
itself possible, and not the possible which 
becomes real.” E 

Imaginary Theatre, while a Theatre of 
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not that agency is an illusion). And If 
imagination is the enabler of freedom, then 

what we are doing in Theatre is politically 
powerful. 

 

  

pretend, is, by virtue of being a performed 
event experienced by audiences, an 
actualization. Thus, imaginary Theatre is 
mobilizing a possible. 

     A Samantha Frost, “Fear and the Illusion 
of Autonomy,” in New Materialisms, edited 

by Diana Coole and Samantha Frost 
(Durham: Duke University Press, 2010), 

162. 

     B Thomas Hobbes, Leviathan, trans. by 
Jonathan Bennett, (1651), 9. 

Accessed December 05, 2014, http:// 
www.earlymoderntexts.com. 

 

     C  Henri Bergson, The Creative Mind, 
trans. Mabelle L. Andison (New York: 
Greenwood Press, 1968), 119-120. 

      D Henri Bergeson’s notion is discussed 
in Elizabeth Grosz, “Feminism, 
Materialism, Freedom, ” in New 
Materialisms, edited by Diana Coole and 
Samantha Frost (Durham: Duke 
University Press, 2010), 146. 

     E Grosz, “Feminism”, 123. 

  

Our idea of what Imaginary Theatre is lies stereoscopically between these two 

concepts: imagination as enabling the feeling of autonomy and possibility as 

retrospective rather than projective. Performing an imaginary creates possibilities; 

performing Imaginary Theatre enables the agency of different possibilities. By 

collectively imagining a world in which bathrooms are not divided by gender, a world in 

which identity is not essentialized, we make it possible. 

When we utter “imaginary,” we wish to invoke ‘imaginaries,’– geopolitical 

imaginaries, social imaginaries– imaginaries with ethical implications and consequences, 

imaginaries that open the space for action.  JK Gibson Graham (the pen-name of 

Katherine Gibson and Julie Graham, feminist political economists and economic 

geographers) share a similar approach to imagining as a tool to actively create 

alternatives to present discourses.35 They advocate theory as generative and thinking as 

                                                
35 JK Gibson-Graham, “Diverse Economies: Performative Practices for ‘Other Worlds’,” Progress in Human 
Geography Vol 32, No. 5, (2008): 613-632. doi: 10.1177/0309132508090821 
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enacting. Where they ask theory to enact possibilities, we ask Theatre to enact 

possibilities. We are producing and performing our politics and ethics through 

entertainment. Or, rather, we add the element of fun, of play; we wrap it in a big glittery 

bow. Why?: because we want everyone to enjoy the party, and we believe in metaphor, 

in pleasure and in art.36 

                                                
36 Pavsek, Christopher. "The Stubborn Utopian." Cinema Scope No. 32 (2007): 23-27. Film & Television 
Literature Index with Full Text, EBSCOhost. Accessed December 11, 2014. 
http://proxy.lib.sfu.ca/login?url=http://search.ebscohost.com/login.aspx?direct=true&db=f3h&AN=27106414&
site=ehost-live 

We take inspiration from Christopher Pavsek’s discussion of the film works of Alexandre Kluge: “A new 
viewer needs to learn to watch Kluge, and in some ways to be initiated into a new and exceptional kind of 
filmic pleasure. Resolutely Brechtian in this, Kluge considers it to be part of what he calls the “utopia of film” 
that even the spectator nurtured on standard Hollywood fare—or its German counterpart in the horrid ‘50s 
Heimat films—can learn new ways of enjoying which are not merely distracting (or “culinary” as Brecht 
would put it), but which combine the more aesthetic and visual pleasures of cinema with the less frequent 
but no less intense pleasures of learning, knowing, and thinking.” The Party puts this combination of 
pleasures as one of its policies. 



46 
 

 

References 

Arva, Eugene L. “Writing the Vanishing Real: Hyperreality and Magical Realism.” Journal 
of Narrative Theory, Vol, 38, No. 1 (2008): 60-85. 
http://www.jstor.org/stable/41304877.  

Bacigalupi, Paolo. The Windup Girl. Edited by Juliet Ulman. San Francisco: Night Shade 
Books, 2009. 

Bennett, Jane. Vibrant Matter: A Political Ecology of Things. Durham: Duke University 
Press, 2010.  

Bergson, Henri. The Creative Mind. Translated by Mabelle L. Andison. New York: 
Greenwood Press, 1968. 

Braidotti, Rosi. “The Politics of “Life Itself” and New Ways of Dying.” In New 
Materialisms, edited by Diana Coole and Samantha Frost, 139-156. Durham: 
Duke University Press, 2010. 

Butler, Judith. “Performative Acts and Gender Constitution: An Essay in Phenomenology 
and Feminist Theory.” Theatre Journal Vol. 40, No. 4, (1988):  519-531. 
http://www.jstor.org/stable/3207893 

Colebrook, Claire. “On the Very Possibility of Queer Theory.” In Deleuze and Queer 
Theory, edited by Chrysanthi Nigianni and Merl Storr, 11-23. Edinburgh: 
Edinburgh University Press, 2009. 

Coole, Diana and Samantha Frost. “Introducing the New Materialisms.” In New 
Materialisms, edited by Diana Coole and Samantha Frost, 1-43. Durham: Duke 
University Press, 2010. 

Deleuze, Gilles and Félix Guattari. A Thousand Plateaus: Capitalism and Schizophrenia. 
Translated by Brian Massumi. Minneapolis: University of Minnesota Press, 1987. 

Derrida, Jacques. The Animal That Therefore I Am. Edited by Marie-Louise Mallet. 
Translated by David Wills. New York : Fordham University Press, 2008. 

Frost, Samantha. “Fear and the Illusion of Autonomy.”  In New Materialisms, edited by 
Diana Coole and Samantha Frost, 158-176. Durham: Duke University Press, 
2010. 

Gibson – Graham, JK. “Diverse Economies: Performative Practices for ‘Other Worlds’.” 
Progress in Human Geography Vol 32, No. 5, (2008): 613-632. doi: 
10.1177/0309132508090821 



47 
 

	  

 

Grosz, Elizabeth. “Feminism, Materialism, Freedom. ” In New Materialisms, edited by 
Diana Coole and Samantha Frost, 139-156. Durham: Duke University Press, 
2010. 

Guattari, Félix. Molecular revolution: Psychiatry and Politics. Translated by Rosemary 
Sheed. Harmondsworth: Penguin, 1984. 

Haraway, Donna J. When Species Meet. Minneapolis: University of Minnesota Press, 
2007.  

Hickney-Moody, Anna and Mary Lou Rasmussen. “The Sexed Subject in-between 
Deleuze and Butler.” In Deleuze and Queer Theory. Edited by Chrysanthi 
Nigianni and Merl Storr, 37-53. Edinburgh: Edinburgh University Press, 2009. 

Hobbes,	  Thomas.	  Leviathan.	  Translated	  by	  Jonathan	  Bennett.	  (1651).	  Accessed	  
December	  05,	  2014,	  http://	  www.earlymoderntexts.com.	  

Holland Rogers, Bruce. “What Is Magic Realism, Really?” Accessed December 01, 
2014. http://www.writing-world.com/sf/realism.shtml 

Lakoff, George. “The Contemporary Theory of Metaphor.” In Metaphor and Thought. 
Edited by Andrew Ortony. Cambridge: Cambridge University Press, 1993. 

Lambevski, Sasho Alexander. “Movement and Desire: On the Need Fluidify Academic 
Discourse on Sexuality.” GLQ: A Journal of Lesbian and Gay Studies, Vol.10, 
No. 2, (2004): 304-308. 

Le Guin, Ursula. “The Ones Who Walk Away from Omelas (Variations on a theme by 
William James).” Utopian Studies, Vol. 2, No. 1/2 (1991): 1-5. 
http://www.jstor.org/stable/20719019 

Pavsek, Christopher. "The Stubborn Utopian." Cinema Scope No. 32 (2007): 23-27. Film 
& Television Literature Index with Full Text, EBSCOhost. Accessed December 
11, 2014. 
http://proxy.lib.sfu.ca/login?url=http://search.ebscohost.com/login.aspx?direct=tru
e&db=f3h&AN=27106414&site=ehost-live 

Sartre, Jean Paul. Being and Nothingness: An essay on Phenomenological Ontology. 
Translated by Hazel E. Barnes. New York: Washington Square Press, 1956.  

Sedgwick, Eve Kosofsky. Touching Feeling: Affect, Pedagogy, Performativity. Edited by 
Michèle Aina Barale, Jonathan Goldberg, and Michael Moon. Durham: Duke 
University Press, 2003. 



48 
 

Appendix B  
 
The Party Manual 

 



49 
 

 

 

 



50 
 



51 
 



52 
 



53 
 



54 
 



55 
 



56 
 



57 
 



58 
 



59 
 



60 
 



61 
 



62 
 



63 
 



64 
 



65 
 



66 
 



67 
 

 



68 
 

Appendix C  
 
Video Counter-documentation 

Title: Dave’s Party 

Artist: David Biddle 

Description: A promotional video for The Party’s work.  

Filename: DAVE'S PARTY.mov 

 

Title: Hubba Hubba 

Artist: Jaime Williams 

Description: Party member Jaime Williams responds to XXXX Topography. 

Filename: hubba hubba.mp4 

 

Title: XXXX Defense 

Artist: Suzy 

Description: Suzy’s favourite parts of Part 1: The Assemblage.   

Filename: XXXX defence.mov 
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Appendix D  
 
Umbrella Monologue 

Partly cloudy. Fog patches. Low minus 1. Humidity 91%. Wind: West Northwest 9 
kilometers/hour 

So… what’s your ideal humidity level? … 

Maybe that’s not a fair question as we just met… 

Well, I guess the question of ideals changes over time anyway. Of course it’s humid in 
Vancouver this time of year. Average humidity on this date has been 77.17% over the 
past five years. In Toronto it was 61.02%... not nearly as humid. You ever been to 
Toronto? It’s not as bad as they say. Sure every lover you have will spend half of their 
time changing clothes: bundling up the layers to go out, and then stripping down again 
when they get inside. But you’ll learn to view it as foreplay before long. 

There was this Scam Artist. The title was self-proclaimed. I find the term “scam artist” 
redundant. The Scam Artist was studying geostationary weather satellites; we met at a 
meteorology conference in Toronto. What was I doing in Toronto? Well, I used to get 
around a fair amount in those days. They picked me up in a whirlwind of good intentions, 
excited clasps, and first-blush commitments.  Then, as the story goes, I was abandoned, 
left in dark unmemorable places. Sometimes this happened on purpose but usually just 
because they got distracted. That’s the way. Change hands often enough and soon 
you’re at a meteorology conference in Toronto with a scam artist talking about inkblots 
and barometrics and falling into someone else’s flaps and creases as if enfolding and 
covering were just verbs. 

The Scam Artist’s ability to turn things into metaphors was impressive. Yes, it could 
seem zealous at times, but it wasn't… it was art. I imagine that after leaning over a black 
hole for days a cloud starts to feel jealous. And maybe tailors see stitch lines along the 
nostrils of dogs that urinate on their storefronts. If you try to make one concept fulfill 
everything, it will eventually let you down. ‘Scam’ was the concept destined to let the 
Scam Artist down, or maybe it was “artist”. You don't want a concept to become 
stagnant. You want to allow a concept to develop in directions you don't expect. Don’t 
you think so? 

So what was it before ‘scam’?   

What is your favourite metaphor? Art? Humidity? 

The Scam Artist was nostalgic for a time before scam, a time of salamanders. Hidden 
quick creatures that you could spot if you were very still and very attuned to their special 
tiny dances. Becoming attuned required many hours of trying to perceive like a 
salamander; which was impossible, so you always failed, but you also got better at 
spotting them. 

Hold very still, try to hear the sound of your eyelids sliding against your corneas; try to 
feel the heat your body is giving off; try to undulate the scents wafting towards me. 
Imagine I am a salamander that you are trying to spot amongst the groundcover… 
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We don't have salamanders in here, they sound very exotic to me. We have park 
benches. The seagulls can hear them creaking from high above. They know just what to 
aim at. We also have a lot of Seagulls. I missed them in Toronto. Not so much because 
they are screaming seam rippers, but because they indicate a proximity to the ocean. 

Small irony. I used to work in an office on the 7th floor of an old grey building. I barely 
moved for two years; just sat there slowly drying out. One of the problems with office 
jobs is that occupying space is more important than purpose.  Anyway, one day the 
office administrators organized a draw with some miscellaneous prizes. They felt that the 
rainy weather required some cheerfulness to counteract the gloom. The prizes were a 
collection of assumptions about middle-age: red wine, Wednesday night tickets to stand 
up comedy, coffee shop gift certificates, lavender scented candles. One of the gifts got 
accidentally overlooked and ended up with me. We didn’t get on well. He introduced 
himself by his stage name…Paraply. I mean that should tell you everything. He insisted 
on bragging about how he had almost been cast in ‘Mary Poppins’ and ‘Blade Runner’ 
and ‘Batman Returns’. This was before I was living with The Actor, and I was less 
sympathetic to the plight of thespians. Also Paraply was sticky - latex is so 
unsophisticated. They touted it as the anti-aging compound, but it sags like an over-
stretched glove. 

We had one thing in common though – we both had a mild aichmophobia. Not familiar 
with the term? It’s not as uncommon as you might suppose. A morbid fear of sharp or 
pointed objects: knitting needles on busses, thumbtacks on the floor, bare umbrella 
spokes. Is that a weird form of self-hatred do you think? 

Every time I go outside I get soaking wet. It rains a lot in here. Over the years I have 
learned tricks for this. For example, if you roll your coverings tightly it won't soak up the 
water from puddles. A lot of the wetness in the rain comes from the ground as opposed 
to the more obvious sky. When the rain lets up lovers become careless. Some walk 
through small puddles without thinking about it, kicking it up in splashes until your entire 
lower half is drenched. Of course, rolling your coverings up makes you look silly, but it’s 
worth it if you’re trying to stay dry. 

Once you get inside, if you can position yourself next to a heater you’re in the sweet 
spot. Second best option is an upholstered chair or couch, because you can deposit the 
water off into their materials. Sneaky I know. But the alternative leads to all sorts of nasty 
infections. Keep it dry, as they say. 

Sometimes goodbyes don’t hit you until later. You make lists of tasks and prepare to 
prepare. It will happen tomorrow. And when it doesn't happen there's another tomorrow. 
Tomorrow is such a funny perpetual futuring. There is always another one. 

Do you remember your best friend when you were a kid? Mine was this little hooligan 
who always had muddy hands and liked to whistle. Her parents would read stories to us. 
My favourite was called, ‘It’s bedtime let’s read Molly’. In it there is a bridge that only an 
acrobat or a cloud could have traversed. I fancy the name of the bridge - "The Bridge of 
One Hair". It sounds impossible, a long thin strand of hair stretching over a great 
precipice.  Molly can run across it with no trouble, light and nimble. But the giant she is 
fighting can never cross it, for the giant cannot balance on such a delicate tightrope. 
Sometimes in my life I have felt like Molly, and at other times like the giant. 

…Certainly I was sorry about the affair, about the cheating. I felt remorse,certainly I did! 
After all it was The Actor who had introduced me to the Scam Artist in Toronto, 



71 
 

innocently proffering my company one lonely wet night. The Scam Artist took to me like 
dew to the morning blades of grass. How could I resist such charm? Such audacity? I 
admit that I had been longing to be swooped up into romance again. I longed to feel the 
sweet sting of discovery, where you find your purpose anew in defining yourself with 
another. 

But soon the constant secrecy was like rust eating my joints. Guilt is corrosive. The 
Scam Artist sent me a book on Artistic Entrepreneurship and I found myself ignoring it, 
discounting it, downplaying it- before I realized the utter ridiculousness of that action. As 
if it was an object I was ignoring, and not myself. 

How could I explain to The Actor that although I seemed to be right there in the room, I 
wasn’t really there? How to explain that my inner here was misaligned with my outer 
here? Can there be material intimacy from miles away? I would have thought no until 
then. 

The night before the book arrived I dreamed that I was in Gene Kelly’s mansion in an 
elegant parlour. It was the middle of the night and cold. The butler escorted me outside 
into the darkness. We stopped beneath a colossal plum tree, like a giant near a 
precipice, its bulky leaves percussive in the rain. 

"It’s early for you to be up. Feeling fitful?" the plum tree asked. 

Its sweet rhythmic cadence never demanded response so I didn’t answer. We both 
turned up into the rain, the water stinging us, the wind blowing the branches startlingly 
high above the clouds. 

The dream broke off. It was three in the morning and I was out on the balcony alone. 

I have never experienced wind like I did that morning. Vancouver generally isn’t a windy 
city, but that morning it was like the force of a thousand hands pushing against me, 
pushing me against the balcony railing, pushing me up and over the rail and into the 
fierce tempestuous beyond. I tried to resist, to handle the railing like an ally, to wrap 
myself around it for safety. But the wind was relentless. It was rushing over me, 
threatening to blow me inside out, threatening to expose me. 

Suddenly The Actor opened the sliding door to the balcony, reached out and grabbed 
me. His grip was firmer than usual. He held the book from the Scam Artist in his other 
hand. 

Mainly Cloudy. High Plus 7. Wind North Northwestern. 80 kilometers/ hour. 

 

Do you remember what you dreamed last night? 

Always in my dreams it takes us so long to really acknowledge each other. I can’t just 
run up to you and embrace you and forget the distance. In my dreams there is always 
this period of shy waiting before we move forward. Last night we were in a class and we 
were doing some silly exercise involving stating what isn’t to avoid what is, for example "I 
am not a fish, this room is not a fishbowl." I said, “I don’t like you at all.” And then I felt 
embarrassed. 
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The whole time I was thinking, "Just initiate. Open up. Extend.” You looked so busy and 
unavailable. I didn't want to disrupt your focus. But after, you came to me, and you took 
me on a tour of the city. It was as if that endless awkward time had never existed. It was 
so humid, 91.02% and sweat was pooling in the crevices of your knuckles as you 
discovered me. 

All night it went on like this, I drifted in and out of dreams of you. But whenever I drifted 
back to fantasy, you were there inside the dreams and I was glad. But true to a guilty 
conscience I was always afraid that your name would slip out in the night, and I would be 
betrayed by my dreams of betrayal. 

Maybe you can outline the conditions of the weather, the forecast, or the size of the 
page and the colour of the ink. For me this is what specificity amounts to. The Scam 
Artist once said that what was to be aimed for was specificity to the point where it 
becomes universal. But geography changes everything. 

The Scam Artist had sent The Actor an audition notice, but I knew it was a rouse. The 
message was meant for me, a coded love note that I had to decipher.   

“Auditions for The Party’s production of “The Chairs” by Eugene Ionesco will be held on 
August 27th, 2016 by appointment only at Pink’s Space Bar. 

All roles are open and will be double cast. Needed are adventurous acrobats to play the 
leads. “ 

The scam artist once said that what was to be aimed for was specificity to the point 
where it becomes universal. There is an average of 43.98 inches of precipitation in the 
rain shadow annually. Although I am not sure about universals, I am sure that this is the 
moment you insert yourself into the story. 

Chose one - Galoshes or Wellies? You don’t need to tell me right away… you may 
change your mind later. 

I realize the 'you' that my inner conversation is addressed to has simply morphed into 
you.  I admit that I’m aghast; first because of the misty things I have been thinking… and 
second because I recall that I have been doing all the initiating. 

I will try to listen more. I’m listening. I am trying to hear you, far away. 

Am I unbalanced? Listening for someone else's voice in my parts? 

Everything compresses in elevators, squeezing shut in every way. Partly this blocks out 
the obligatory bank of buttons next to the door. Mostly though, it just feels good. The 
spring after I returned from Toronto I felt vulnerable in elevators. Not in an dangerous 
way, but in the way in which you might be accidentally caressed by a stranger. I felt like 
it was the Scam Artist brushing up against me. I kept anticipating his touch and then 
feeling silly. I imagined his attempt to find the elevator, find me, and then realized that no 
one would know where I was except for The Actor. For some reason I thought, "The 
Scam Artist could find me anyway." Then I felt foolish for entertaining such notions. 

The plum tree liked to say that one of the great tragedies of existence was that one 
could not always be present in the moment. Sometimes you will fade out and then 
realize that you spent the last five minutes thinking about trunk rot. But the things that 
bring us back are precious. 
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Time is gushing when you want to air out, and parched when you long for a drop. Spring 
moves so fast, but summer never comes. 

When I was younger I spent a lot of time in a dark box named 42. But when the rain 
started, my lover, The Student, would take me into the forest. Back then the forest 
surrounded my youth. It is beautiful in there, thick with trees. Though their canopy 
mechanics are ancient the structure of branches and leaves is still remarkably effective. I 
would feel only the occasional escaped drops when we were in there. I have to say it felt 
like a relief, to rest under the protection of these towering ancestors. We’ll go together 
one day – when it’s raining. 

Once The Student and I met a pair of high-heeled rain boots, which were very stylish. 
The boots were rubber, but had a pattern of pink and white gingham and smelled like 
they had stepped in cherry bubblegum and then walked through a honeysuckle patch. 
This made them fanciful, and I was fond of them. Together, the three of us could face 
any weather. We always went as a trio then, and there was no jealousy. Moisture 
created the terms of our connection and we never questioned it. You may think this was 
just the wildness of youth, but it was uncomplicated and lovely. . It wasn’t until The Actor 
picked me up that I began to understand betrayal. 

When it was new I was still trying to define my roles: protector, rustler, gift, muse? The 
Student and I had several shoes we became close to.  There was a pair that we 
treasured even more than the rain boots. We were together for four years even though 
we were just kids. Well, grown kids. I was devoted to those shoes. They were just a 
basic black oxford, nothing extravagant. I mean they were no-nonsense. Over those four 
years we got worn in and broken down in the best of ways. They were decrepit and 
deteriorated but they were damned sexy. The backs had been crushed down, and the 
toe-box had busted along the seams so that there were huge holes along the sides. 
Because of the holes, the shoes would get wet in the rain (puddles are the true culprit of 
wetness). I never knew how resilient to the water I truly was until the shoes started to fall 
apart. A fungus moved in… and started to eat them from the inside out. When eventually 
they were too mulched to move anymore, I didn’t know what to do with myself. I felt lost. 
I had always thought of the rain shadow as my geographic ally. I had imagined the harsh 
realities of moisture, but never experienced them at such close proximity. The older I 
get, the more keenly I experience this. Keep it dry, as they say. 

The Scam Artist thought everything was a Rorschach. He always called it a Rorschach, 
rather than an inkblot test – he said it made him sound trustworthy. He would come up 
with a new ‘best’ Rorschach every week. Porn was the best Rorschach. Sea levels were 
the best Rorschach. Self-help books were the best Rorschach. Shoes were the best 
Rorschach. I thought - constantly finding metaphors in everything - that was the real 
Rorschach. Most lovers look at an inkblot and see a world of raindrops and park 
benches. The Scam Artist looked at raindrops and park benches and saw a world of 
inkblots. Every object was a place for lovers to project themselves. The Scam Artist saw 
endless possibilities of finding ways of finding yourself. 

The Actor and I often stopped in at the café on our way to work. Once, there was a pair 
of sandals waiting in line with buckles so big they were just begging to be dripped on. 
They were with a young woman and a powder blue lace parasol. It seemed like wishful 
thinking and poor planning to me. It wasn’t raining but the humidity and wind chill was a 
dead giveaway. That lacy thing wouldn’t know what hit it. I felt a momentary twinge of 
concern for the little waif. The barista called out the woman’s order and she stepped 
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toward the counter, accidentally leaving her buckled sandal gracelessly behind. The 
sandal lay on the tiled floor, surprisingly vulnerable in the sudden revelation of its insole. 
I was struck by the intimacy between them as the woman gingerly withdrew her naked 
foot from the cold concrete and tried to gently slip the abandoned sandal back on. 

The Student once told me that in 18th century French painting a missing shoe 
represented a loss of virginity. There is a famous painting by Fragonard that shows a girl 
joyfully swinging in a garden. Surrounded by frothy trees, her peach satin slipper is 
pictured flying through the air on a seductive arc. The slipper is pointing coyly at a statue 
of cupid. The frivolity and playfulness of this image has always appealed to me. There is 
no show of modesty or shame between them; they swing through the canopied air with 
sheer abandonment. 

The cat is named after a character in a novel. The novel begins with the author’s 
observation of an elderly woman receiving a swimming lesson from a young lifeguard. At 
the end of the lesson she steps out of the pool and turns to the lifeguard to wave 
goodbye. She raises her arm light-heartedly as if tossing a brightly colored ball to a 
lover. It is the gesture of a young woman coyly saying goodbye to her admirer, and yet it 
seemed perfectly natural coming from this older woman, waving goodbye to her 
swimming instructor. Suddenly the name Agnes comes into author's mind. The author 
will write her story, the story of Agnes. (The Agnes in the novel is not the old woman 
from the swimming lesson. Rather the name floats down alighting on another woman, a 
woman who looks into mirrors.) He then goes on to describe how the gesture of the 
wave does not belong to anyone. Gestures, the author suggests, are not owned by 
people, they are not personal, but rather universal and limited. There are only a certain 
number of gestures in the world, and every once in awhile someone embodies one. 
They are not owned by us, but instead speak through us. So this is why the cat is called 
Agnes, the gesture of a cat embodied. Cats live with you sometimes, but you never 
really own them. 

Cloudy with 60 percent chance of showers. Low plus 9. Pressure 102.2 kPa. Tendency – 
falling. 

The Scam Artist started complaining about time. Fighting about time is such a waste of 
it. I have this paranoia about being hit by a piano falling out of a window. I could be hit by 
a piano tomorrow, 88 hammers striking my lover and me, creating a sandwich of 
popping coils, splintered wood and good intentions. Can you imagine being implicated in 
something so horrible? I lived in fear of being an accidental murderer. 

When spring ended I had barely begun to mourn losing The Actor. The Scam Artist 
wanted to move on and move quickly. But relationships are not discrete or clean. 
Especially at the ends they are overlapping, inseparable, impure, bleeding into each 
other across decades and borders. I was beginning to feel a lack of belonging. 

Do you know those spring-cleanings where lovers separate the possessions from the 
things, and some of us get abandoned? 

I felt bittersweet for the pack-rat past. A time when you would keep objects close, a time 
when your self was contained in the objects you kept, recollected through a familiar book 
or reframed through an old mirror. I was feeling insecure and somewhat raggedy… 
actually make that exceptionally torn… actually make that old. 

Sometimes goodbyes don’t hit you until it’s too late. 



75 
 

The park benches started to peel their paint and the air was so dry I could feel myself 
turning into a fire-starter. The heat made The Scam Artist irrational. Day and night 
seemed to disappear into each other.  We would come home after work, and the Scam 
Artist would dive into the prosecco, which he claimed was quenching but I mistrusted the 
effervescence.  We would droop into the evening, trying to pass the time by listening to 
the Scam Artist’s version of self-help books. These were audio recordings entitled, 
Citizen Science: Changing Tides Changing Minds. I would have preferred The 
Cloudspotter’s Guide, but I understood that it was important for him to keep up with 
current artistic trends.  

When the Scam Artist got too deep into the prosecco we would end up in the shower 
belting “Singing in the Rain” and pretending the empty bottle was a lamppost. “Musicals 
are the best Rorschach”, he asserted into the showerhead. “Rain indoors!” He would 
shout, “We can get it to rain indoors, but we can’t stop the floods! Let the stormy clouds 
chase, everyone from the place, come on with your rain, I've got a smile on my face!” I 
always made sure he was dry by the time he awoke. All night I would slowly seep the 
droplets off of his crumpled body and deposit them into the bathmats. 

How much can we get inside the membranes of another? Is being a memento the 
closest we ever get? Where does a touchstone stop and a precious metal begin? 

I have three questions for you: 

1) What is your ideal humidity level? 

2) Galoshes or Wellies? 

3) How did you learn to be so romantic? 

I felt out of place. The Scam Artist didn’t even seem to notice me anymore. It was as if I 
was disappearing in my own home. When he wasn’t ignoring me he would say things to 
intentionally hurt me. He would say them nonchalantly, as if the cut of the insult was 
pure accident. 

“The concept of ‘purpose’ is so restrictive” he said one night. He had asked The Actor 
over for dinner in what I hopefully imagined was a conciliatory gesture of friendship. But 
when he said that about purpose I understood that the real intent of the evening was to 
make a mockery of me. 

“Purpose is just a way of punishing those of us who are too independent. What if, 
instead of purpose you had a penchant, or a talent? What’s wrong with dappling? 
Purpose sounds so pre-ordained. It’s just meant to trap you into staying in your place.” 

“How would you know?” I silently chastised, “You wouldn’t know a purpose if you found it 
in a Rorschach!” 

“I mean really, what things have purposes?” he mused. “Occupations have purposes, 
chairs have purposes… but do those things experience happiness? The concept of a life 
purpose is just a scam to get you to give yourself away for someone else’s gain.” The 
Actor was nodding assent. 

“How can you think of it so crudely,” I wondered, “ when you know that my purpose is to 
cover you? Happiness is not a purpose, it’s a postulation.” 
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“Come to think of it,” The Actor chimed in, “Purpose would narrow our experiences 
considerably." 

“I would rather be happy and free, than enslaved to a purpose.” The Scam Artist 
concluded.   

“My purpose is to cover you.” I affirmed quietly to myself. But it lacked conviction. 

I was taken to Paris over spring break when my best friend was fourteen. The constant 
clouds fostered a sense of timelessness. For some reason I always associate sun with 
the passage of time… like a sundial, if the shadows move then time must be perceptible. 
But if it’s cloudy, or overcast, then everything is suspended.   

The Actor once performed in a play as a man called Galileo. In the play he is trying to 
convince his enemies that the earth moves around the sun. He says that, “the sun is not 
a golden coat of arms but a lever; the earth moves, because the sun moves it.” When 
the actor used to rehearse these lines at home, I would be confused by his actions. He 
would sit very still, looking out the windows onto the quiet street. But now I think he must 
have been revelling in the slowness of the earth. 

In Paris, we gallivanted like giants. I felt the scrape of history against my own 
invincibility. During that trip, I recognized that everything in me was narrated to some 
ambiguous listener, a hidden witness. I had a constant inner monologue. It was 
comforting to think of someone listening, I felt that I was sharing the experience in some 
way. It is only now that I realize the listener might have been you. 

I had such vivid dreams about you all night. But some of them were quite awful. I dreamt 
that we met your parents and your shoes abandoned you. Your mother was suddenly a 
grey-feathered hat. They fought about self-help books. Your father came downstairs 
enraged and accused you of being 'an object'. I was mortified but you handled it 
brilliantly. Then, your Father became a flashy vintage car and he asked as a test of 
virility if you could drive. I despaired at his horrid manners. We argued about the 
capacity to be virile. Abruptly the car broke down, and to everyone's surprise you 
announced, "I can't drive the thing, but I do happen to know how to restore the engine on 
a 1941 Oldsmobile." How did you learn to be so romantic? 

Can you remember every lover you’ve ever had? To be honest, I can’t even recall how it 
ended. After the heatwave I was so bleached out I barely cared about anything. The 
Scam Artist wanted specificity to the point where it becomes universal. Like a goodbye 
wave that resembles throwing a beautifully colored ball.  

Sunny. Windy near the Strait of Georgia. High 32 except 37 inland. UV index 8 or very 
high. 

 




