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Preface

I've been remembering that when | was in fourth grade, my teacher (Mrs. Powers) gave
me a box to keep under my desk. | loved to learn, but | had a hard time keeping track of my stuff,
and | couldndét ever quite f olbtiomotianmertdertact i ons
focus. Ihad entered first grade both early and fatgth my birthday just aoupledays past the
age cutoff, | spent the first few weeks of school being tested and observed in kindergarten to see
if I could hack it, eventuallyproving my readiness and joining the ftithe first gradestudents.

Then my family moved halfway through the year and | had to start over, repeating the process at
a new school. Then we moved back and | started again, returning as a new kid in anabld scho
Meanwhile,| wasbeing ejected from the classroom for misbehaving, publicly chastised for

doing assignments incorrectly, and repeatedly told that | did not b#lergj this place that |

was required to go to every ddiywas a confusing experiend&hen Mrs. Powers gave me this

box in fourth grade, it allowed me to collect and arrange my stuff in my own time, in a way that
made sense to me; it gave me a way to change positions and move around without disrupting
others; and it helped me stay moresgr® and engaged. The kimisdomof the gesturallowed

me tobegin tobelieve that | might actually belong in the classroom, rather than just exist as its
antagonist. | am forever grateful to Mrs. Powers, lamape that my project in some way pays

thatkindness forward.

Cutto my second semester of graduate school, in WMST621 (Feminist Theories and
Womendés Move men tPofessoBatia kirng has gsked gs)to:assemble kits that we

need for fAdesign/ art/ maki n gbdngthemwitthustoclassult se of



was January 201/hd | was in denuouslysuppressedage. What | needed most for my learning
was somewhere to put my feeling® I consulted WikiHowto weavea basketand filled it with

my favorite kinds ofoosestuff to process witli assorted craft materials, old postcards, bits of
string and other adhesives, poems handed out at art evenBerbaps an unconscious echo of
the box | had received as a classroom accommodation many yeaysngri@sponse to the
assigment was to creat intimate, particular, ridiculous furnishing for my habits of collection

and arrangement

[Image descriptionMultiple views of an unskillfully handwoven basket, having just taken form

on a pinkiskpurplish woven rugCoupon pages and old maps are spread underneath the
cluttered container, arassorted art supplies are strewn about. The basket is made of flat and
wide reeds bound witnarrower strips, dyed yellow and quite irregular in their spacing. It has a
reflective rectangular base and two teal runners along the bottom so it can stand up on its own.
Two wide yellow ribbons have been affixed as straps with an old belt, wovetuddirfédoers

with green leather details, so the basket could be worn like a backpack.]



| returned to the basket as a medium for a séance | held at the Maryland Institute for
Technol ogy i n %Amnsvershry @eebration, te sudmod Ratigsrit of
delighted curiosity as a method for teaching and learmiggemonition of what will come in
Chapter 1. In many ways, my junk basket inspired my scheme to replace the trash cans in the
d e p ar t meewith@rs intevaictive sculpture, which did not end up working at all how |
planned, which you will read about more in Chapter 2. In many ways, remembering the story of
The Basket, and its predecessor The Box, teaches me how to respond to the lures of
Prdessionalization with crafty curiosity and a reverence for dream wisdom, which has informed
the shape of Chapter Ghapter 4 isn honor ofthe many teachers who have shown me how to
listen for thesongthat needsingingright now, and mde space for m& practice choosing a

story of care.



I f it is a human thing to do tedblput somet h
or beautiful, into a bag, or a basket, or a bit of rolled bark or leaf, or a net woven
of your own hair, or what have you, and thake it home with you, home being
another, larger kind of pouch or bag, a container for people, and then later on
you take it out and eat it or share it or store it up for winter in a solider container
or put it in the medicine bundle or the shrine or thesgum, the holy place, the
area that contains what is sacred, and then next day you probably do much the
sameagai® i f to do that i s human, i f thatds v
being after all. Fully, freely, gladly, for the first time.

1Ursula KLe Guir'Carrier Bag Theory of FictidgriDancing at the Edge ¢tie World 165.
\
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2Mary Oliver, "Caming Homg¢' Dream Work 114.
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along the dark edges
of everything the headlights
like lanterns
sweeping the blackne8és
believing in a thousand
fragile and unprovable things,
looking out for sorrow,
slowing down fohappiness,
making all the right turns
right down to the thumping
barriers to the sea,
the swirling waves,
the narrow streets, the houses,
the past, the future,
the doorway that belongs

to you and mé.
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weapons platfor ms, battle tanks and individua
producer of small caliber ammunition, mediaaliber ammuition and gun systems, and
produces a complete family of largea | i ber t acti cal andAstlarget pr e
attempt to teach and learn in the presence of such histories, conditions, and commitments to
harm, | ask myself: whaian |1 d& Within and amidst these violent investmentiare can |
nurture, maintain, and celebrate cultures of care?

| entered this project through the portal
personal is political; and not only are our personal experiences shapigigtentdand particular
circumstances of power, position, privilege a
experience) is always already a provisional and contested pronoun. Chela Sandoval describes
this as nddif f er &moddofunderstandisg@nd deing in thesveorlddhat is not
motivated by a desire for sameness or equality within the current conditions of our lives, but
rather by a desire to transform our living conditions in response to the different and particular
experiences of those most vulnerable to the systeaxittaordinaryand mundane abuses of
power that conspire to keep inequality and injustice in place. The training in differential
consciousness | have received here rings in me to a tune dailkeyt a quality of being present
with my circumstances and beholden to the relations with whom | share a struggle for freedom
and seldeterminationboth at once

Doi kayt is a Yiddish wor d deshridihggaJewish be tr an
movement/valuehiat found me through the inheritances of my grandmother Dot Freiman Peskin

z 0 IsrallyiAg cry for the Bundists, who agitated against fascism and stood in solidarity with

6b 2 NI K NR LJ D/hatxveYDiof/ By & ® ¢
’SandovalMethodology of the Oppresd



exploited workers andthermigrants in Eastern Europe and throughout the Jewislpalia in

the early 20th century, doikayt celebrates lifewaisch resisoppression, exploitation, and
dispossessiofiDoikayt nurtures a commitment to embracing each other in the imperfect, already
broken world that has brought us exactly where we dundelves together at this moment; all
belonging as strangers under colonial capitalism, within the fiction of imperial borders, up

against cruel hierarchies of time.
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Dreams

In my dream, our bodies are part of our collective body and our collective
body is not just us, but our whole planet, our earth body. My body is made of
stars and dirt and the blood of my ancestors and the breaths of glétpe

who have been here before me and the green exhale of the trees. How can |
possibly think my pain and my joy is mine aldhe?

| dream this dissertation witnesses and presents a learning experience as a work of art. | dream
that in the process ofeating this dissertation, | cultivate my lived ethics of care, and that my

work centers care as a structure of value. | dream that this contribution to the institutional record
is of service or inspiration to anyone needing pedagogical support or orgaoizhrorizontal

relations within and against the University, and that it provides resources/pathways for those
moving through the University to get beyond it. | dream that this dissertation brings into
presence, form and activity ideas that allow me tagme liberation and setfetermination for

all beings, reparation for immediate and generational harm, return of stolen land, regeneration of
the earth, and and and so that others might practice on their own, or in their own way. | dream
that the process pleasurable and deep and transformational. | dream this dissertation leads me

to become a better teacher.

Doria ARYAIKGEZ d¢a2NB [ SIftAy3dx a2NB 2F (GKS ¢AYSodé
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Nota Bene

Dear Reader:

This dissertation offers a creative, artistic, and poetic interpretation of the institutional template,

using the interplay of text, image, and embodied experience to share the story of what | have

learned in the process of my graduate training. At cemaiments throughout this dissertation,

the font and/or color of the text changes, elements repeat or may appear to be out of order,

images and stories disrupt the flow of analysikese are aesthetic choices | have made

intentionally. Mistakes, failures nd i ncoherences are integral to

the Universityos record of scholarly research
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List of Tables
(other tables)

How the table appears might be a matter of the different orientations that
philosophy takes toward the objects that it comes into contactvith.

1. There are many empty tables around the dance floor, although the bar is
crowded. The light is red anduted, and Connie is dancing to the Rolling
Stones while the band rests. | prefer dancing to the records mostly because |
can really get into the rhythrt.

You set out a table before me in the face of my foes. / You moisten my head
with oil, my cupoverflows?

| appreciate the opportunity to pull toge:
wrestling with over the past couple of yeec
for more than eighteen months a folder |
| 6 been sliding handwritten and typewritten notes, made in furious states of
intense reflection, disquietude and hope. When | shook this folder out on the
kitchen table last January its contents did not miraculously assemble
themselves into the outline ofexture, as the mountain of peas, beans and
grains sorted themselves out for Psyche in the Greek myth. But they did remind
me how persistently certain realities and urgencies had been haunting me over
a period of time, ineluctable visitors as it seemed.

Psycheds task was t o s epgandronelentii.égpes me fr om ¢
mine, rather, as a work of connectibh.

10 SaraAhmed,Queer Phenomenolog$.
11 AdrianPiper, "Preparatory Notes farhe Mythic Being Out of Order, Out of Sigh®6.

12

(Psalms)23:5,JPS Tanakh
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Introduction: PRESENCEcfnditions of arrival

EPISTEM
A Technical Demonstration

AThis is the time. And this is the record of theetirHto

APal estine®™wi | | b e

i S dahgse words when you lie down and when you rise up,
when you go out and when you return. In times of mourning
and in times of joy. Inscribe them on your doorposts,
embroider them on your garments, tattoo them on your shoulders,
teach them to your childregour neighbors, your enemies,
recite them in your sleep, here in the cruel shadow of empire:
Another world is possible’d

nAs fl owers turn toward the sun, by dint of
toward that sunwhichisi si ng in tHRe sky of

14 Laurie Andersofi'From the Air,"Big Science

15 AngelaDavis, "On Palestine 4G, and the Prisemdustrial Complex,Freedom Is a Constant Struggh®.
16 Aurora Levins Morales, + QF K| @G | ®¢

17Walter Benjamin"Theses on the Philosophy of HistoW/inations 198.



To begin, a song:

O gather up the brokenness and bring it to me now
The fragrance of those promises you never dared to vow
The splinters that you carry, the cross you left behind

Come healing of the body
Come healing of the mind
And let the heavens hear it, the penitential hymn
Come healing of the spirit
Come healing of the linb

The world is already broken. And 8o here, | am not referencing the rampant proliferation of
war, increasingly rapacious extraction and destruction of natural resources, mass unhoming
through climate catastrophe and gentrification and colonial predation, rising White Nationalist
Christian Fasci®, nor ableist/transphobic/afllack eugenic capitalism which currently order
the multipandemic planetary conditions we are all living through at the time of my writing.
Instead, my assertion here that the world is broken regards a mystical Jewishlgdryikkun
Olam,whichcanbé r ans|l ated as fARepair of the World. o
many times beford.find this recounting by Jill Hammer provides a direct path to the heart of
the matter:
the Divine set out to create the world\m@cating a space, an empty space
within which creation could occur. The Divine then created vessels, planning to
pour divine light into them, in order to form all created things. But when the

divine light was poured into the vessels, the vessels coulblbthe
effulgence. They shattered, scattered sparks of light and shards of the vessels

18| eonard Coher'Come Healing Old Ideas.



everywhere. Since then, the cosmic job of humanity is to find these sparks of
light and free them to rejoin the Ofe.
As with all stories, Tikkun Olam holds an infte tapestry of possible meaning. Here | am going
to make a weaving of four strands that might begin to bring the image of this project into our

shared horizon of perception.

NOTICE

First, | notice that creation is preceded by an intentional emptying out; the exhale begets
the inhale. And | notice a relationship among creation, destruction, and discard. Gieétiah
is, the activity of lifemakingd begins with a breakage and iaits an obligation to repair.
Some tellings of the story imply that humans are bound by a covenant with the Divine to take
responsibility for the material consequences of creating and sustaining life. As a germinated seed
sheds its hus kbearsevideace af bitthhas griéf ind lbbgs dhange the holding
capacity of the heart, everything created thing transforms the creator, shattering the vessel in
which it incubated. Life includes loss, waste, disarte@nsformationlife includes composto
what must decompose. With freedom situated in a story of repair, here enacted through seeking
and recognizing divinity in everyday life, | notice how this sacred imperative perhaps brings
nuance to the Divine Creator of Lifgerimary instruction to Earthling One, as it is written: be
fruitful, multiply and replenish the earfflt would appear humans have a dual responsibility to

create more life and also to attend to the conditions in which life unfolds.

PBWaAtt 1 FYYSNE aWdzRFAAYE CSYAYAAYI FLYyR ¢KS ¢g2ySaa 27
20 |Genesis, 1:28.
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APPRECIATE
Next, lappreciate how in the story, creation transpires through failure. The Divine
miscalculated the capacity of the vessels and made a mess of things. Relatable! Accidents
happen, and they lead us beyond what we could have imagined if all had gone accaiding to
| consider the accident of one rock coming into a fixed gravitational relationship with another
rock, both orbiting a star at just the right arrangement of distances from other baisesain
system for this particular lifsustaining ecosystem &mnerge over the course of billions of years,
and | begin to understand the concept of a miracle. | sense a possibility that Tikkun Olam could
suggest approaching |life as an opportunity to
which invariably acompany transformation. In extending gratitude for thedifeng side
effects of accepting imperfectionpérceivef ai | ur eds proximity to bl es:
can sometimes elicit unexpected gifts and reveal glimpses into future potential dékoBig
Pl anés unfolding. Life is change, change is |
Too, | appreciate that the story carries an impetus to practice discernment. The divine
sparks, those holy fragments, they do not always make themselves readily apparenhas to
be on thdookout, actively tuning into the frequency of the divine as a perceptible presence in the
world. Part of the task involves sifting through the sands of experience and learning to notice that

certain flash of the divine, glimmering beneath the surfatkeings.

QUESTIONS
Thenlwonderifher e | should introduce tHnod projec
decide that element will be revealed a bit latdganwhile, | have some questions about the

final part of the st ostyfjndthesersparkeod ghhand fregtbeon o f h



to rejoin the One. 0 What does it mean to frej
freedom2WVhat are the terms and conditions of this job? Is it a union posiicmthe sparks

freed upon findig, or what other maneuvers are involved?

RESONANCE
Resonance enables a question to support and model nonhierarchical collective
action by producing a hum that, by inviting strong attention, elicits responses that do
not necessarily adhere to alreadystkig architectures of sense makiig.
Finally, the story resonates in my Box of Stuff, a mutable repository of things | collect

because | have n¢as of ye} figured out how to discard them (and anyway maybe | will use
them to make art). It also pluckse heartstringying my pursuit of study to the example of my
grandmother Dot, a brilliant teacher and-lid@g student who always sought out and reflected
the divine sparks animating the lives of those around her. She taught me to love music, and to
relish the quality of presence that accompanies singing together. My grandmother Sally did too,

and she taught me about intuitibthe importance of paying attention to what is going on in and

around me. Caught up in a moment of remembering, words begihdadd must pause.

| am grateful for the ways they both directed taward a practice of quantum listening,
which Pauline Oliveros describes as, #dAlisteni
differences in any component part dbam or process while perceiving the whole and sensing

change. The Quantum L¥TS ké&naer iDpemtvdteremsirt o | i st e

2Ruth WilsoDA f Y2NBSX GaC2NH2GGSy tfl OSa |ExgRgingGobtradichoSsRa 2 F DNJI a
22pauline OliverosQuantum Listening



vibrates in my bones, calls me to attention, enlivens my imagination of other possible worlds,

and moves me tanact a culture of care.

[image description: Scraps of brown paper lie strewn on a wooden table, like a brook cascading

into a reddish, striated rock on the righthand side of the scene. Faint gold handwriting scrawls a
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Reader, | reveal myself: everything you have read thus far has been a demonstration of a
technique in the process of arriving at a name. Sometimes | call it a rubric for ethical self
connection shared. Other times | call it a protocol for giving and receiving generous and
generative feedback. Occasionally | call it NAQR: a reading strategy for a tired brain. Notice,
Appreciate, Questions, Resonafiaene, two, three, four activations inaig the learner
practitioner to pause and bring attention to different sensory dimensions of a spatiotemporal
experience. A way to work with instinct and affinity and memory in a critical aesthetic practice,
and a way to support a consemtented processf relational feedback. This text, the dissertation
you are currently reading, has been created using this technique. Here, | endeavor to articulate
and elaborate it in such a way that yoayrhe empowered to try it out yourself, should you feel
compelledby your own will to do so. Maybe as the story unfolds we will find the name for this

technique together.

TEMP TEMPO TEMPORE

Behold the gates of mercy in arbitrary space
And none of us deserving the cruelty or the grace
O solitude of longing where love has been confined

Come healing of the body
Come healing of the mind
O see the darkness yielding, that tore the light apart
Come healing of the reason
Come healing of the hea

This dissertation emanates from a question: how do | maintain my capacity to care for
myself, my relations, and the living world we share? The | who is writing offers this question to

the You who is reading with embarrassing sincerity. EXPECT EARNNESIS AND



VULNERABILITY. PREPARE YOURSELF ACCORDING TO YOUR OWN NEEDS AND
CAPACITY AS BEST YOU CAN RIGHT NOW. Get a snack. Find your glasses. Stretch your
shoulders, change into different clothes. Adopt a critical distance and/or change the apparatus by
which you are reading this text; do whatever you are most readily able to do right now in this
moment to make it easier for yourself to be present in your own body#imy. amount of

gentleness you can bring to your embodiment of reading is enideigh .l will too.

THE QUESTI ON, Ahow do | mai ntain my capacity t
relations, and the Iiving world we share?0 has bo
i mplications. I n one sense, fihow do | 0 is a call

currently doing that might be relevant to the question? Where do | see this
question showing up in my life? What evidence do | have of this inquiry in my
actions and environment? In responding to the question in this sense, | am called
to look at my own life situati on to identify the structures and entanglements of
power which create the conditions in which | am endeavoring to care. In another
sense, this question makes a request for information. | wonder, what do | need to
know in order to do this thing I am asking? Do protocols exist that meet the
magnitude of care my question envisions? To pursue this program of study as a call
to action, | look to those who are already attuned to the collective labor involved in
keeping the many interconnected beings of this plane t alive (which is maybe one
way to address what is at stake in taking up a question of maintenance).

Considering together the ways | am confronted by this question in my own

life and what | am learning from others about its nature, the inquiry takes on a

234The relationship between the human body and mind as a single integrated entity. This term is used instead of
aleAy3 Wo2Re FYR YAYRQ G2 FFFANY GKS NEBihshvalidBking KI G 2 dzNJ
Tooth, and Bongel46.



third sense: what can | be doing now to align my actions with the vision of a culture

ofcare i magined by the question, Ahow do | mai ntain r
mysel f, my relations, and t Aemaintaivdometingvor | d we shal
involves developi ng practices and habits, sustaining 0 n e feadiness to repair, and

clearing accessible pathways to the enactment of care . This question asks not just

what | can do to take care, but how | will keep myself prepared to care for myself
and others and the worl  d around me ? How | may become more skillful and nuanced
in my approach to care, and how might this transform the world | am co -creating

with you, the tree s, the bees, and everyone else?

Over the course of the dissertation, t his inquiry takes shape in a spiral
geography of four repeating moves , the conceptual fractal which gives rise to the
action of the work : Unsettling, Dwell, Meanwhile, Sensuousness . These moves have
emerged in response to the particular ways my bodymind has interfaced with  the
structural forces orienting my feminist education within the professional training
apparatus of the PhD program . This repertoire of moves engages consent, acces S,

self -determination, deep listening , and joy 71 pre-conditions for the creativity
required to undo/step away from/dismantle the many intersecting projects of
empire which conspire unendingly against life itself , and to collectively transform

into a cultur e of care .

unsettling
Atthe heart of this project are values of Belonging, Difference, and
Sovereignty (BDS). The project puts these values to the test against the state of

education in late liberal empire. The project activates this values -based inquiry via



abolitionist approaches to rehearsal as a site of potentially transformative
repetition, aesthetic economies of feminist lifeart, a confounding confrontation with
Enlightenment regimes of history and critique, and an array of experiments in
sensuous materialism.  This work takes note of the institution al geographies of
enclosure and discipline, perfectionism and professionalization, defense and security
across which the contemporary University responds to crises of belonging,
difference, and sovereignty in which it is entangled. This work suggests that the
conditions producing these crises are essential to the maintenance of the
Uni ver sity0si drevglat iom afahe yunction of education withinthe scheme
of empire 1 and also provide clues for its potential undoing . This work senses the
contours of worlds to come , those which are  resonating in cisterns of ivory tower S,
calling forth an uprising of undercommons solidarities , embracing the fruits of
failure.

This work references Mierle Lader man thkel esd p
enact a pause in the perpetual motion machine of capitalist consumption, Adrian
Pi per 0 sartnegperienents with the action of philosophical discourse, and Linda
Montanods inhabitations of time as contempl ative |
from an atten tion to crip, queer, trans, Black, Jewish, diasporic, and Indigenous
wisdom about time as a dimension of intimacy, ritual as a technology of power, and
the radical potential of practicing creativity as a fully embodied, relational, and
exuberant experience . This work follows intuition, relational feedback, and humor
as indicators of truth and meaning.

Intuitive approach es to systemic issues can summon attendant anxiet ies, and

the present work is no exception . Rather than banish, suppress, or deny it, this
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project aimsto befriend anxiety as a research companion into the depths of feeling

i mplied in Audre Lor de 6 sasacsourcedad mowledgé antl jower er.ot i ¢
Lordebés work, and esp&cpbaity fnbsee&rofithas Power,
touchstone for my project and has been the analytic through which I have felt into

and assessed the choices that assemble in this text. I n Lordeds framing, t he
many things at once: a source of power coming from Aour deepest and nonr a
knowl edge, 0 a uni't of measur ement fibet ween the be

and the chaos of our strongest feelings, o0 a metri.

o

feel in the doing, a bridge i naysgfkmmwingnga spiritual

reminder of oneds cap,acikteyr nfedr offe epliigne njtgy A[ f | owi
and [coloring] my life with a kind of energy that heightens and sensitizes and
strengthens al/l my experience, o0 a firgdglrdand exper |
that i s empowered through mutrugawveustheenemgytoi ti on whi c|
pursue genuine change within our world, rather than merely settling for a shift of
characters in the same weary drama . ¥ ForlLorde,th isAiweary dofamadci st ,
patriarchal, andanti -er ot i ¢ s(and liweuldydd ableist and sanist to this list)
which must be transformed through the erotic is held in place through material
exploitation:
The principal horror of any system which defines the good in terms of
profit rather than in terms of human need, or which defines human
need to the exclusion of the psychic and emotional components of
that need 1 the principal horror of such a system is that it robs our
work of its erotic value, its erotic power and life appeal and
fulfillment. Such a system reduces work to a travesty of necess ities,

a duty by which we earn bread or oblivion for ourselves and those we
love .25

24 AudreLorde "Uses of the Erotic: The Erotic as PoW8ister Outside59.
25| orde 55
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As an erotic faculty, i ntuition exceeds , or perhaps eschews, explanation 71 the
Lordean voice deep within saying , it feelsrightto me ,0 seeking witness and/or
recognition rather than total comprehension ,aturning -towards feeling as a kind of
knowing without having to rationalize or instrumentalize it .26

So, in order to make meaning of this text which is oriented by intuition and
erotic sensibility , a deep part of you must accept, or at least entertain, this deep
part of me that feels a certain rightness in my intuitive moves . Pauline Oliveros
explains that depth necessarily breaks down straightforward pathways to
knowledge :

Deep has to do with complexity and boundaries, or edges beyond

ordinary or habitual understandings €A subject that is O6too d
surpasses 0ne 0derstandiryorehasttoo mamy unknown
parts to grasp easily. A O06deep oned defies st
may take either a long time, or never to understand or get to
know .27

When something surfaces from the deep , sometimes | can tell you wh atitis and
why it matters , and not always; sometimes you just have to take my word for it.

Admission of intuition as a methodological strategy or approach involves
accepting uncertainty, unknowabilit ~ y, untimeliness . Up against bureaucra tic
tendenc ies towards quantification, measurability, and deadlines, these aspects of
intuition pose athreatto metrics: by what standards of evaluation can the quality
of the work or its  fitness for credential  be assessed ? We find ourselves caught up in
the rational E nlightenment myth of objectivity, an illusion of separation between
subject and object, imposed to maintain orderly categorization of forms, hames,

and modes of being , enacted by deflecting attention from the dominant order

26 orde 56
27 Oliveros,Deep Istening: A Composer's Sound Pragtiogii.
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through concepts bachanads indDoenatliacamay reveals this

liberal theology as fithe god trick of seeing everything from nowhere, 0 explaining
AAll Western cultural narratives about objectiwvit:
governing the relations of what we call mind and body, distance and

r e s ponsi®\WHil they actual practice of science involves intuitive insight  just

as much as art  or any pursuit of curiosity, scientistic allegories of profit, progress,
and efficiency rely on claims to rational objectivity to authorize the legitimacy of
scholarly research . As Isabelle Stengers put it , ifWe may wel |l aspresent

free, detached of superstitious beliefs, able to enter long networks, but the moment

you try to tell physicists that their electrons are only a social construction, you will

get w&r .o
A recurring feminist intervention in this war o n uncertainty has been to
encourage self -reflection. If the hegemonic social structure tells me that the world

is only this way, and my intuition tells me that this is not it, something else must be

possible, | can choose  to pause a nd reflect onthe  particularity of my  situation . In
the pause, | noticel hold a concern about surface and depth T how can | tell if what
has surfaced in my awareness has come from my own depths, or the depths of

cultural programming through which my consciousness has taken shape ? Isthere a
discern able the difference betweenth ose two possibilities ? What if , upon closer
inspection, they are indistinguishable , entangled in one web of internal and external

meaning ?

2BDonna Ml NI g 8% a{AGdiSEISR Yy2¢ft SRIASA
Visabelle 8§ SYASNE S GLYGNRRAzOG2NE &H1216Sa 2y Fy 902ft23& 2F t NI C
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Thus, t he self -referential nature of intuition incites an interrogation of the
one who is doing the intuiting. Fears of being exposed as unqualified or expelled for
unseriousness arise.  Perhaps we need to develop more trust before we can make a
leap into understanding together. Beyond white cisheteropatriarch al capitalist

fixations on rationalism and economic productivity through which common sense

notions of intuitive practice have embedded themselves in our psyches, 30 | sense
that the anxiety surrounding intuition as a methodological tool or approach has to
do with a question of being accountable both to and for the sources of my curiosity

and instinct 1 what has created the formation from which my intuition emerges :

and towards what vision of life does it compel me ?

Judith Butler addresses this kind of anxi ety in the introductionto  Parting
Ways: Jewishness and the Critique of Zionism , in which they meticulously break
down all the potential pitfalls that might beset or derail an assertion of opposition to

Zionism from a Jewish perspective . Butler identifies that any attempt to convey
such a critique is always already caught up in a contradiction: if Zionism is a claim
to Jewish supremacy, then, fiHowever important it may be to establish Jewish
oppositions to Zionism, this cannot be done without a ¢ ritical move that questions
the sufficiency of a Jewish framework, however alternative and progressive, as the

defining horizon of the ethic  al. ¥

I n what Butl er <cal |l s adgsdrtmge Jelvistmess asthe ef f ect , O
legitimizing basis for a critique of Zionism carries the potential to further entrench
Jewish hegemony in Occupied Palestine . Israeli projects of ethnoreligious

30Silvia Ederici,Witches, Wich-Hunting, and Women
31Judith Bitler, Parting WaysJewishness and the Critique of Zioni&@m
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supremacy and settler colonialism are held in place not only by its own milit ary,
media, and legal apparatuses , but by the vested interests of allied states such and
their arsenals of war and words. Despite condemnation of | srael 6s apartheid

by groups such mainstream groups as Human Rights Watch, Amnesty International,

and the UN Human Rights Council , coordinated efforts to conflate anti - Zionism and
antisemitism, 32 to discreditand disempower anyone voicing criticism of Israel , 33
and to intensify military, police, and surveilla nce exchanges with other

ethnonationalist /colonial powers 34 sustain hegemonic narrative s that Israel 6 s
security state is necessary for global Jewish safety , and Jews are owed this national
fisafe 0 haven at the expense of Palestinian li ves, memory, and culture. 35 Butler
asks: fils there a way around this conundrum if one still wants to contest the Israeli
claim to represent Jews and Jewishness and to sever the connection so many now
make between the State of Israel and the Jewish people and, indeed, Jewish
val uéds?0o

Butler describes their approachtothis paradox as A et hi-depafttures, | f
meeting the edge of expedient modes of belonging and going beyond

The text is skewed by my own formation, but it means to document

what can and must be done with one
be repeated in new ways, and where a departure from formation

own f orn

o
(2]

2D2dzf REI W¢EKSSTAYAGAZ2Y 2F | yIAASYAUGAAYDE
BHussaf = G LA&ANF St A S5ALI 2YFG t NSaadaNBR ! b/ (2 wSY2@8S ¢SI OKS

Being PubliclyPro £ SaiAySe® hyS | SIENI[FTGSNE b2 hyS La I ANARy3a 1 SN
Principles, Not with Israel orltsDonors T { I f F AGF X &L 2 Af NoMattegtheState 6sf Ry RSYyY Ly
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35 Atshan,Queer Palestine and the Empire of Critiggella Azoulay and Adi Ophithe OneState Condition

BarghoutiBDS a Wt I t SAGAYS L& ¢KSNBQe¢T thrFftSadAyS [S3Art yR /S
Exception to Free Speléd T  { ®n2Hé Arakblew, Palestine, and Other Displacements

36Butler, 3
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becomes ethically and politically obligatory (for reasons both in ternal
and external to that very formation). 37

For Butler, this ethical departure takes shape through repeated disorientation and
disruption, both to their own self -concept, and to state  -supplied concepts of Jewish
hegemony. Speaking to and from the specificity of their own formative Jewish

education, Butler reflect s, adil live in a world with others who do not share that
formation, | find myself disoriented within my orientation, expelled from its frame,

and this is the disorienting trajectory of moves both ethical and

counterhegemonic € oOlIndeed, rathe r than a detriment to their argument, they pose

that their critique in fact rests on that which emerges fithrough a set of

interruptions and transpositions of the given frame .08

dwell

In short, the play was interrupted. One can go even furtheremeémber that
interruption is one of the fundamental devices of all structuring. It goes far
beyond the sphere of art. To give only one example, it is the basis of quotation.
To quote a text involves the interruption of its cont&xt.

Interruptibility iscoming for everybodyin facti it has been here all alongs climate
change intensifies, as COVAIDO and other health crises continue to debilitateydreralpublic,
asmore people are displaced ssttler warfare and resource extraction,illasion of
capitalismds seamless and c evarsfa thasesveho Havemeenh i on a
protected in thableist, global north, neoliberal cerdef empire More and more people who

have been educated to believe that disruption happens everatid not here where | live are

37Ibid, 27.
38 1bid, 23.
Walter Benjamin, "What Is Epic TheatelRiminations,98.
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now experiencing the constant interruptibility that has been a hallmark of racial capitalism and
tactic of colonial warfare from the beginning.

The ordering logic oEmpireemanates from a process of deracinatammanufactured
rootlessnesgcreated by the severing of geographic, familial, embodied, spiritual redations
producesncreasingvulnerability to disruptionLiberal institutionsset up human behavior and
sociality in terms of virtues and principles, relying on a moral foundation of politics that
presupposes a rational subjddhking and acting along a linear timeliriather thara
collective process of mutual suppditberalism figures dmocracy as a rationatatesanctioned
social ordering. Instead, my approach here focuses on ethics, aesthetics, contradictions, a felt
sense of time; a sensuous foundation for politics, perhaps. Under the late liberal distribution of
the sensible (to Iplrasefdown eldasc gaubeisl i Rayn ctio rceodnmse b a
experiencd physically, spiritually, intellectually, emotionally, geographicéllis often tied to
financial security and housing stability, legibility through state apparatuses of surveillance and
control, settler colonial parameters of citizenship, ableist and sanist norms of physical and mental
fitness, and and and all the structural foroc@sspiring tadeny us presence.

In a twist of fate, a lifdong deficit becomes an assethis climate My experiencef
my bodymind is shaped layheightenedensitivity to interruptiofi my attention sometimetts
and waggledike a bee in a garden, and sometimes it flees like a scared ahitalés constant,
ongoingmentaleffort for me to order and egete my daily activities and arrive anywhevith
any degree of timelinesAn interruption can carry mawayfor hoursor undo me for weeks.

Add to themix a profoundphysical aversion to writing things dowdifficulty sustaining order

through mundane sks overwhelming emotional responsiveness to social conditions and an

40 JacqueRancére, The Politics of Aesthetics
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inability to complete anything unless it feels fun, andttath reveals itselfthere is no executive
functioning here

A major part of myathomepractice in this scholarly training program has involved
finding ways to document and collect my thoughts, direct my attention, and stay on task that are
realistic and sustainable for whateggaite of dysfunction or dysregulation in which I find
mysdf. For my own preservatioh,am constantly developing strategies and workarounds and
pathways to return from an interruption with sefmpassion and relational sensitiyitssually
through art and creative practidenakeperformances, rituals, and ethembodied and material
containers which allow me to receive thoughts even when they are juridséaly within a
thought everif | do not fully understand it yegndto set boundaries around how | get in and out
of that thought world.

One aspect of pnpractice involves externalizing the interruption as an aesthetic strategy
that | hope can be mobilized to create intellectual solidarity not contingent on rationalist,
Enlightenment, professionalizeelading and writing norms, which presume a neurotypica
financially stable, housingecure, and and and reader. How can the interruption be a site for
political transformation? Because at the same time as interruption makes it hard to communicate,
this project is deliberately trying to interrupt this struetaf professionalization that feels
harmful to meand to me, harms everyoas a mechanism féihe normalization, enforcement,
and bureaucratization of ableism

What | do with myself irthe creation of a performance (antat I hopea successful
verson of my dissertation will do) is to contain, stylize and battgntionto the interruptioras
an undercommon methodolagyp assume interruptibility angse each disruption as an

opportunity to investigatis conditions. The goal of my process/pedagizgp create éearning
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experience that camandle interruptioswith care, that can lead back to presence with self
compassion and sediwareness, and build collective resilience by helping each other navigate
our cultural moment of unending interrupiiplwith sensitivity to different capacities and
(re)entry pointsln order to make the requirements of teaching and writing more accessible to
myself,| have tried to use what | know from my andaperformance training wreate

hospitable conditions fdearning, starting with myself and extending to my studént® thing |
hope this project provides is a way to work with the unending interruption that is endemic to life
in this momentrather than resist it. For whose life is not full of interruptioght now? And

they are not going away. How do we communicate in the meanwhile of Christian Nationalist
White Supremacist Climate Crisis Multiple Pandemic's constant redirection of attefitien?
way we treat ourselves in the return from an interruptiowiges the blueprint for how we may
treat others navigating the tumult of disruption.

So, in a dizzying spiral, the concept/image/activity of return itself returns throughout the
dissertatonl am remi nded of Uhe®igpossesdeidtY @Gangorhare novel ,
again, the General Temporal Theory asserts, so long as you understand that home is a place you
have neW&hevek, aphysicigt, is on the cusp of completing the General Temporal
Theory, a bit of physics which resolves the fundamlesdntradiction of simultaneity (time as a
container where things happen all at once) and sequency (time as an unfolding of relational
events, one after another). Seven generations
border wars and resourbearding to live on the moon in a society that has no concept of prison

and rejects private propedtyall people share what resources they have, and all people contribute

41Le GuinThe Dispossessgsb.
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to collective wellbeing. They conceive of themselves to be truly free, as oppdkecetyoizing
propertarians on the planet their ancestors fled.

Shevek tests this notion: he wants to return to the planet to share his knowledge, and
willingness and capacity to hold both uncertainty and certainty at once ignite a complex
adventure. Aste story is told, AHe would al ways be o
as the voyage out. To go was not enough for him, only half enough; he must come back. In such
a tendency was already foreshadowed, perhaps, the nature of the immense expBratisto
undertake into the ex#tAsoyefstaymdbotitahde storpoinpr ehens
leaving, this investigation of return is doubled in the structure afidkelitselfi the chapters
alternate between describing the events from Sliegsek mo ment of departure f
the events of his life leading up to that moment of depafMithout giving too much away in
case you have not had the pleasure of reading this bookhagtallows Shevek to go out into
the unknown is a deegeded confidence that return is always possible and an awareness that he
iS never returning to the same place he left.

Forever running and returning, | find myself back in the company of Jill Hammer, whose
summary of Tikkun Olam inaugurated this tdntHamme r & sRetoro to the Place: The
Magic, Meditation, and Mystery of Sefer Yetzjrghe offers translation of and commentary on
an ancient mystical texthich describes th&isdom andnteractiors of theself in theuniverse
in terms ofa dual image: aeb of lettersand a cosmic templ&hich facilitate the dialogic
process of creative departure and sacred return. Hammer explains how the text functions as a
ritual guide for cultivating presence and awareness:

Sefer Yetziraldirectly addresses its reademsxpecting them to become active
participants in the bookds i magi nal Il nca

421pid, 54.
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energy into the world. How do we do this? By sounding the letters, by imagining
the images, we tune ourselves to the energies of creation. Waddw®
network of channels through which divine energy flows into thedrl
Positioningthe reader as creative collaborator with the Diythe action of return figures as a
rest or &l dormectioo betwéen the multiplicity of creationandh e Cr eat or 6 s one
other words, the Creator is in the right place when the Creation is fully (and in the human case,
consciously) in c élammerexplaimsthatwithin this codmelog@al e . 0
structure, return signals three layers dfaty (at least):
To return to the place is to return to the Divine, who is the ultimate focus of
attention. And, to return to the place is to return to where we Iéfttof€ome
back to what we had intended to do. Finally, to return to the place isctoree
at home in the universe: to be situated in space, time, and*hody.
As we each manage our own departures from and arrivals into presence, as is the nature of

reading, as is the nature of learning, may we notice when we can feel such a threefakt)(at |

presence in our bodyminds, and may that presence open us the soft directness of our needs.

Meanwhile
The Dissertation What is it again?

So wait, what am | doing her®h yes, introducing my dissertation, this text that is the
culmination of myeducation in the art of translatioviou see, | am caught up in a bit of
confusion.Let me try to explainYou will read more about this throughout the four chapters that
follow this introduction, but tdriefly summarizeany institutional trajectory: aftegetting an
undergraduate degree in music and an MFA in Performance and Interactive Media Art, | entered

this program when it was called Womends Studi

43 Hammer,Return to the Placerhe Magic, Meditation, and Mystery of Sefer Yetzirah
44 bid.
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went to be a graduate assistant in the Design Culture & @tgd&rogram, and now as | write |
have returned to my home department, but it has since been renamed the Harriet Tubman
Department of Womenos, Tleeehserelevahat tcSheentionshére t y St u
because my scholarship emerges in relation téeaghing, and teaching in these different
locations has required me to continually reassess what bodies of knowledge and communities of
practice | am accountable to as | invite my students to learn with me. The back and forth across
has required me to liee my tools of translation how do | communicaterhat is important
about one field to a group of students or scholars in another? How do | communicate what is
important about my work to these various locations? How do | stay in touch with myself as the
learner in the center of it all? And, significantly, if the primary goal of a dissertation is to make a
contribution to a field or a discipline or some assemblage of intellectual authorities, who are
they? To whom do | address this contribution and whaheyp want from me??3omething tells
me | ammired in a problem of discipline.

Discipline can be a verbexercise of force intended to punish, coreactrain a body
into coherence with a certain order. It can also be a haurealm of instruction or entrainment
into a particular habit, and also the outcome of that entrainfmestademic practice, this line
between noun and verb, between discipline as a directed force and discipline as a habit or
location, becomes blurry inwhiti chel |l e Rowley calls fAprocesses
subj ect ©hihesaprocesses, discigimy apparatuses such as fr
academic normstc, comingle to create a culture of professionalism. As Pilar Mendoza notes,
ADIi schpsedecul tures are the primary source of

include assumptiorsbout what is to be known and how, tasks to be performed, standards for

Bw2gf Sex awSOIKAY (AT LYGSNRAAOALI Ayl NRGe@
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effective performance, patterns of publication, professional interaction, and social and political
s t a tufied.it nteresting is that even the formations that emerge to resistferact, apply
pressure to, or provide alternativiemterdisciplinary, transdisciplinary, multidisciplinaryare
still embedded within a framework of disciplinagity t her eds no getting away
towards discipline in the acadenBlurredbetween the noun version and the verb version, both
averse to being subject to disciplinary regularization and craving the cultivation of skillful habits
borne of discipline as a practice of hab&doptnot so much a position of ambivalenoey an
ani-disciplinary stancehut rather arttitude ofawareness of the unavoidable attachments to
discipline through which my work is already construed.

| see myselfreflectedi@ar ah Sc hul mamd&dgplinedipproanh tootHe a n
creation of an intellgtual projectandthusinvite an undisciplined reading of this text, however
that might work for you in particulaFor Schulman and for me, relief fraime pressure of
disciplinearrivesin the form of playlf | have not already madeapparentthis text welcomes a
theatrical readin@ you could even think of it as a plaiAnd really, ay text can be a play, if it
invites playfulnes3.A play is a text thtdirects a process of inquiry and meaning making which
gives rise to an enactment, a world unselif that comes alive through collaborative
interpretationwhich Schulman suggests invites a different quality of reading

| now am able to ask you to read this book the way you would watch a play: not

to emerge saying, 'The play is right!" but rathembserve that the play reveals

human nuance, contradiction, limitation, joy, connection, and the tragedy of
separation. That the playwrightos own hu
unavoidable flawg’

The play is not designed to make an argument or prove a point, but insseiatended to incite

an inquiry into the very foundations of oneds

%3Sy R21T I T dapit@ibnRaBdrDocoral Student Socializatior.
47 SchulmangConflict Is Not Abuse
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An echo of Schul manbés premise reverberates

feminist thery that does not immediately turn to comparison in order to evaluate correctness or
authority, but instead investigates the apparatuses which produce and legitimize theory in the
first place:

Rather than beginning by asking what is the relationship betfereinist
theory and practice, or between feminist theory and other kinds of theory, we
need to askhow is that relationship itself produced, and how is it an effect of

the forms of production, exchange and consumption that are already iniplace
the irstitutions we inhabit®
(emphasis mine)

With Ahmed the temporality of the operations are paramoBRIOR to or BEFORE one can
move into questions of theory and practice, first one has to think about how the relationship
between theories and between praxes are produced by institutional priorities of publishing,
funding, hiring, partnership with governmeand business, efcthe things that keep the
operation running, keep people producing theories and underwriting research agendas; these
must be observed and analyzed to understand the nature of academic discipline and
specialization as a function ofdasure A disciplinary apparatusan actas a bordedoesi
produdng some kinds of security and a space to share common terms and approaches to
collective enterprise, and at the same tareatinga constant state of destabilization and
delegitimzationfor anything that threatens its selbncept.

Undercurrent regimes aéxtractve precarity can we question the inherent value of these
industrialized territorialdistinctions?s there room toagardthe inchoate, the prophetic, the
unnameable, the edge dwedl knowledge as valuable to someone out there trying to make their

way through thing8As idiosyncraticand undiscipliningnovemend, departurs, interruptiors,

B KYSRZ a2 K2%$./2dzyiAy 3K
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and returs have shaped this praje it has necessarily materialized dsiteof a misfit*® andto

guoteKati e King, AOf course | wd4nt to make a vi
At its core, this project stages a confrontation of the various trainings that have formed

my ethical, aestheticnd relational processes of learningoth within and beyond the academy,

both amateurish and professionah order to lean into the fissures and ruptures one might

ignore that the othercanséeo | | owi ng Rowl ey, Chowdhury, and

feminist praxisofit e ct o ni ¢ byalewingniyself to rergain messy, vulnerable, and

sometimedglisoriented at the center of it alesisting resolutiomto

disciplined/disciplining/disciplinary conventionisaim tosurface the learning that emergdésen

things are falling apart am thinking about how every assignment is a physical experience,

unfolding over time, sbam always concerned about what | asking my body, or the bodies of

my students to learno putin our flesh memoryMy hope is thathis sensitivity supporta

strong container of relational awareneesyou, my reader can find your way through with

curiosity and rather than frustratiomoving at a pace that feels good to you
Here in this diss#ation, | am invested in artists/art work as foundational theanynot

asan object to be interpreted, laga kind of reading and analyzing and responding; a shape of

activity and apparatus for assessment/evaluation/reflection Aselfl am not nvested in

aligning myself with art as a site of discipline or disciplining normalization. To quote bell hooks

by way of Kyle Goen by way of Nitasha Dillon, | am invested in art as a practice of freedom.
Freedom here does not imply a carefree or unenetedapproacivaking art has

taught me that every choice in a creative process matters. What materials are used and how they

“Garlandt K2Yaz2y> dairaFAiidaoé
50King,Theory in Its Feminist Trasgifii.
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are sourced, how the work appears in | anguage
maintenance, how meetings are futhe seemingly small and mundane decisions in how a
process proceeds are what determine a project
the speed of life.

Tending to the quantity and quality of time in which we are sharing space honors the
embodied, relational nature of learning, making, and imagining. For me, this requires a process
orientation, rooted in an ongoing articulation of core values, sensitive to learning as an embodied
experience. Througy dissertatiorresearchl haveendeaveed to findways to organize
learning around consent and discernment, drawing strategies, practices, and analytics from artists
who are working on what might make life/earth survivable for those under constant and
immediate threat of extinction. | have adto teach and learn in ways that are grounded in
embodied/lived experience; inviting students to consider and respond to their material conditions
with depth, nuance, specificity, care, and creativity; and providing opportunities and strategies to
practice reading circumstances for structural, intimate, and interpersonal dynamics of power.

Hereatmy particulanntersectiorof art and pedagogy, | am inspired by Grace Lee
Boggs6 concept of visionary organizing, by wh
iencourage the cr e%liikvee Boaggasc,i tly d onn spiedoeprl ee ndc c
creative capacity a fundamntal social necessity. Hosting diverse groups of students in inquiry
into the structures of power that shape our everyday experiences of patriarchy, capitalism,
colonialism, climate change, and all other manifestations of empire necessarily requires
enga@ement with histories of trauma; ones that students already know intimately, and which

affect all members of the learning community differently. What | hope this project suggests is

2CH y3X bwSAYlIIAYAYy3I wS@2ftdziAz2yyY vs! 2XA4G4K DN}OS [SS .23
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that a base condition for this kind of emergent, visionary learning ecassafe enough
container for engaging with vulnerability and generosity. As such, | choose to stieatniag
experiencesising protocols, practices, and culturework from disability and healing justice
knowledge worlds, where meeting access needsraking space for difference are understood
as acts of revolutionary love.

Returning to the multiple possible meanings of discipline, a third sense emerges in
abolitionist Mari ame Kababdés framing ofthathope a
is strengthened by continually showing up and practicing a kind of criticalihlopging for a
better world not by b uescgpingigtouopiandastasigmtbyd i n t he
noticing, appreciating, engaging and reflecting the worko$é¢ who are already practicing
other possible worlds, dedicated to radical projects of €ameKaba, the activity of hope as a

discipline centers around choice

Because in the world we I|live in, it 6s eas
everything is bad all the time, that nothing is going to change ever, that people
are evil and bad at the bottom. It feel s

various differethways, so | really get that. | understand why people feel that
way. | just choose differently. | choose to think a different way, and | choose to
act in a different way. | choose to trust people until they prove themselves
untrustworthy?3

If this work adheres talisciplinein anyaspect of its coming into being, | choose to offer it in
servicethis abolitionistethic of hope as a commitment to everyday, nitty gritty, mundane and
extraordinary work of collective liberation

We could continue to look fand consider nontrivial all sorts of resistance, but

instead of taking these as signs of human freedom we will use them strategically
to tell us more about forms of power and how people are caught up irtthem.

53Kaba,'Hope is a Discipline’S 52 ¢KA&a Q®Af 2SS CNBS ! a
SAbu] dzZZ K2 RX a¢ KS starges2y 0S 2F wSaa
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sensuousness

One thing | have learned fromy owntrainingexperienceand from my experience
training otherss that it requires tremendous bravery and vulnerability to share our creative
selves with the world. There is so much fear about the things we create bearglbabng, and
the attendant suspicions thahight be bad and wrong if the thing | have made is bad and wrong.
[I connect to what Artaud says about the cruelty of fothmt it is easy to get wrapped up in
formal projections based on hegemonic concepssiccess and recognition.] There is a deep
desire to be seen, heard, recognized, and understood, because our daily engagements with empire
require it from us. We must be rational, intelligible, and cohere within a recognizailénfor
order to drive, giea passport, get healthcare, qualify for public assistance, go to the bathroom,
advocate for our | oved onesél wonder about th
recognition. Why the cruelty of state (mis) recognition and (mis)representatiorseneate
insatiable (and counterrevolutionary) hunger for representation in media and culture. What if we
move recognition away from representation/achievement and towards
celebration/accountabilityi?ly mind goes back to the story of Tikkun Olam, the action of giftin
the image of the sieve. Handling each fragment of life to find and cherish its animating force.
Seeking a one that is not one but two, a relationship between, sustained by mutual care.

In academic contextspth humanities and art feedback models axecsired by the
activity of critique.Critique shares an etymological root witliscern ascertain, secret *krei-,
ito sieve. .. di s<Thereis am anplied siftidgi thsotigh whatisi net kit to find
the real thing; the familiar call ®tudy, to questioriWe know critique can be motivated by love,

it can be generous, and it can elicit sharp and focused thirkiagas critique in a humanities

54 F - N®Bidin and Meaning of Root" by Online Etymology Dictionary.
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context can refer to the feedback one gives someone else on an idea or a project ocartext, it
also refer to the textods r eAsAllandeSouzmptesat t i t ude
critiquefunctions in similar ways in an art context, wherns & fundamental and ubiquitous
aspect of formal art education, referring to the practicesponding to student artwork (as in
the crit, where everyone comes to your studio and responds to your amatk)is also a mode
of artmaking itself DeSouza highlights its operationalization of interruption to defamiliarize
latent ideologies embeddevithin the gesture
Critiquebs partial aim, through discon
interruptions, is to reveal the ideological patterns through which art (in this
case) is experienced, to detach and transform it from its foundations, and to
make it differently operational in the present/futurtnese various moves
tracked as genealogi&8
In my experience, howevespmething else iat staketoo,in unpackingthe activity of critique
This work seeks taddresshe dimension of critiquehait surfaceas embodied
repetitions academic laborers perfotnstitutionalinertia towards quantifiability,
professionalization, perfectionism, and solutioniemtyains a habit afritique inflected with
tendencies of surveillance, competition, ancedse&>’ The apparatuses for feedback are
simultaneously bureaucratizéttough minutiae of titles and paperwakdoccluded by the

veils of hidden curricula. In this climate, | find thaiticue is often levied without sufficient trust

and clarity builtbetween its giver and receivand without exchange protocols that center

56 deSouzaHow Art Can Be Thoughi Handbook For Chands.
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presence and compassion. My attention in this work to teaching and learning discernment, or
practices of contextesponsive and setéflective differentiatioimeaning makingcomesrom a

desire to cultivate greater sensitivity to the temporal and embodied ways we engage difference as
a foundation for understandiniggo more deeply into this in Chapter 1. For nlowill say that

this dissertation aims to outline an-aetsed pedagogy that can harness the steam of critique for
creative reparativeand perhaps even revolutiongyrposes?

In the pedagogical landscape this dissertation aspiesdofeedback is framed not as
critique per se, but rather eseativeresponse. Authentic expressi@hat might be called ari3
recognized as a lifgiving resource, a site of vulnerability and generosity, a portal to another
possible world. In giving anceceiving feedback on creative work, artists learn to cultivate
curiosity, empathy, and resourcefulness. Respondents to the presentation of creative work in
progress follow a protocol groundedself-awareness and deep listentogenergize and
empower #ists to bring even more truth to the vision of their wakkchoring art training in a
culture of consent and mutual support, creative expression is situated as both an individual
pursuit, a relationship with oneself, and a collective enterprise or coityn@ngagement

The protocol | have developéere isgreatly inspired by Liz Lerman’s Critical Response
Process (CRP), a methotifeedback on creative work with the goal of returrtimg artist to
their projectwith information, resourcesnd a sense empowerment to keep developing the
work on their own terms? As | have adapted and riffed on tmaddel with my students,Have
foundthatthis approactnvites thoughtful, compassionatgen,and imaginative engagement

from all members ofhelearnirg community. Thisvork feelsimperativeto practice right now:

— Q‘
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how to bring attention/intention to the tools we use to sharexqressions of lifand respond
to the lifeexpressionsf others, to care for and nurture the spirit requiregt@ltome other

worlds as they reveal themselves through the art we are moved to create

One effect | have observed this process en
pace, both creating an Manyd @epes imthis disgertation haven e 6 s o0

emerged from my relationshtpe passage of time andfbe turning of the calendarchapter 1
tells the story of how a class unfolded in response to its moment on the clock of thewyorld,
focus on the work ofréist Mierle Laderman Ukeles in chapter 2 was largely motivated by my
respect and awe for her commitment to long durational artistic projeetBrst draft of chapter
3 revealed itself in response to Passover 5782, and chapter 4 has something tatsay abo
reckoning with the moments before the text becomes its final #gsrham currently writing
this introduction, | am counting the omer, a ritual observance that involves counting each day for
the 49 days between Passover, when we are remindedetbthee story of Exodus, and Shavuot,
when we are called to+read The Book of Ruth.

The Book of Ruth, another Jewish story of a shattering and what can happen after. The
first strike: due to a famine, Naomi and her husband must leave their homelandndhegpite
el sewhere and raise a family. Strike two: Nao
daughters of elsewhere, Orpah and Ruth. Then both her sons die. Naomi, Orpah, and Ruth are all
out of luck because strike thrdbe law of the landsi patriarchy and without a husband or a son,
they haeno access to money or propentecessities for survival in the prevailing economy
Naomitells Orpah and Ruth to go back to their families, she would return to her homeland alone.
Orpah and Ruth prasg they will come with her. Naomi reminds them she has no more sons for

them to marryshe cannot guarantee them status or survival. Weeping, Orpah left. But Ruth
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refused. Nao mi says, Al ook, your sister has g
fool ow. 0 Ruth responds, Al will not | eave you.
stay. Your peopl e ar e fYhisptenodedices careyavaudeclargtiord i s
of family, an acceptance of ones relatedness beyond patriamcitailists of family and

inheritance, staying together when the world is designed for you to be alone.

Mi a Mingus echoes Reacdultifgof ratlieatcrippmmodesof on i n he

solidarity:

We are traveling, trying oiotothisr ack down
restaurant, your dog isnét allowed in tha
canodot fly to the mee&dlilnggf sws .weTlwey | warodne |
to the bathroom because they say youdre i

dod andmake them wait for y@utogether. Sometimes we are comrades,
sometimes we are strangers, but we will stay together. We move tdgether.

Mingus describes crip solidarity as arejectioiicd e duct i ve abl ei smo that f
exclusively through lackvhile maintainingan inaccessible reality, reinforcing isolation and
alienation. Instead, Mingus asserts:
We will find other ways (create our own ways) and talk liberation and access
and interdependency with our comrad&§e will weave need into our
relationships like golden, shimmering glimmers of [@ppportunities to build
deeper, more whole and practice what our waddldlook like. We will
practice what loving each other coudtubk like every dayCourageously?
Aurora Levins Moralesrames the horizon of crip solidarity as a world where we consent to
belonging to each other
Part of our work, then, is to enrich the impoverished soil of the possible, to

cultivate through bdt our grand visions and our daily practices the belief that
we can create societies in which it makes sense to place our lives in each

ot herdés hands, neither exPloiters nc
60 (Scroll of Ruth), 1:16
laAy3ddzar a2 KSNBEOSNJ , 2dz ! NB LA 2KSNB L 2Ftyd ¢2 . So¢
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Offered in the spirit of these visions of interdegence and collective creativityyy work in

this dissertation seeks to suppmdvements in relatioto create a geography of care.

REALITY

O troubled dust concealing, an undivided love
The Heart beneath is teaching to the broken Heart above
O let the heavens falter and let the earth proclaim:
Come healing of the Altar
Come healing of the Name
O longing of the branches to lift the little bud
O longing of the arteries to purify the blood
And let the heavens hear it, the penitential hymn
Come healing of the spirit
Come healing of the limb
When | was a child, my fathemdirector and teacher of theateften brought me along
to rehearsaléor play practice, as it was sometimes callétved to watch as the group worked
out how to be in the world of the playlitnessng a collective commit to envisioning another
possible world and making it come alive, together, as a fully embodied expenspiced awe
and instilled in me the beliefitat al | t he wo r Thaoudlsoutany yoghhe ar s al r
studied music and participated in theatérags gravitatingowards experimental and
conceptual approachésn high school | was a chorus and music theory nalndessed with
Stephen Sondheinm college | got into what could be called new art music and critical theory,
and for my big final studergrojectl made a multimedia performance installation. After

graduati on, I found myself and myoveneenir ades i n

reseach, and queer art/performancemmunities.
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Rehearsal processes have taught me about play as a strategy for bringing intention to
action, finding presence in relation, creating safe and beautiful transitions, enacting modes of
collective survival, and lomging questions to life through repeated pracfickas been through
my participation in creative collaboration that my political consciousness has develadeatis
through my lens as an instigator of performance that | perceive the abolitionistsatonon
rehearsal as a mode of liberatory praxis. Indeed, | feel that same sense of awe | treasured as child
when reading Leanne Betasamos akRehe@salmfpos ondés | e
Living:

We are remaking the whole wodlcét once in our mst intimate and local places, and

through our matrix of relationality with all living things and actlonial movements on

the planet. A neveending project, a practice, a way of livifidy.
To me,theater representse spectacular outcome of a committed, relatiomaterial, and

embodied enactment of a collective imaginatidning the show is fun and thrilling, but the

rehearsal process is where the real magic happens.

Rehearsal As ResearchACTUALLY DOING

Reharsal involves questions, improvisation, feedback, planiifigat does it feel like
and sound like and look like? How do we move? What do we wear? What do we say? What
kinds of music is there? What are the qualities of light? How do we treat objectedndlith
environment and each other? What kinds of resources are available to us and how are we using
them? What can we learn and practice in order to clarify and articulate our vision? How do we
enter and how do we leave? Understanding that everyoneiiglewmultitude of experiences,
how do we gather focus around the experiences we value most, or are most curious about? What

do we need to practice in order to keep each

64Maynard and Simpsomehearsals for Living62263.
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this world? What do we learn fronorflict? What games are we playing? What kinds of risks
can we take? What stories are we telling? These are practical, procedural questions when making
theater. There are many more. And then, whato
and theryou figure out a schedule and a plan and show up to practice making this world.
Incrementally, in rehearsal. And you invite people to see, join, participate. (And there is whole
other litany of questions about how you host those people through the egpBrignd then you
ACTUALLY DO IT. Provisionally, always gesturing towards a more complete picture or a more
ambitious vision, butalsoforre@.onsi der ati on of what we are fia
or a performance, stages a diagnostic pausertsider the many layers of activity happening
simultaneously and choosing what layers to surface and play.

It is only as | arrive at the end that | am beginning to understand more about the layer of
rehearsal that | am getting at in the project. | am rapgea process | have created in order to
come into presence with the entanglement of shame, fear, awe, and reverence | carry with regard
to writing, aiming to learn more about politics and possibilities of deep care with each
reiteration. | am always trgg to write from my most present place of learning. And | am trying
to turn my attention towards what makes me feel vulnerable and welcome it in, so | can
transform my relationship to it, trying to both notice and stage opportunities to practice doing
thatwith others, which requires a lot of care, a lot of work, a lot of effort. #gnthany arso
profoundly undeirresourced at the moment, it feels both most impossible and most urgent.

| think of this dissertation asdemonstratiomf this diagnostic paude observe what |
am Aactually doi ngo i nFrantthe vamdagepoint ofty bwnt hi s Ph D
perfectly imperfect lifeantehearsal processhope to illuminate possible strategies for

subverting and resisting institutional tendencies toumséntalize and quantify all learning for
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workplace/workforce optimization.Hopethis elaboration of what | am actualtjoing might
enlivennonscientistic, norprofessionalizable approaes$for teaching and learning to notice
how power operates, to ajgoiate difference as grounds for interdependence, to ask meaningful
and incisive questions that deepen a felt sense or understanding of the present context, and to
listen deeply for resonance across movements/manifestations for collective freedom, ishutual a
and repair.

| admit, my aimhereis to confound a certain set of institutional expectations by
embracing what makes me inadequate. At the same timgeimy project provideaccess to a
radical feminist genealogy of lifeart practice, an epistemology and pedagogy that | believe is
relevant and important to our department and its location in the college of arts & humanities, to
give an art reading of the humanities rather than the other way afblovdto approach citation
has been a major challengé&his is the embodied practice at foendation of the feminist
pedagogy | feel like | have been tasked with crafting as a student in this depaftsieei.
hooks saysiiThe academy is not paradise. But learning is a place where paradise can be

createdd®®

The Dissertation-As-Artwork

As | write this dissertation with the stat
expert. But as far as | can understand it, this is what a dissertation is. This is what a dissertation
does. These are the criteria for a successful dissertagdoreB am a PhD candidate, however, |
am an artist. As an artist, | have given myself permission to pursue a creative option. The secret

to my success: | truly believe this power is available to everybody. To incorrectly quote bell

65Hooks,Teaching To Transgre€sducation as the Practice of Freed@a7.
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hooks, Artis for Everlg o d vy . Everyoneds creativity is neede
Lee Boggs might have said. Both a text and an enactment, | offer this dissertation as evidence of
a framework for interdependent creative practice andaaeated collaboration, thexpression
of a commitment to art as life, life as art. This work is intended to cultivate a visionary
imagination through transformative learning, proposing cotpegdagogical moves for
rehearsing a world beyond Liberal Enlightenment mythologies ofitighknowing, and being
which have us learning and relearning empire every semester.

Though the regulation of the classroom expectations by distanced institutional authorities
invariably points to larger issues of neoliberalizing education and acadgitalisen
articulating simple and clear expected outcomes is integral to opening up the possibilities for
challenging traditional hierarchies of authority between teachers and students, as well as for
providing some grounding for an unconventional clagserience. Indeed, mad and crip scholars
such as Sarah Madoka Curaied othersvho work on both the pitfalls and potentials of bringing
accessible praxis into the university will not hesitate to tell you that rubrics are an access tool,
especially for stdents who are mad, neurodivergent, or experience learning différehce.
effective rubric communicates the respondentd
sense of scope or scale and mitigate uncertainty about expectations.

| began thé introduction to my project by demonstratingubric (or technique or
protocol, or strategy, or whatever we may call it) for giving and receivingtfifiening

feedback, because it takes every reader a different quality of time and effort to redlatork

6a Sy R2T S ! OFRSYAO /I LAGIHEAAY YR 52030G2N}t {GdzRSyid {2
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does not fully cohere into genre conventions. Throughout my graduate training, the creative
approach | have permitted myself to take as an artist hasprtidocedension with the
constraints and pressures of professional academia, including awibégpegardingthe
exhaustion of academic readgra bureaucratic overwhelithatone primary manifestation of
my learning has taken shapg a rubric speaks to the repetitiveness oatheinistration of
student advancement, which | encountered most directly when | first started grading (although
this process demonstrates how grading is just one labor among many), that made me really think
about how to change the structure of assignments, feedback, and evaluation that orient the time
we spend learning as both student and instructor.

Because Wen we are very tired, it can be hargptocesghe uncertainty that necessarily
accompanies a cride leap such as | have taken with this dissertatidy intention or in
providing this sample response practice is to make it easier to respexyteéssions of
knowledgewe do not fully or immediately understand with saimpassion and relational
curosity. Thispracticeemanates from animations of care that | find myself needing when | meet
the potential discomfort of uncertainty: pause and notice my senses/body, slow down and
become present with my context, ask what is underneath the surfacesyinjtem or
expressionandidentify resources that amplify what gives me life or recalls me to a sense of self.
Emerging from a desire to meet myself and others on the horizon, rather than within the
hierarchy, with respect for the different places we ctnoma within the matrices of power that
structure our shared worlds, this work is borne out of recognition that generous presence is
difficult for everybody to cultivate under the circumstances of neoliberal university, state capital,
and global empire. Thtechnique suggestdractalresponse to a systemic problesmsmall form

that can be repeated across different scales of experienceg@mition
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A four-step path, at once a circle and a wHie contours of the landscape across which
t hi s pthical fraatat uafslds and the choreographic map of their dance emanate from
observations in my life and environment while | have undertaken this study. | am reminded of
other spiritual quartets that bring intention and inquiry presenceaction andexpression:
Work That Reconnegts based on Joanna Macyds teachings,
Gratitude, Honoring our pain, Seeing with new eyes, Going $8ifara Brach teaches a
meditation technique called the RAIN of seimpassiofi recognizingallowing, investigating,
and nurturing a hurt feeling or part of oneself, healing through what Brach calls radical
acceptancé? Circles are held and protected in many traditions by calling the four direétions
East, South, West, Northoosel translated, Kabbalah tells the story of the Four Worlds
through which spirit comes to matter as: Existing, Thinking, Feeling, Doing. Etcetera. Like the
ones that orientsy project, these frames describe transformation as an embodied,
social/relational, spatiallyral historically situated experience, bearing wisdom through
repetition.

Simultaneous tthe dissertatiod materialiationas adiscretetextualobject it also
serves as aulminating expression ¢thed ur at i on al perf or foamea,0 s Get t
Studies 2016X X X X é&s much as this work is beholden to the differential genealogies of
Black and Third World feminist, queer of colmitique, andpostalightenment thought that
have shaped my educati@in service and in spite of my training) within the PhD program at
UMD, it is equally beholden to the tradition and community of experimental theater and
performance which incubated my understanding of the power/practice/potential of artistic

collaboraton to bring new worlds into being, and which taught me how to organize a rehearsal

68Macy and BrownComing Back to Life
69Brach,Radical Acceptance
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procesawith exuberant carésuided bythe interconnections of playased learnindjealing
justice, and antcolonial earthcare, this dissertation necessarily spealbpgmjects which share
the ethical imperative to imagirtiee worldotherwise, both within and beyond thelds,
disciplines, and departments recognized by the academy

As | arrive at the end of my PhD training, so many things come into view, new and
familiar and both at the same time. For seven years | have been engaged in this lifeart inquiry,
seeking to unsettle the histories of maintenance and professionalization sustaining life and
liveliness, orienting my learning towardpedagogy of care while talgmote of the landscapes
of empire and capital within and against which my questions play out. Drawing on analyses and
culturework from disability justice, critical geography, feminist materialisms, and Jewish anti
Zionist/abolitionist rehearsal theologi€&eturning to the analytic of actualtioing, in this effort
| am notactuallydoing Jewish studies, my study transpires through my Jewish
bodymindexperience; | am nattuallydoing queer theory, my theorizing emerges from my own
gueer experience; | anotactuallydoing disability studies, my mode of study is conditioned by
my inability to adhere to ableist normfnd maybe | am actualgoing these things, whether |
think | am or want to be or not, but that is for someone else to détidey case, iB work is
committed to the premise that harm can be transformed, and that the paradigms of care and
mutual support that are always already operating in the margins, among the undercommons, by
the dispossessed, the disabled, the down anduodit;ollectie creative practice is one way it
mighthold as the operating logic for increasingly greater circles of social bfguote Mierle

Laderman Ukeled) Eerything | say is Art is Art. Everything | do is Art is At

70 Ukeles Manifesto for Maintenancért 1969!
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The Dissertation asa Genre of Knowledge

|l tdéds funny, the success of this dissertati
document to prove | am an expert in a body of knowledge or intellectual tradition which is
committed to demystifying the credibility of hegemoaighority, occupying the very genre of
knowledge | am contesting. Whether or not this document fulfills the criteria to merit the
credential for which it has been submitted as
commitments and histories and aitions within and beyond the credentialling institution. In
the way questions of what circulates as a novel might reveal a history of popular publishing, or
guestions about the function of a white paper might reveal a nexus of institutional investments,
or questions regarding the language of a government policy might reveal the nature of that
systembébs organizing principles, here | am add
or model of communication bring questions about the spatial, tesngl, embodied, and
relational aspects of training embedded in the educational strudtioke produesand
maintairs the standards of what courats aviable contribution to knowledge. Considering the
di ssert at i comednporapcte@entiallingpnocess consolidated through the
interactions of 19th century German and US industrializdfidris perhaps not surprising that
these questions cannot be addressed without encountering the formational elements of ableism
and professionalizatiowhich undergird the current planetary conditions of late liberal racial
capitalism and its companioenlightenment rationalism.

| amthinking aboutFred Moten and Stefano Harriegame of professionalizatioms the

organizing forceof academic labor iThe Unversity and the Undercommons: Black Study and

Ruano-. 2NBFElyZ a5203G2Nrf 9RdzOF A2y FTNRBY Lia aSRASOIt C2
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Fugitive PlanningThe Universitydeploysprofessionalizatiomo "[circle] the wagons" around

what can/should be studied, how academics should behave, what projects are "properly
professional.”™ For Moten and Harney, the professionalization process entices laborers into the
academy through teachiigooth through teachers andtlwvthe prospect of teaching as a goal

but then establishes teachiaga phase that must be surpassed in order to becenwassfully
professional academic. Those with the highest status within the hierarchy of labor have
outsourced their teaching kesser academidsadjuncts, contingent and na@nure track faculty,
graduate students, eicor theyengage in teaching to work out a book project.

Their work draws from and extends Black radical traditions and identifies the
undercommons as a spackese "the revolution is still black*These revolutionaries, the
intellectuals of the undercommons, are the ones who are opeyatside of the circle, defined
by their ambivalence toward the state. They argue that this ambivalence is produced by the
negligence inherent to the project of professionalization ité&espite thecurrent
destabilization ohcademic norms and shifting higher education landsicaihe face of rising
fascism the dissertation remaimsunique genre of knowledge in its s&dction of the
professional academic credential. Although some sidestep the requirement and enter the academy
through recognition oéxemplary professionéadershipgcreative practice, and/or contributions

to industry, most everyone who has status pofessional academic has produced a dissertation

72Harney and MotenThe Undercommong-ugitive Planning and Black Stug,

73bid, 26

74How do | address this analysis of professionalization amidst the current fascist attack on higher ed that has
accelerated over the last year or so, making things so much worse/different? How do | address the increasing
casualization of the academic labafrteaching and the upsurge of academic labor activism? How do | do that at a
university that is committed to preventing students and faculty from recognizing ourselves as workers irt an anti
dzyA2y aidlGSK LQY NBFHfte FailAy3aH | St LH
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(or thesis, or habilitati on, Sowkapde ihnmkanmwhgenion one
say that the dissertation is a genre of knowledge?

Sylvia Wynter brings attention to the function of geasea mode of beingnd a @A s ci en
of the wordo giving socialmat er i al form and | anguage to the
A[ br i theygvhotelguinan species into itlegemonicnow purely secular (poshonotheistic,
postcivic monohumanist, therefore, itself also transumptively libe@hohumanistnodel of
beinghuman 6Wynted s wor k primes the i magination to e
being human than that singular Mathat has been reiterating in planetary channels of human
productivity since the onset of the enlightenment. It also begs the questpdowve need
genre in the first place?

In Cruel OptimismL aur en Ber |l ant says, 0 Gdonrofdhe pr ovi
experience of watching something®Bendntol d, whet
describes an array of temporal genres of emerging eventness. In their rendering, emerging
eventness appears in situations where action is stoppestapted the impasse, the situation
and the interruption, to name some todhtse Ber | ant
genres of eventness for their revelation ofdis®rganizational force afeoliberal capitalist
empire as they sayii | n @& df theavision of the everydayganizedoy capitalism that we find
in Lefebvre and de Certeau, among others, | am interested in the overwhelming ordinary that is
disorganizedby ‘Tt . o

This specter of empeteodoscdi soegdenzcgt appehkb

conceptogenre flailing: AGenre flailing is a mode

75 McK:ittrick,Sylvia Wynter: On Being Human as Pr&s
76 Berlant,Cruel Optimisme.

bid, 8
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object, or object worl d, becomes disturbed in

tomoveinit W genre flail so that we donét fall thr
noi se into despai’®Thoseofius whodeach and learrdpoatipns shaped s . 0
by an interest in difference, swuygsudiesaaadalvo mend s

the fields and study that form their proximities we often inhabit positions that disturb the
hegemonic order of the institution in both our lived embodiments and the subjects of inquiry.
This can summon fear in multiple directions,aagenre flliiwh en onedés def enses
mani festly insecure by an uncontQrientedasWwdaee di st
by defense, here in academia, the genre propensity to genre flail is inflamed.

We are alking and thinkng ard thinkingabout vulnerability, which can be scary! And
very understandably so. To be vulnerable is to be able to be wounded, to be unwilling or unable
to defend oneself against a threat or harm or breakage. We can experience vulnerability
situationally, sructurally, environmentally, intersectionally, and also in our embodied memory.
Sometimes when we feel vulnerable, our bodies remember other times when we have felt
vulnerable, and so the past is always mixed up in the present. Vulnerability is alatips agl
tooi it describes a relationship of potential injury and.rigkinerability arises wherosnething
or someone is at risk of doing harm and something or someone is at risk of being Warned.
how we respond to our own experiences of vulneralality the experiences of those around us
sets the foundation for how we approach or take responsibility for care.

Berlantidentifies that genr#ailing frequently expressess an empty gesture, lilkiee
performance of virtue dnfographic activism on s@a media, and warns against the problem of

humorlessness that migtdme along with such outbursts:

8Berlant,d DSYNB CfFAf Ay Idé
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Humorlessness wedges an encounter in ordeotrol it, creating a buttress of
immobility and impasse. People on the top of social hierarchies use humorless
performativity to produce the fear that protects power; people on the bottom
perform it to refuse to-peauwend and | eg
Humor suggests the ability to laugh together, which relies on a shared set of refer & ef
mutual recognition. So in a genre flail, even though the desire is for connection, there is
potential to ovelassume a shared point of referener to disorient all points of reference and
common grounding, or to revealkhared point of reference that is painful or upsetting, or any
other incitements of further separation. And,
self-departuresometimes one must take fleapand accept the consequences as the site of
learning Benjamin cautions that even when a flail has the potential to be a leap, one must pay
attention to the direction of oneséthatbmoment um i
The French Revolution viewed itself as Rome reincarnate. It evoked ancient
Rome the way fashion evokes costumes of the past. Fashion has a flair for the
topical, no matter where it stirs in the
into the past. This jump, however, takes place in an arena where the ruling class
gives the commands. The same leap in the open air of history is the dialectical
one, which is how Marx understood the revolufibn.
This text is an amalgamation pieces written and rewrittan my movement throughmany
different momentand placesver the last seven years, so the present tense of the text is shot
throughwith many previous presents. In this, my exercise in of the dissertation beeesl
feminig, queer, crip wisdom that no genre emerges unencumbered or unentangled from the

many different stories shaping its historical situatiore &k always already operating in

multiple genres at once, with the potential to leap between, among, and beyondnidamthis

79 hi
Ibid.
80Benjamin, Theses on the Philosophy of Historlitiminations 205-206.
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climate, if we can, we musin the words of poet Layli Long SoldigiSometimes, when in a

circle, if I wish to exit, | must leap??

AND NOW, A CHAPTER MAP

[Image descriptionThe outline of @ig Idea, written in red scrawling marker on a deconstructed
brown paper bag. The bag has been opened and flattened and lies on a white shag carpet. Text is
mostly too small and messy to be readable, includes snippets such as: MAINTENANCE PLAY,

Feminist Dwellirg, Lifeart Rubric, Meanwhile 18 Theses on Epistemporality, Towards A

Sensuous Materialism; NOTICE, APPRECIATE, QUESTIONS, RESONANCE

81Soldier,"38," WHEREAS3.
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CHAPTER ONE

I n this chapter, I tell the story of how I
Eart hly Sur vbaseddrtclass difergu indhe DesigneCultures & Creativity Honors
College program (DCC) atMD, as a way to seywnggeogtaphysf pr oj ect
teaching and learning, and to provide insight into why and howekisas taken this particular
shape. DCC is living learning program (LLP) in which students spend their first two years at
UMD developing interdisciplinary capstone pois at the intersection of design, technology,
and social/cultural life. Offered in the Fall of 2020, the course fulfilled a handscholarship
in-practice curricular requirement, where students explore a methodology they might employ in
their projectdoth practically and conceptually.

In the planning and delivery ttis section of 208, | brought together my art/performance
background and my experience as a teaching as
officially hailed by the institution ahe time) to articulate a kind of conscious learning, anchored
in creative process and oriented to the embodied experience of time unfolding through space.
When | had named the c¢class AArt For Earthly S
envisioning gooststudio/social practice exploration of queer, feminist, andaoitinial artistic
approaches for imagining other possible worlds and cultivating ecological sensibilities, looking
to artists as teachers of unlearning, dismantling, reimagining, aatingralternatives to the
powers that beMy aim was to lead students through a site responsive, time sensitive, embodied
experience of creative relating with ourselves and our worlds, providing them with tools and
strategies for bringing a deep questiorifie through art, and encourage them to find ways they
enjoy documenting their creative and learning proce3s$esonset of the COVIEL9 pandemic

focused the courseb6s action in both anticipat
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This chapter serves as a sokditationorSab a Mah mogé@yeu pasktnot wh
particular et hical t #¢eemepns ofpradocsion (obkootvledyeh @ut i t
also of everything) is itself the structure of experience,sand unpacking we might start to
dewelop the capacity to bring our means more closely in line with our ethical commitments, and
even further, to develop those ethics as relational and reflédsvieoth a teacher and student
creating this coursehile navigating the onset of the pandepitied to practice the
revolutionary work of giving and taking care in the spirit of tikkun: love in the act of repair,
movement from a restorative impulse, a refusal to abandon companions in the we® bf life.
recognized the ones who teach me to imagiitle resourcefulness, care, and generosity as
artists. | looked to artists for lifaffirming ways to unlearn, dismantle, reimagine, and create
alternatives to lifedenying powers that be. | aimed to convene a collective study of how art
entrains capacitg sensibilities, and techniques for reading and responding to power, in order to
create more liveable worldgltimately, this chaptegathers in the embrace of an art class
becausehat is the learning context where | have felt most free, and | fearsifybe for paying
that gift of freedom forwardl'he architecture of the chapter unfolds through six compositional
aspects which guided our learnihgrocess, value, relation, form, movement, and storyteilling
and culminates in an elaboration of procgssumentation as a strategy for cultivating art as a
life practice.The full syllabusas well as student work and reflections from the class are included

in the Appendices.

82Mahmood,Politics of Piety27; see also: Halse and HoBey & ! Y N> @St Ay3a 9iGKAOa dé
Bt NI yAaZ a¢KS wSaAG2NI 0ASBS LYLzZ aSade

48



CHAPTER TWO

Ahmed notes, Alt matters hdvandRabynadViegmav e at
says: Aféwhere and how one enters a discussio
under st ands ®hThis chapterfstage® mulliple entrances into a practice of feminist
dwelling. A way to stay in the present ment of learning, an invitation to be where | am and
notice what is here, feminist dwelling perceives the glimmer of unsettling activity. Openings in
the ceiling, cracks in the foundations, portals to other possible worlds, entryways and thresholds
of unkrowingd there are many paths a curious and resourceful squirrel might follow in

elaborating a conceptual vocabulary and material practice of feminist dwelling.

The first entry serves as a brief meditation on work involved in maintaining a commons
and thepolitics of sharing space. The second entry is a story about how artist Mierle Laderman
Ukeles responded to the material context of her life and environment with/through art to center
maintenance as a structure of value. The third entry describes mytemptto respond to my
material context through art, creating a site within my workplace for thinking about survival and
care and waste and value together. The fourth
theoretical underpinnings, and theHitffers an Adrian Pipenspired artist posprocess meta
art analysisSurfacing a relation to enclosure, a history of practice, an orientation toward art as a
technique of power, a mode of study andg, @ol | a

this chapter represents one attempt a® an dAun

84 Ahmed, Queer Phenomenology, 2.

85Wiegmar; Object Lessons, 54. Feminist pedagogy and ethics of care have something important to tell us about
hospitality¢ how new interlocutors are invited into the conversation, how the environment is attended to in order
to bring people into learning.

86Harneyand Moten, The Undercommons, 118.
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CHAPTER THREE

In the foreword tdrehearsals for LivingRuth Wilson Gilmorgoositionsi Me anwhi | e 0 a
a way of looking at spectaclesth fi | e n s gharpen focag onto small or blurry or distant
detailsban abol i tionist tendency to seeRThsut the s
chapter takes up this abolitionist premiséidfle a n w differingewhat Wilson call§ a
historical geography df h e f by tetelling an ancestral story with a fresh eye for what has
been bracketed centuries of translatidrsort of methodology of narratioh, Me anwhi | ed0 use
storytelling to interrupt a dominant narrative and bitigntion tcone of thei ma different
ways people arrive at arranging themselves into a social.@tce

With this chapterl aim toaddto a growingundecanon ofantiZionist hermeneutics
inspired by the contributions JasBiwar, Sarah Schulman, Judith Butler, and many others have
made to countemarrative hegemony of the Zionist project, which not only terrorizes Palestinians
(as the apartheid state rests on the false colonial premise that, prior to their arrival, Redestine
Aia | and wi t,bubalsd harans qtheralgnis leydaying a categorical claidudiaism
itself (as it actively conflates in the public imagination that Zionism=Judaism=Zionism and so
any critique of Israel is an attack on The Jet®¥$)do sofrom my unique vantage point as a Jew
wholly undesired by the state of Isr&ebnly half, and on the wrong side, and not even bat
mitzvahed; practicing Judaism as a diasporic inheritance; committed the position that Palestinian
liberation is necessary ftie safety of Jewish people, and all peoplether in an act of open
v i | | aechosento do 6o in a traditional Jewish mode of interpretation: the midrash. A

midrash is a retelling of a story to illuminate a certain aspect or lesson or messagally,

87 Gilmore, "Foreword,Rehearsals for Living;4.

88 bid, 2.

89 Butler,Parting WaysJewish Voice for Pead®@n AntisemitismPuar,The Right to MaimSchulmanConfict Is
Not Abuse
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rabbinic fan ficionAsWa |l t er Benj amin says, A The story] i
communication. It does not aim at transmitting the puiitsalf of the event (as information
does) but anchors the event in the life of the person regpntiorder to pass it on as experience
to those®listening. o

Here | retell the story of the events leading up to that very famous story of departure
the second book of Moses, known in English via Greek as Exodus. In Hebrew this bodk is title
S h 6 ppo Namesand inmy retelling of the moments befothe departure, | hope twing
attention to the layer of story carried in the names of biblical figures. For example, in the torah,
Israel does nahdicatea place but a person. As the storyistoddcJo b, or Yadakov (w
Hebrew means HfAheel pull ero or Agraspero) is f
cast into exile by deceiving their father, has returned and agreed to see him. It has been many
year s, and by noweréceibirglera of décepston dne lenaows its 1Isting. He
feels great remorse for his actions and is afraid to faderbiker buichooses to anyway. The
ni ght before their reunion, it is said that Y
sperds the whole night wrestling. In the morning, his hip has been permanently injured and he
has been givenanewnalmeg t he Divine: I srael, which can b
wrestles/ struggles with God. 0 Havi-nowlsrbehixc ed hi
able to face his brotha@nd ask for forgiveness. In chapter 3, | follow the story embedded in the
names of the children of Israel, as the one whose name can be translated to Drawn From The

Water (Moses) faces the need to leave The NarroveRPMitzrayim, the Biblical Hebrew name

for Egypt).

W Syl YAYSEI G«0SN) SAyA3IS aBuckMarsS, The Bidlecticd otlZR&EGBR6.A NB > ¢ 1j dz2 G SR
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CHAPTER FOUR
Like all walls it was ambiguous, twfaced. What was inside it and what was
outside it depended upon which side of it you wer& on.

Mar x6s 0AThes eisperbaps ntost widety knavenHooits final positidhesis
number el even: i T h entenprietedtheveoddpirhvariows ways; theepoiot,n |y
however, is tchange t°2] Rad been thinking abothe difference between works of
interpretation and transformation, wondering about the materiality of theory and its possibilities
for catalysis?® Aware of the quotbut never having read the text itsélbecame curious about
the phrasé s ¢ o weantdomly worn copy oMarx & Engds: Basic Writings on Politics &
Philosophygiven to me aa gift by a teacher who helped pack in preparation for a move, a
precious treasur®r this book collectorAs | picked it up, the bindingroke in half, revealing
the very theses | was seekimdy curiosity met by my own archivia a moment of breakagel

heardechceesof tikkun olamand took it as a sign

Adopting the posture of theutful student Itruly aspire to be, my intention was to read
the full piece and finally understand whaaisstake in this premise of change. Balas,| did not

get past the first thesis

The chief defect of all hitherto existing materialistiat of Feuerbach
includedr is that the thing, reality, sensuousness, is conceived only in the form
of theobject o of contemplationbut not asensuous human activity, practice
not subjectively. Hence, in contradistinction to materialism atttezeside was

developed abstractly by idealignwhich, of course, does not know real,
sensuous activity as such.

Feuerbab wants sensuous objects, really distinct from the thought objects, but
he does not conceive human activity itselblgctiveactivity. Hence, inrhe
Essence of Christianityne regards the theoretical attitude as the only genuinely
human attitude, whilpractice is conceived and fixed only in its dijgaical

%1Le GuinThe Dispossessel,
92 Marx, "Theses on FeuerbachMarx & EngelsBasic Writings on Politics & Philosop?45.

BHerelamy @21 Ay 3 ! RNAFY tALISNRAE TNIYS 2F NI Fa OFdGlFtead
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mani festation. Hence he does not grasp t he
Apr aecctriictailc a P*0 , activit

Whatwas thi s debate about the fisensuous human a
analysis™ Wh o was this Feuer bac h-ugacalnaonifestaaon d Maeh at i s

referencesPfound myself deeply entangled in more old Jewish Questions.

The fourth chapter of this dissertation makes an attempt at an unorthodox redtiag of
provocation by Marx in the form of process documentation. In Chapter 1, process documentation
is introduced as a frame | use in my teaching to give students anewritabbserve their creative
processes without having to fully resolve into coherent sense nor reveal all the mysteries of
creativeexploration a formalization of the intuitive dialectic of creation and witness that | have
learned in my art practic&@hinking with and about process permeates all aspects of this
dissertation, and ithe context of this chapter, | takeup in two senses at onde one way]
offer a glimpse into thdocumentation | have collected (handwritten notes, different
arrangements of books in my |ibrary, the tran
spaces, states of bodymirsituationsand moments of presence/actibnough which | traveled
in the process of creating this tekt another way, the surfacing and arrangement serves as
means teocioemotionally process my relationship to this text by Mahich calls me o
myselfwith a focus on practice as the substrate of a materialistsisaut which also sets me

at a distanckommyselfwi t h t hi s i nvocation of the Adirty

In the work by Feuerbach to which Marx is responding, Judaism §igsra doctrine of
creatonanchored i n a sensua The snaditeSeopebenl tbiNawe e x per i e

only the gastric sense; their taste for Nature lay only in the palate; their consciousness of God in

%4 Marx, "Theses on Feuerbachyarx & Engels243
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eating manna?® Feuerbach names the Jewish focus on the power of personal experience egoism,
d e di c athedsdd whaowillimot let hiservants cometosham& Unashamed and de
personal relationship with the Divine (which might also be understood as the force of Nature),

Feuerbach asserts that the dJgwerates through magic and miracle

[using] Nature only as an instrument of ibwn will and pleasure. Water divides
or rolls itself together like a firm mass, dust is changed into lice, a staff into a
serpent, rivers into blood, a rock into a fountain; in the same place it is both
light and dark at once, the sun now stands stillyrgoes backwarf.
While Feuerbach presents this depiction of Judaism as evidence of its problems and folly, his
description sounds pretty fun to nie.Chapter 4] embrace my own dirty judaicabture and
egoistically utilize the scraps and fragments for purposes of magic, mystery, and cesation

way to revealind revelint he fAsensuous human a cthisitexti whatd i nv ol

have come to call multisensory accessible praxis.

Emerging from my efforts to make online teaching accessible asynchronously, | have had
to think through how tprovidemultiple access points for learning activities that engage
different sensory registers through languaggeyou will read about in Chégr 2,1 endeavor to
craft assignments arekercises so students my try out ideas through first person experience,
which requires sensitivity to boundaries, consent, a structure for nonjudgmental observation, and
an attention to differential access. Whaeastudent will find accessible, another might find
inaccessible, so (as most every teacher knows) you have to present the material in multiple ways

for different kinds of learners. Creating accessible content for an online course requires a lot of

%SFeuerbachd 9 84Sy O0S 2F / KNRAGAIFIyAGE dé
9% |bid.
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different kinds of writingi instructions for activities/experiences, transcripts of lecture videos,

weekly announcements to guide learners through the process, etc.

Working onthis project required me teepeatedly confronny ownphysical challengef
writing. Returning to an earlier thought: every assignment is a physical experience, whether it
announces itself as such or not, and the dissertation assignment is no different. A finished
di ssertation is the result of neaticaic rhiotuircsa la, nad
sensuous action, t oAcceminglthe dssignrkentsaarveciorsfaming a mi n g .
my body inthe physical practice afriting, | choseexercisen theart of image descriptions
genre of writing thagains significancasour experiencéand especially the experience of
disabled peoplen the pandemic years has increasingly moved oriimerder to contribute to a
digital culture of accessibility,have students practieeriting image descriptions as part of their
assigiments so they develop facility and habit in doing so, and so here | take my owntadvice

lean intokinds of knowing emering in theinteractionsof image and languagé

The chapter unfolds in two parts, the first centering images from the rehearsal process
through which this dissertation text took shape. As images are described in diffeexttvays
throughout the text, in this chapter, the descriptions are fornfattedreen readers as embedded
alt-text, highlighting the difference but relatedness in the experience of taking in this work
visually and the experience of taking it in aurally. The second part presents the transcript of the
remarks prepared in defensetlos document, the ritual performance through which | am
transformed from Candidate to Doctor. This is offered as another descriptive strategy, an action

description, to provide a way for readers to imagine what took place in the event, with the

9" Here | have been guided Boklyat and Finnegamlt-Text As Poetry WorkbopGoranssonii A-Te x t o ; W
Accessibilitylnitiative, AANn Al t DRoetTraining ToolHowdceDiescribdmage® ; The A11Y Pr o]
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awarenesthat it will not be fully captured in translation. Taken together, a third sense of
Aprocess documentati ono s udociimentefsny Ph® procesk.i s t e x
Recalling the provenance of the book isfrom my
reflected back to met the time of my writing, find myselfpreparing to move. And even as |

face the daunting task of collecting, arranging, packing, and uimgaak my stuff, | am

thinking about the practical human sensuousness required to leave home and return anew.
Sensuousness here is not explicated or analyzed, but rather enacted as a response to the turning
of the pages in my journals, my books, my lggidence of a way of knowing through earthly

activities transpiring through the medium of time in what we might call an analytic of

epistemporeality.
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Chapter 1Art For Earthly Survival An Unsettling Underpedagogy For
Uncertain Times

[Image descriptin: A notebook page with blue handwriting ozegrey dot gridVisible text
includes @ E T-ARACTAL ART PEDAGOGY? lol; PROCES8 Let 6s set our sel
agoodway; VALUEA Let 6 s organi ze our energy and resou
value; REATION A feedback, generosity, repair; FORM an exercise in materialist

improvisation; MOVEMENTA Live it [in] my body, enact it in the world around me;
STORYTELLINGA Show and tell, give it what you got;

A Dissertation is extended proces® ¢ u me nt 0 ]
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|. Pre-class Exercise: Intentional Space

COMPOSITIONAL ASPECT: PROCESS

Creativity, use of oneds i maginati on, i's s
is, necessary for sustaining life. Like breath, like earth. Creativity is radtoy friendship and
selfcompassion. Do whatever is possible right now to increase capacity to imagine collective

liberation and create a culture of care.

That was the messag&vas receivinganyway. It was July 2020, and like meseryone
working inthe arena of education, | was doing my best to process all the feelings in that first

pandemic summer, meanwhile preparing to teach in the fall.

(HOW | WAS ARRIVING)

Among the many emotions of the moment, | was feeling varying degrees of rage, panic,
aggravatonand di sappointment followindg the Univers
announcement of its decision to bring students back to campus and plapdoson
instruction®! was di scomforted by the universityos r
selfreporting of biometricdatg and worker adaptability (requiring instructors and staff to be
prepared for many different possibilities without guidance, supposdufficient advance notice)
as primary strategies for covid mitigation. In this context, | was especially unnerved to sign my
graduate assistantship contract, which explic

not a binding employment aggment and it can change the terms at its discretion. My continuing

B Cl f ff SWsBii SNI ! LRI G Soé
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access to health insurance and student loan deferment were contingent on my ability to maintain
my student status while simultaneously fulfilling the obligations of my assistantship, ddch
already felt very hard. None of this was niethese were already the arrangements in place. But
the pandemic amplified the precarity of these conditions for all graduate students, and especially
for international, undocumented, Indigenous, Blackisrand disabled students.
| was particularly distressed for the undergraduate students in the Design Cultures &
Creativity living-learning program where | was teachinggny ofwhom were signing housing
contracts under what | believed to be shortsighted pretenses of care, in service of the protection
of the universityodos assets. My confidence in
and wellbeing was already lodv beyond its everyday unfolding in the uncaring landscape of
neoliberal individualism, specialization, and financialization, patriarchal domination and
hierarchy, and stateapitalist necropolitics currently shaping US higher education, this
university in parttular did not have a promising recent track recorke c al | t hi s di s s e
Acknowledgementsy he uni versityo6s follow up announce me
changes to the plan due to greater covid presence than originally anticipated would éaveshad
the years of adapting to uncertainty and normalizing honcenakeaissumption of risk that have
followed since®
But | was readying myself to meet the oppo
the first time, | would be teaching a class of own design with a group of 12 interested and
motivated students, based on my own research. Keenly aware of the rarity and preciousness of
this gift, | tried to channel my feelings into crafting a learning journey for us to practice

imagining collective lileration and creating a culture of care. Within the uncertainty, isolation,

BELYLERNIIFIY(d /KFEy3aSa (2 GKS cCclLtf {SYSadSNIIG al NBflFyR®E
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and dispersion of the moment, this class as a potent point of access to do something meaningful

to connect with others. Having t i mdeleditotake e c | a
responsibility for what | could to make a sturdy, generous, and supportive container for us to

enact a kind of creative mutual aayay to enliverourselves and each other through this

difficult time. Amidst the intensification and pradifation of organized abandonméndught on

by the pandemi?°| wanted to create a context for nurturing deep;catfipassionate creativity

in a way that builds consciousness of what historical forces have produced these conditions.

(HOW IWASPREPARNG MYSELF)

Leading upto the point where I nameditli ear ni ng journey WAArt For
had been receiving three messages with increasing volume and frequency: 1. Greater capacity for
presence comes from cultivating slowness; 2. We shoulgkgdlanting trees; 3. Art is necessary
for survival. The first message | had been exploring at the level of my body and my interpersonal
relationships. In practicingrt as well agipassana meditation and mindful sefmpassion,
katonah and other style$ yoga, and kabbalistic creative contemplation and divinatibayé
learredso much about moving in&haredpresence. Just prior to the pandemic, | bagun to
respondo the second message by joining a local tree planting, care, and advocacyatiogyaniz
| was alsan the early stages of implementiagollaborative project connecting DCC and the

campus Arboretum thathlad hopedvould lead to planting trees on campus that year. Although

0] SNBE L FY NBFSNBYOAYy3d wdziK 2Af &2y DAf WadiBnga 02y O
GF2NB200GSy LX I OS&¢ | a ariasa adKIG KIS SELISNARSYyOS
and neoliberal state reorganizatbré ¢ KSy (GKS adldS I'yR AYyRdzZAGNER |0
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those plans were upended, | am finding new and ongoing wayartotreesto tend the trees
around me, and to support those who are protecting trees here where | am and everywhere.
The third messag®as one | had heard my whole lifart has beenecessaryor my
ownsurvival from the very beginningvh i | e | have found that the in
conjures visual and objebased work for most peopli®r me art has always been an embodied,
social proces3Vhetherthrough group singinggxperimentatheater, mvement research,
interactive performancer conceptual projectgollaborative creative expressibas been the
primary way | have made friends, developed a sense of myself, processed my experiences, and
interacted with the world for as long as | can eember Art is a reason for my being, the

substrate from whicmy livelinessemergesCartoonist and teacher Lynda Barry suggests that

art is necessary for our litenahysicals ur vi val : Al believe we woul dn
call the arts through | | our evolutionary stages i f it did
believe they are the soul 8%Asithiswoncasiontodgmsyt em and

threesurvivalurgencies slowing down, nurturing trees, making ariogether in a pitical 15
week experimental collaboration wighgroup of thoughtful and sensitive students presented
itself, my training promfed me to meet the moment with what | hagee to think of as
visionaryease.

White Christian cisheteropatriarchy and capitatetionalisminundate usvith the
intertwining narratives that things have to be hard in order to be worthwkd#erifice is
necessary for salvation, and enduring discomfort now will reap rewards in the kdure
example, at the time, | saw these stories playing dihierigure of the essential workemd

how it came to occupy for the econonaypositionsimilar to thatheld by lepers for the Catholic

101] ynda Barry: Accessing The Imaginary
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churchi destined to be sacrificed, saved and destroy#kin abandonmenrif? Students and
teacherstoo,were being asked to take risks and make sacrifices to contionkéng at the
professional standards required by the global econ@umycerns about rigor, leniency, learning
loss, and hybridity in the eduganal sector were coming up against questions of health and
safety, social justice, and collective traumich e mes sages were mixed: we
students to miss out on the colleggenpus classrooexperienceand also be ready to go online
whenevethat stops workingoutye dondét want the students to be
the workforce when the pandemicisover,andal®® dondét know how | ong ar
processes will take now so expect sudden changes and delays; keep in hyiadrteaudents
are alldepressedaadn x i ous and might be having a hard ti
alsowe must notlet go of our quest for excellenaad high standards of achievement

| had heard from my students the previous sem#ésaémany of their instructors had
become even more strict and punitive in the shifjuarantindearning,and my sense was that
in the fatigue of grief, change and uncertainty, these tendencies to defend and control would
intensify. That would not work fortte course | had in miridl wantedusto befriendour
creativity,learn to read the nuances of power and value orgarozing/ing conditions try out
new modes of sekxpression, anghareour curiosity in community. This would require
gentleness, genasity, ease. Ease not simply as relief or accommodation, but as the foundation
of a worldnot predicated on myths of scarcity and competition and hierarchy ardegéf,

such agheoneenvisioned byabolitionistartist and activist Tourmaline:

Il n the world that | dream of , ités easy t
night with a bag of Skittles. |l tds easy |
resolve conflict. |l td6s easy to hang out or
wanttodo | tds easy to come together |l tds e
and joy, to wear what feels right Il tds ea

102FgucaultMadness and Civilizatior\ History of Insanity in the Age of Reason
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power. To be in public. To use. It
bed al |l sdyayt.o Ibtebd sf reecae .19 | t

0
0
| aimed to set up an experierfoe myself and my studentghereit could beeasy to be present,

easy to feel creative, easy to ask for help, easy to celebrate oursatyety sense and articulate

our needs, egdo be playful and experiment, easy to trust ourselves and eacheztbgrto be

slow, easy to take care, easy to grow, easy to.learn

(HOW | WAS PREPARING MY STUDENTS)

After the course title, here wasetfirst clue my students received about whatlearning
journey would entailliberation workers across a wide range of social movements often rally
around a shared sentiment: Another World Is Possible. Perhaps a world of sustainable
ecological and social relations, one where living beings aredrekcared for, one where
creative and generative gifts are shared openly and abundantly. But what makes these other
worlds possible? This class engages art as a crucial site for envisioning, incubating, and
enacting worlds that adhere to the wildest capas of our imaginationThis was what |
summoned when required to produce a brief description for circulation to help students choose
which section of 208 they wanted to be in. While | did not have the specifics figuratitbat
time, | knew the animatg question (what makes it possible to imagine otherwise?) was the first
seed | wanted to plant. This class wolbdgbrientedby processand focus on conditions of
possibility.

For me, the first step ianyprocess is to tend to the moment befétew are we arriving

at the shared space of learning and creatingffe moments before the semester, students and
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teachers were receiving lots of instructions and protocols and considerations on how we would
adaptto these new pandemic conditions. | was feeling distressed and overwhelmed and
confused, and | imagined my students probably werelta@nted students to be prepared to
cultivate a relationship with themselves and their creativity, to break down hegestroictures

and understand flows of power and value, to reimagine the world with care at the center. This
requires vulnerability, generosity, trisho small feat in any circumstance, let alone in the
strange alienation of Zoom University.

In establifiing a process dynamic, | like to begin with an activity that models the core
learning, so students have an embodied point of refefeneghat they will be learning or
practicing In this casel asked students to make an intentional space for themselshew up
to their inner artist, with a dual pedagogical motiviest, | wanted students have the experience
of turning inward and relamg to themselves through their senses, and themioutwardsto
respond to their environments with creativitydarare.This was one basic pattern of activity we
would be repeating throughout the semester. Secendgnizing that the ambient climate of
death, fear, stress, pressure, etc. would/does continually pull us away from what feels easy,
pleasurable, unnami) inchoate, it felt important to prime studentsdentify pathways to
return to themselves and/or their creativity. | wanted them to practice pausing and tuning into
their own needs, and then acting from that place ofasetfrenesOn top of all thiswe were all
navigating new arrangements of spaod proximity, and | hoped this exercise might provide
some strategies for approaching this recalibration with curiosity and sensltivatyr first class
meeting, | invited students give their spacesme to make it more concrete and real for them,

and | invited them to check in withAengage their intentional space throughout the semester.
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II. Assignment: Introduce Yourself

COMPOSTIONAL ASPECT: VALUE

| begin by taking a sensory diagnostic of my surroundingbat are the qualities of
light around me? What does the air smell or taste like? What is theeatribmperature? What
can | hear, far away and right up close? | notice my points of contact with the ground or chair or
whatever | 6m sitting on, sensing the gravity
myself rooted like a tree. As a treedenmeath me, there are vast underground mycorrhizal
networks connecting me through soil and fungi to other trees, to deeply buried sources of water
and other nutrients. | imagine my root system growing both deep and broad, making solid and
energetic contatowith the foundation of my ecosystem, everything that lives underneath my

breath and supports my ability to breathe.

And just as my tree is deeply rooted, so does it grow up towards the sun, its source of
energy through photosynthesis. | recall the eigrare of being drawn toward sunlight or
moonlight, depending on when | am rehearsing this practice. | notice how it changes the way |

feel in my body. As | grow above ground, | imagine that my branches and leaves can sense the
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other trees, birds, etc. arod my crown. Trees can propriocept and sense the presence of other
trees, and itds been shown that they make spa
out , Il try to maintain a sense of proxda mity a
back to my center, my trunk, noticing how | participate in a reciprocal process with other living

beings, inhaling and exhaling. | take a moment to be grateful for the trees, exchanging oxygen

and carbon dioxide with me, enablers of my breathing.

| think about what is signified by the concept of value. It appears in many different
contextsd in economic or financial paradigms, value might refer to what something is worth in
a given system for exchanging goods and resources. In discourses of civitsiietipg
governance, and shared public culture, value might refer to an organizing principle of collective
interest or wellbeing. In aesthetic and artistic realms, value can refer to the intensity of a color,
the duration of a sound, or the quality ofame. In mathematics, value can denote magnitude,
guantity, or amount. How can all these possible implications of value help me understand it as a

social relation?

Here, | am thinking about value as a structdresomething that creates pathways,
access paits, norms, and expectations for how we move through the world. Another eruption of
diagnostic questions breaks through: What structures of value orient my life (ones that | choose
and ones that | do not choose)? Are these values ones that | hold fof, oryseés that | must
resist or reject? When do | notice myself in social structures that adhere to my own sense of
value or values, and when do | notice my in social structures that run contrary to my values? The
box: I've been remembering that box myrfo grade teacher Mrs. Powers gave me, to keep

under my desk and help me move and arrange myself at my own pace.
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Ableism affects our bodies and our minds in equal measure. As both a teacher and a
student, evidence from my own life and observations frgntlassroom suggest connections
among learning difference, overall health, and capacity for presence in formal educational
settings. Within a social paradigm organibgtsameness and hierarchy, the experience of
learning difference often revealsitselfi® sy ncr ati cally through shock
moments of failure, misrecognition, disappointment, exclusion, harm and and and repeat until a
pattern can be distinguished, only understood retrospectively. Certain expectations for normative
behavior canndbe met and frustration ensues, but it can be challenging to locate and name the
exact source of the problem. And as unprocessed and untended distress accumulates, it can create
other health issues, adding to the confusion. Amidst all of this, it camypédiffecult to

communicate and to learn.

For me, being an artist and being neurodivergent are intert@inedt of necessity, |
have found many creative ways to study that make sense to-oajlesd neurodivergent brain. |
attribute much of my ability to do so with any degree of confidence tartfperformance
training, which has given me access to techniques and structures where play, movement,
collaborative imagining, and messakingareencouraged. | am not intimidated by the
uncertainty that necessarily accompanies a creative process, shitimvaluable tool when
engaging theory and approaching writibgcause | have rehearsed the experience of meeting
that uncertainty innumerable timeédy pedagogical project is to make these resources that have
helped me feel free to think and expresd aonnect in my own way and move at my own pace
available to more people.

Pace and timing are access considerations, and like all access considerations, they are an

ethical collaboration. As | was preparing to teach this class, | was thinking aboutamied to
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invite my students to consider with me what we can/should and cannot/should not reasonably
expect from one another this pandemidime. The preexisting conditions of empire and capital
that we already lived with daily were intensifiedindeniably, we were (aregntangled in a web
of historical, recent, and ongoing traunadl students, all teachers, all workers, all people and
families and everyone. Just as before, people were experiencing these aadrtiesr fallouin
different and uneen ways. The learners who would beareating this experience were anxious
and depressed, some in homes where thegdlifkel fully comfortable being themselves, some
living in apartments alone for the first time in their lives, all surrounded by a dense fog of grief
and fear and uncertainty. | felt responsible for giving students something clear and specific to
hold ontoand process with in their own way.

| recalledan earliertime when | was éeaching assistana student presented me with an
obituary notice to prove that they had missed class due to their bereavemenfid¢dogaithat
this student had been trainedpresent thelassroomauthority withofficial documentation of
their absence due to grief and loss so they woatdhe penalizedor lose creditl wanted to
make sure it was abundantly clear that at no time would students have ttopnoethey were
being affected by what was going on around themarn accommodation or lenienead that
our learning woulde organized neither by punishment nor quantificafidéren! remembered
advice | had received from one of my teaching menfrsMichelle Rowky. embed the values
of the | earning experience that | want to fac
assignmentsand evaluations

My sense was that in order to create a learning community of belonging and welibeing,
order fordifferencego be embraced and valued, all participants must have access to choices for

ways to engage that allow for selétermined embodied experiences of time. | aimed to structure
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the class to encourage students to meet their spaces with curiosity, tcetatigaships with the
living beings around them, to notice their experiences of timgto practice making creative
and seHcompassionate choicgzroviding a wide array of options for engagemeénteated a
grading scheme that rewarded introspectiomn,i or i ti zi ng oneds well bein
finding affinities with material that feels I{fgiving.

When | had envisioned the class prior to the pandemic, my plan was to highlight and
emphasize collaboration, and with everyone so isolated andeatited, | knew | had to rethink
how that would workln my own isolation, plants were keeping me alive day to day in many
waysiwhen | di dndot Kk nowlwoeddavalk andvisidal theslowertng tregss e | f
around mel was growing food, | \as tending a garden, | was starting to learn about the camas
flower. | was so grateful to be surrounded by plant life, and appreciated getting to notice the
passing of timérom their perspective. To me, artistic collaboration is very similar to gardening
T you have different living beings withterrelatedyet specific needs and gifts and moments of
bl ossom, and the goal i's to create a context
sensationn its right time | decided heir first assignment waddi be to introduce themselves to a
plant, one in their immediate, everyday environmbapng might serve multiple helpful
purposes at once.

First, | wanted to encourage students to find sources of life wherever pdssibled
any expectation folhem to create art in my class, | needed to equip them with ways to connect
with a sense of a shared lifeforcal$dowanted to introduce students to the practice of
investigating and acknowledging the history of the place where one is living and/andearni
prerequisite for creating the kind of sitesponsive work | had in mind for Usurther | wanted

them to think about their relationship to the living world, and whaightfeel like toshow up
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to a relationship of reciprocity with respect antégrity. And | wanted them to have a personal
and felt entry point to questions of indigenous/settler relations that would comenaperials
throughouthe semester.

| framed the activity around Robin Wall Ki
Braiding Sweetgrass: Indigenous Wisdom, Scientific Knowledge, and the Teachings of°Plants.
Kimmerer describes how she approaches plants she may want to forage, consume, or use in some
way with attention and care, and asks for their consegfinning byintroducing herselfi
invited students to try this practice aoloservehow it felt. Many students were confused and
surprised about how to ask a plant for consent to develop an intimate relationship. It was so
much fun to hear how they approached thisgaility i they were so thoughtful and took the

invitation to heartvith care and playfulnesdlany of them returned to their plants as creative

collaborators throughout the semester.
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[1l. Manifestos For Liv eable Worlds

COMPOSITIONAL ASPECT: RELATION

As itis unfolding, | realize that thisxperienceas about teaching and learning how to
access creativity when it feels impossible. When the world feels too hard, when there is too much
life demand on our time, attention and energetic/material resources astbtiyeve are being
sold is that creativity only matters insofar as it can be leveraged for profit or influence or
technosolutionismHow do we imagine otherwise under such circumstances? | start to
understand that the r eastieesurvivel and liberatian isbdcauses | s
of what | have learned from my teachers. Plants are my teachers, students are my teachers,
collaborators are my teachers, friends are my teachHeeognizeall the ones who teach me to
imagine with resourcefulnescare, and generosity as artists. | look to artists fordffi@ming
ways to unlearn, dismantle, reimagine, and create alternatives tddriging powers that be. |
study how art entrains capacities, sensibilities, and techniques for reading anddexpto
power, in order to create more liveable worlds

A Theory of Creative FriendshipPunks and anarchists know it. And experimental

performance artists. And witches. Showing up and seeing where a dynamic with another creative
being takes yowffering and receiving ancestral connections, objects of delight and care,

pathways to intimacy, and methods for opening porRitdia i a virtuous love for self and

other as friendship. Getting a band together, sharing influences, and riffing fomoiieecs;

seeing what ités |Iike to play together. Per ha
aspect of the eromtniexc ttilhant sihsarfetdh e sSehlafr ed wi t h

vulnerability when the institutional norm under which we operia coercive, competitive,
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defended. Believing in another possible world
creating an artistodés guide for being in a pla
In the transition to the hybrid experienoarhich the university hadenmitted us all
with some students living on campus and some students living off campus, the DGDrstaff
Jason Farman, Dr. Jessica Lu, Dr. DB Bauer, and myseit tasked with reimaginirg
cornerston® f D EdDaatwonal premise¢he livinglearnirg experienceHigh achieving
students are recruited into the program with the promise that this arrangement will provide a
more intimate and liberal artyle learning environment within the larger research university,
with studentdenefitting from smaltlass sizes, access to resources, and close social
connections. Bidents live together iRrince Frederick Hall, dorm building that also holds
classrooms, a makerspace, andatiministrative officed®®The programdés focus o
creativity is ircorporated into both the curriculum, as courses are designed to incorporate and
direct students to use the tools/resources in the makerspace and the broader campus, as well as in
the cultivation of communityAs we worked with each other and our studemtsriact what
version of communitypased, engaged learning we could under conditions of quarantine, the
relationships among creativity, collaboration, and survival became increasingly apparent. We
noticed that we craved creative outlets along with our stsgdand turned to our creative
passions to withstand the dismal and confusing circumstances in which we were operating.
From the curricular perspective, the 208 requirermdnth my course fulfilled
emphasizepractical/practicédbased engagement, and kaal to think through how to provide

studentswith the material resources they would need for hamdkarning how would we

105The building also houses the Advanced Cybersecurity Experience for Students program, sponsored by Northrup
Grumman. There is much more to be said altbetcorporate sponsorship of education than candirectly
addressed in the scope of this dissertation.
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facilitate access to audiovisual equipmgmgprietarycomputer programs, and other materials
for creative practiceln the casefomy class, when | thought through what | would need to send
my students, | realized | wanted to send them the message that they already have everything they
need to make art.RE kind of hand®n learningl wanted to invite students into was to engage
theworld around them and make creative use of whatever materials were most readily available
T an ethos of craftiness and resourcefulness teat anchofor my own artistic practice.

This ethos has emerged outomith necessity and intentiohcut my te¢h in the renegade
and nebudget landscape of experimental theater and performandamy artistic sensibilities
were honed in tiny, ramshackle, and far flung rehearsal sgagas.initiated intahis world of
movement research as a performer in experimental, transdisciplinary projects that centered group
process, collective survival, ethical inquiry, and the role that art plays in creating a shared reality.
Such work included he Baroness is the Futyra pieceexploring the life, work and death of
dada foremother Elsa vdwreytagLoringhoven through dance, text, film, sound, and sculpture,
andCHASE: What Matters Masa ridiculous meditation on shared dreams and everyday debility
in the face of climate collapsboth created and performed with ANIMALS Performance Group.

This ethos became more apparent during my
and Interactive Media Program, as exemplified in my MFA th@sis,e r e 6s Not hii ng to
conceptualized andaé€ilitated with Vanessa Gilbert and Justine Williams. This preodested
performance invited groups of 30 participants tecoeate real and imaginary gardens, boats, and
other spaces for shared survival. Enlisting our audience as playmates andetévedhead
artists and our team of facilitators led creative activities using things from our lives, lovingly
tended refuse, work songs, and survival training exercises to playfully unmoor mechanisms by

which meaning and value become embedded in spalojests, and stories. Tendrils of-a
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sociatpractice unfurled into projects such@seer Scoutsan ongoing collaboration with
Justine Williams and our troop of artstouts to imagine and perform rituals that recognize and
celebrate queer momentshcoming for ourselves and each other.

These projects taught me about the connections between creativity and survival, not just
in content, but in the way they emerged from my immeditseorld, relationships, and
material entanglementas | thought hrough how I could offer my students a kind of living
learning experience, dsewere questions diandson practice | wanteds to explore together:
how does artllow us tocreate a more liveable world fourselvesand our commurnigs? How
do we integrge artmaking into our everyday lives, not simply as a leisure or hobby, nor as a
professional/profitable pursuit, but as a way we keep ourselves alive? When we do not have full
control over your space and material world (as most did/do not), how do ate arsafe enough
space to meet our own curious creative hedts®? do we practice tuning into that sense in a
way that makes us more skillful at creating space for ourselves to be pidsant we
cultivate a sense of being at home with ourselves aswn primary collaborators®/hat kind
of living-learning experience emerges when we start witlagisenption that thehome we will

forever be returning ts our own changing body?

This aspect of the courseds unménbaftdee ng i s e
semester, fAMani f es tTohisassigoment was the almihatioradfoitr | ds . 0
whichparedAudr e Lordedés fAUses of the Erotic: The E

Ukel esd wor k ornkMa iers Wilkragave & moe éternded(treatment in
Chapter 2)I organized the readings amdclassactivities to get students thinking abaole
structures of valughe mechanisms, infrastructures, and everyday operations reinforcing a set of

material attachmentbat implicate and direct our movements through the wbdgenedhe
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inquiry by thinking abouteachers the people, places, experiences, companions which facilitate
our learningandresources the tools, materials, skills, networks and relationsttiyat support
and replenish usVe began with a consideratidmow do we learn what to value, or what has
value, and why? How do our values organize our actions, interactions, and social structures?
How value is measured, affirmed, shared?
We did twogroup exercises ipreparation for the assignment The f i r st f ocuse
of t helhBdthem find a Sentence or a passage or a pimaiteeyreally loved i they
did not have to know why, justomething they found themselves affinedtiraced toi andre-
write that sentence/passage/phraséir own handand read them out loud to each otherfeel
the text in theibwn bodies. Thenve mapedthe intersections and divergences of their erotic
values(onesthat orient theiinterior sensibilities)and the larger/external structures of value that
orient the ways they move through the world/their liides t udent s6 eroti c valu
making music with others and sharing playlists, working with clay and otheraking
materials, sharing communal space, letting themselves rest, nurturing friendships and strong
relationships, cookindgl'hey identified a wide range of external structures of value, to which they
related with varying degrees of repulsion, ambivalence, and@afioe, including
individualismandconsumerist culturand internalized capitalisrsocietal biases, family and
academic responsibility, expectations for achievement and not to burden others, respecting

oneself and each other, engaging in activism
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The second exercise focusedkele® Ma i nt eNanifestoas a waytd go

deeper into consideration thfe material value afare How do our values order our material

world, in terms of labor, infrastructure, environmental resources, ledncburaged students to

consider thatsartists, we can identify/analyze and respond to the structures of value that we see

in the world (whethewe like or want them or notyith creativity and intentionWWe cantake up

the conceptofthB st ructure of valueod as a Weamgffimsa t i ona

structure of value in the relations we initiate through our work, the materathioose to work
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with, the places where we locate our work, etk e | es 6 mani fest o sparked
the everyday activities that occupied her time and energy in the pursuit of keeping herself and

her family alive. In the creation of their owramifestos, | invited students to focus on what was
sustaining them and to use the assignment to call for more dftfdeir manifestos took shape

in text, videos, and imagegBheir projectitles reveal what they aimed to increase in their lives

and the world at largéia manifesto for grieving 0A mianifesto on food with a focus on baking
focaccia CExperiencing Music AMARIFESTO FOR HEALING dKeefping Connections

Manifestq dMVariifesto for Deichment dMViariifesto For Resto fiMani f est o of Ski

AStaying Safe in 2020. 0
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IV. Field Trip!

COMPOSITIONAL ASPECT: FORM
It is Tuesday, October 20th, 2020, anddl fmable to show up for my own zoom class. |
amso tired and sad, and each subsequent zoom | participate ia @lithe bit more of my life
force awayWe are due toenter the compositional aspect of FORREading for the week:
Adrian Piperon metartand Yoko Onodés book of Grapsfiuir ucti ons
| decide | wil meet my own need not to be on zoom and change the form of our
convening This will be a furway to illuminate form as an element of aesthetic and somatic
experience. Plud havea hunch that if Bmfeeling this way about showing up to a zoom, my
studentsare probably feeling the same or wors@eledan opportunity to tune into my sensory
experience, bring fresh attention to my surroundings, and make a bit of a niesislike a day
in the beforetimes when | would have taken my students outside or on a field trip. Literal minutes
before our meeting was scheduled to begin,  sey students a set of first instructions to set
something like that in motion; lod 6 t  dxactty what ware going to do, but lige myself 18

minutes to figure out what would come next.

78



| channel my inner M Frizzle and livemprovise a field trip for students into their
imaginative landscape and away from the zoom drain fooenentsimultaneouslyteowcaing
how time and space factor into a psstidio art practicd how do you spend time with yourself
in the world, and what art emerges from that time spent? What potentiality for artmaking exists
beyond the socially prescribgdaces where art is usually learned and practiced8mpile the
field trip instructions and addetthem to the class archive so any students who were not able to
participate at the time could replicate the experience for themselves.

This experiment helped bring into focus ideas about time, access, aesthetics, and the rich

possibilities of asynchronsunstruction that have informed my teaching since. Here it is for you,

Reader, to experience in your own way:

back
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V. Guest Artists Visit

COMPOSTIONAL ASPECT: MOVEMENT

From weeklyannouncementl1/2/2020:

This week, | invite you to explore movemergdntle ways. Notice your weight shifting
as you stand in the kitchen or bathroom. Notice the trees swaying in the breeze or the way the
rain falls. Notice how the tempo of your own movement changes throughout the day. Notice the
familiar gestures of a lowkone.

As | said last week, this week will be difficult, no matter what transpires with our
elections, so your only homework is to do things that nurture your spirit, your body, and your
imagination. | will host a check in on Tuesday and Thursday duringlass time, and we can
do some creative meditations, intentionally relax our bodies and minds, connect through

something fun and creative. There is no obligation to attend, but it is available if you find
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yourself needing an outlet. The readings andvéas this week are tools for you to process and
channel whatever comes up, so please do what
what will give you that feeling, pause and take 3 slow grounding breaths and notice your body:
where do yoteel tension and ease? Can you send your breath to the areas of tension and create
any space for relaxation? Entertain some options you have for engagement and notice how your
body responds. Pursue an option that brings a sense of relief.

From weekly annancement, 11/9/2020:

Onedt he places where the election | ast week
Lee Boggs lived as she participated in just about every radical social movemeitiitesio
North America of the 20th and 21st century in her 1@0s/en earth. Grace Lee Boggs is a
movement elder, and a guiding star for me as | step through portals of shared crisis into the vast
darkness of possibility. How will | be moved by this moment? What moves me to connect, act,
and care for myself and othé$low do | tap into the movements that are afoot already, dancing
new worlds into being? When | feel stretched wide by simultaneous relief, grief, hope, fear,
exhaustion, joy how do | arrive at myself, to show up and work at the frontline of my own
being so | may contribute generously to the world | want to live in? Grace Lee Boggs invites us
into these lines of inquiry.

For our meeting on Tuesddynany of you have done this alr
check in with youintentional Space. Do the basiu can to show up to our zoom from a place
of presence, in an environment and mentality that supports your relaxation and focus. There are
no gestures or adjustments too small or mundane! It may just be bringing a snack, or taking a

deep breath, or puttgpnon your favorite sweater before tuning in.
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(I am thinking about rehearsal and memory: we practice and work together to help each
other remember our cued&lp until this class, my teaching experience at UMD had been situated
in the realm of the humanities, wheanstruction is traditionally oriented arounelading and
discussion and directed towards crafting arguments and arriving at comprehension. Although
frames such as critical making, digital humanities, public humanities, etc. have introduced other
possibilities to the horizon of humanities educatiamy experience, classes still center reading
as the foundation of learning. Themonstratin of verbal/cognitive understanding of ideas, and
theapplication ofmaterial through choices (what we might mean by aesthetics) is secondary
Returning to the milieu odin art classt became clear to me that creatimstructionorients
aroundmakingchoicesi aesthetic, conceptual, political, material, étand cultvates a kind of
embodied literacyAssignmentsre geared towardscing out scenarios tdo something with an
ideaas a way of wunderstanding onedsS#hgstudemss oneds
range ofmaterialsto read and engage to suppbeit choices in the scenarithe main thing |
waniedthem to pay attention twashow they resporetl to their own impulse® bring greater
intention what they create and materialize

My goal was to offemultiple ways into the activation of this artsiesthetic choice
making aspect of being an artiset practicing artFirst, | felt it was paramount for them to meet
working artists so they could have direct encounters and opportunity to ask questions to actual
people We were incredibly fortunate teavethree remarkable artists visit our clakria del
Carmen Montoydalked to usabout her work with Ghana Think Tank, amd thought about
translation as a way to craft connectians we | | as artés capacity to
intergenerabnal exchangeValery Estabrookshared insights about how her multimedia practice

T which includes video, sculpture, performance, experimental technology, and emoerges
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from her experiences of grief, friendship, gardening, and all the stuff aldii®elosReyes
visitedand led us in a series of activities to find the smallest possible gestures of our artistic
visions applied at the scale of our everyday circumstances, and to rethink what we imagine

gualifies as legitimate creative or artistic esipace.

Additionally, | gave students weekly creatiggercises to get to know artists and sense
what their process might feel like iheir own bodiesSometimes, these were exercises created
by the artists t he msXePageadivityinsvhichishe éeads d2yiinutea Bar r
journey from the back of the mind to a fully written story by activating faculties of memory and
sensation, and CA Caard Bema)tic Poetry exercisggstructions to wildly rearrange one
embodied habits in specific and contained ways to prompt poetry as an experience of vulnerable
transformation. Sometimes | created edhe exerc
students to try, such &s®oking/Sources/Structure i nspi red by Corita Kent
observations and creative teachiBgptych SeHPortrait, inspired by Lorraine
in photography and collage, aBituated Montagesntroducing students o Ar t hur Jaf ads
work as a creative methodol ogy for responding
Knowl edges. 060 Someti mes | dr ew Making@ontagb wn cr eat
inviting students to try out a Queer Scouts practice MovkementZine introducing students to
zine culture and zirenaking with an open ended promphere was no requirement to turn in
anything, these were just for the studentsd o
incorporate the materials from the weeklgmises into their creative assignments, and they
could choose to share whatever aspects of their exercises they felt comfortable sharing as part of

their process documentation.
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As a way to bridge synchronous and asynchronous learning and provide access t
students regardless of their capacity to show up to zoom classes, | sent weekly announcements
with a brief summary of the week&os theorgative as
exercise for the weelg recap and/or instructions for atever inclass activities we were doing,
business/information/reminders, and a brief introductionftoFae a t u r,@nhosedwortk i s t
related to the compositional aspect we wasrgagingWhile there was no obligation to produce
anything in relation to thEeatured Artist component, | hoped that it would give studente
ideas about what art can be to enliven their work in the class and beyond. For the unit on
Process, our featured artists wB@uline Oliverosl.ynda Barry,andGhana Think TankDuring
our exploration olValuewe learned aboulanani BalasubramaniandTania BrugueraFor
consideration oRelation we lookedtd- o r r a i n eandBldbettaldpensé®©ur art
guides for the unit oRormwereTehching HsietandArthur Jai. The Movementnit was

inspired byTaylor Mac, adrienne maree brown, Jaamil Olawale Kosakd finally, Layli Long

Soldier, Ana Mendietagnd ANOHNI were our featured artists for Storytelling.

f
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al |
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V1. Making/Sharing

COMPOSITIONAL ASPECT: STORYTELLING
| invite us to focus our attention @torytelling What stories are we seeing in media and

advertising, what stories are we hearing in our own homes and hearts? Which stories matter to

10741 62dzip[ 2NNF AyS hUDNI Ré ¢

87



us and why? How do stories and structures of value shape one another? What forces of power
allow some stories to prolifate, and others to be told in secret? What details of stdn&bsand
re-told, which figures and events and symbols become monumental, to whom, amawhy?
attention to the stories you are telling yourself. Any artwork you create will likely telldhem
your behalf. Are they ones you want to proliferate and share? A story testifies to a possible
version of the world. What version of the world are you telling into being? What truths of the
world do you need to speak/image/enact?
| ended the semestenhiag studentswatck abr i zi o Terranovaébés docu
Storytelling for Earthly Survivak profile ofDonna Harawayand the inspiration for the course
title). A great teacher of how to be curious and how to follow the stories that collect in the
pursuit ofcuriosity, Harawaysurfaceghe dominant narratives that we see repeated over and
over again, which hold an oppressive order of power in place, and asks us to teltedihotiner
stories that might lead us to healing, care, liberation, repair; agshess, At he st ory of
at stake, as Wenepantihthediimgsaholds up Mavajotbasket dtasin
her home and says,
The basket is this eruption of the whole story; of dispossession, of dependent
sovereignty oNative American peoples, the pricing apparatus for selling
amazing Navajo rugs as if it were raw wool for decades, that kept Navajo
weaving families in bondage to the trading stores in exchange for flour and
sugar and. ..l candt mio¢ak PWevswdho | a
Harawayc an name t hi s 0 e rthighaskebbecauseshe fexls @esponsitde for b o u t
researching and understanding the context of this complex dljeetllegitimacy of her

ownership of such an item, what its provenance teawreand compels her to daasked

students to considelDo you have or encounter any such items, that prompt an eruption of story,
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in your own home? In your own life? What do you think she means by this? How do you
tell/share such narrative eruptionswatensitivity, respect, and caré/hat stories move you to
return, give away, or give back that which you have come to possess?

The final assignment was to make something and share it in our class art show & tell,
responding to a curatorial theme sethg class. Students could draw on any of the weekly
creative exercises, extend any of their previous assignments, or create something completely
new.| askedthem to consider their contribution as a celebration of their learning, curiosity and
creativity n the context of the class. Whaids something that madkeemexcited to try or to
learn about? Whatasan idea that really sparkédeir interest? Was there an experience that
openedheirmind or changetheir perspective? Or that was really funvited them to work in
any medium’ visual, audio, narrative, game, experience, performance, sculpture, actidn, etc.
and Irecommenddusing whatever tools and materials alkmithemto feel most expressive
right at the present momemily goal was for stud#s to synthesize what was meaningful for
them in a final gesture of visionary ease.

As we decided on the theme of the show together, the story of the class came into view in
a new way, both for the students and for me as the tedaharrive at a themgether, in one
of our synchronous zoom meetings, | had students do a scavenger hunt through all the work they
had done so faand find the following:

1 3ideas or practicabeyencountered in the course materials that were nélaeta

T 4 things that weré&n and/or meaningful to work with

T 2 catalysts for change (dideychangeheirmind about something? Change a habit?
Changeheir materials? What prompted the change?)

1 1 lingering question
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| had them discuss their findings in pairs and shagklights with the full groupand then draw

from this material to brainstorm possible themes that would inspire their final projects. After a

couple rounds of voting on our favorites and synthesizing those into more precise thematic
containers, we arrikat the title for our showirowing Roots, Visioning Care, Dreaming
TransformationProjects included an interactive sere guide made in Twine, an animated
website charting t heanexgeumtrgahfindtranslatiegal@emtsdiagt ¢ our n
entries into a visual interplay of light and environmernthaoseyour-own-adventure graphic
poemstory,an animated procegie a retrospective of the experiences that had shaped the
artistodéos year model ed a ftér®carr@s decpneentingftheir pl ay |l i s
transformation from vegetable to cakanultimedia collagelrawing on original photography
across the boardheir work opened my heart and blew my mind.

On one hand, this was exactly where | hoped we would end up, and on the other, it felt
like a delightful surprise when we arrived here. It had generally been a demoralizing and
exhausting time, and y#tese students had been so courageously open h&8drégdhad treated
themselves and each other and me with unwavering kindngsst into the class with the
vision that we would learn about @g a practice of freedom, thinking about bell hoaiscept
of engaged pedagggwhich, she explains, requirdse teacher to be sedictualizing along with
your students:

When education is the practice of freedom, students are not the only ones who
are asked to share, to confess. Engaged pedagogy does not seek simply to
empower students. Any classroom that empdyslistic model of learning will
also be a place where teachers grow, and are empowered by the pfcess.

| was so moved by their ability to show up to their creative spirits even amidst so much stress

and trauma. | made an artwork for them as a gesfureciprocity and appreciatioa piece

109hooks,Teaching To Transgre.
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fashioned after the instructidmased works of artist luminaries such as Yoko Ono and Adrian

Piper, and all the artistere had studietbgether over the course of the semester.

[Image description: Two symmetricalue rectangles with white writing. On the left it says,
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feel joy

. Amplify that feeling by giving it your attention
. Infuse your joy with a desire for collective cargpair, and wise growth
. Feed desire with beauty, tenderness, ease, delight

. Share as much fearless joy as you can with others

the joy

1. Notice when you feel joy

2. Amplify that feeling by
giving it your attention

3. Infuse your joy witha
desire for collective care,
repair, and wise growth

4. Feed desire with beauty,
tenderness, ease, delight

5. Share as much fearless
joy as you can with others

6. Relish and honor the joy
others share with you
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VIl. Process Documentation

Weekly class announcement, 11/26/2020:

Dear Students,

| said this in our synchronous session last week and | want to make sure it is clear for
everyoneXYou are getting an A in this clas3.he University has enacted a policy giving students
extra time to whdraw from classes in lieu of a Pass/Fail option like last semester. | believe this
policy is unethical and unreasonable, and encourages students to withdraw from our education
for fear of failure when we are not set up to succeed. This framework agearsi@dents who
can afford to withdraw and disadvantages students for whom that is not a viable option. It relies
on the logic that grades accurately and neutrally reflect our learning, and that they are the keys
to our future success. But grades areanfed by all the interlocking systems of power which
shape the university conferring them: ableism, colonialism, capitalism, white supremacy,
patriarchy, American Imperialism, etc. They indicate a degree to which one has or will succeed
according to the mdcs of those systems.

Grades are punitive measures under these conditions, and should neither motivate nor
foreclose the pursuit of education, especially when the university is not free for all students,
especially not in the midst of this panderfiaeminder from our course "Gradin§chemé
The value of your work is assessed not in ter
rather in terms of how it has changed you. | will offer feedback to inform your process, but | am
not the authority on youearning; you are.

Before comingo the University of Marylando pursue my PhD worked asa media
literacy facilitatorand teaching artist, creating and implementing progfamslementary,

middle, and high school studenis engage multimedia toolgith an analysis of social justice
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Themeans, scale, and goals of fregram were always conditioned by the context,lsecame
accustomed to asking: Is it during school? After school? Public school? Private school? How
many students? Did they electlte there, do they have to be there, or were they selected for
participation? By what criteria and whose authority? Are their regular teachers in the classroom
during our meetings? Are all the students at a similar reading/writing level? For how many
studetts is English a second language? What kinds of individualized needs do students bring
with them, and what resources are available to meet those needs? Do students have to travel long
distances to get to school, and how might that impact the work thae@pbcted of them
outside the classroon®e the demographics of the classroom aligned with or different from my
identity positions and privileges? Who funded this class, and who am | responsible for reporting
to about planning, process, and student cues?Each of these aspects would affect the shape
of the learning encounter and needed to be factored into the experience.

Transitioning to teaching undergraduates in the context of this PhD program, | found that
these questions resonate with the femiaitgntion to positionality emphasized in Mo me n 0 s
Studiedtraining Reviewing of the work of EdéB. Torres, Karen Davalos notes that radical
pedagogi cal p r a c t Heaagogy of the D ppressadidh msisFon eharinge 6 s
powerhorizontally with students, are ofteonstrained by the structural position of the
instructor: 0BAlpttlayeplyyFrasikse us to share power
do not enjoy the chance to give up authority because their majority students do not grant it to
them. Instead faculty of color must comprehend hernalized dominancerganizes the
classp o nmti®The programs | led as a teaching artist served primarily public schools in working

class communities of color, thus, often | found myself on a different side of that organization of
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Ainternalized domi nanceo t harmgatthe limitatiodssoht s. Th
power that | can meaningfully, not just gesturally, cede to students, without effacing the
structural privileges of race, class, citizenship, ability, education that | éa¥nal ouise
Keating reflects, desires to play nicetyeate connection, and foster an environment of
democratic participation carry the potential for erasure of difference that impacts everyone in the
classroom:
My studentd especially those who by virtue of their gender, color, class, health
status, and/osexuality have been marginalized and occupy only partial
versions of the noréndeeply want to create connections with others; but their
desire overruns them, and they try to forge their connections by overlooking
significant differences between themsekad those with whom they want to
connect . |l tés as i f theyodére afraid that I
they will create unbridgeable rifts between themselves and others. They want
connectiont!!
Teaching in these contextsilid my best taneetmy responsibility as an instructor to create the
conditions for these differences to be acknow
humility,0 allowing for connections to be made through, not in spite of, an understanding of
differential forcesn politics, power, and social structuf@.Of course my pursuit was inevitably
imperfect, and | have tried to learn from my obvious failures and develop greater sensitivity to
notice the more subtle ones so | may maximize connection and minimize hagnciassroom.
Moving from my home department (at that ti
with me an emphasis on selflexivity and positionality, as well as an awareness of the

multidirectional implications of difference and position in classn power dynamic®8oth in

t he pr ogr amo gechhobdy and the dordextwfshe pandemic forcing instruction

H1Keating,Transformation Now!: Towards a Pe8ppositional Politics of Changé3;44.
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online, teaching in DCGurfacel questions oflesign thinkingmediastudies, and digital
humanities inflecting my pedagogiyhat mosimemorable Marshall McLuhan maxim reminds us
that form and content are necessarily integrated in the process of making misahizrg

somet hing about At he di gantthe DIY, the foremally ihnevatides i
that eludes or supersedes more traditional practices of scholarly writing? Are field norms for
scholarship in these arenasing established that regeiihandson engagement as a form of

authenticity, authentication, or professional validation? If so, whom/what does that imperative

favor, and whom/what might it exclude? What kinds of questions and encounters are produced as

valuable scholarly knowledgender th& scholarlyrubrics? To me, these questions uncover a
fundamental anxiety that runs through any academic or scholarly ptnauido we know what
we know? Genealogical, epistemic, methodological, ontological, affekttiies question ohow
asks s to seriously consider the means of production of knowledge as they circumscribe the
limits, conditions, and possibilities for that knowledge to either manifest change or reify the
status quo.

Responding to thquestion ohowacross the different contexin which | have been an
instructor the main lessohhave learneds to center accessibility and disability justice as
integral to all learning environmentd/hether under the auspices of art, humanities,
digital/media studies, atesign thinking, bsing diverse groups of students in inquiry into the
structures of power that shape our everyday experiences of patriarchy, capitalism, colonialism,
climate change, and all other manifestations of empire necessarily requires engagement with
histories of trama; ones that students already know intimately, and which affect all members of

the learning communitglifferently. The pandemic brought these challenges into even greater

focus,anddlr awi ng on what | | earned fr omstruet@ec hi ng
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all my classes using protocols, practices, and culturework from disability and healing justice
knowledge worlds, where meeting access needs and making space for difference are understood
as a preconditions for learning.

This approach requiresustand vulnerabilitywhich also invitesa lot of risk. | am
always concerned that either | or a student with uninterrogated privilege and identification with
domination will do something harmful without realizingl am always concerned that
marginalzed students will feel pressure to reveal themselvpsdos theylo not have good
reason to trusiThere is only so much control | can exert over the process without foreclosing the
kind of learning that | want to instigate, and these things happenalvaays trying take
responsibility for the classroom dynamic and not displace the labor of care required to facilitate

this kind of risktaking onto my students.

A primaryway | try to protect théearningspacdrom unintentional harms by inviting
stucents NOT to share all of their ideas, their first ideas, or what immediately strikes them. |
create lots of delayand triangulationsvhere they check in with themselves first, and then | ask
them to choose wisely what they want to share with the whals.tkencourage them to
consider that they are always learning more than what any assignment | have created will
account for or accommodate, and so they get to exercise discernment in what aspects of their
process they feel comfortable revealing to thaigrbre-emphasize thisith every assignment.
Additional l vy, |l train students to use the NAQ
introduction with each other, to give feedback that is responsive arals@i, not prescriptive
or reactive as a wg to depressurize creativity as an access point of analysis. Hearkening back to

the ethos of an honorable harvest that guided
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to relate to their own creative output with that sense of respect, humdrgrosity, and

discernment.

The thing that must survive you is not just the record of your practice, but the
principles that are the basis of your practice. If in the future, somebody is gonna
use that song | sang, theydre gonna have
the principle is there for others to build upét?,

| asked students to give me feedback on their experience in the class, and | feel compelled to
give them the last words on what we learned together. | am forever grateful to all the students
with whom | shared ik learning journey, with special thanks to the students who have given me

permission to share their reflections here.

As an aspiring teacher, there are several aspects of this class | hope to implement in my own

classroom. These include the followinggtices:

0 building collective course goals and community agreements in the beginning of the
semester. This practice helped me to get to know my peers and their values and gave me
an opportunity to share my hopes and needs.

0 focusing on process over produgt &issigning process documents. This focus on the
process was so freeing and helped me enjoy the artistic journey so much more.

0 rubrics and grading methods that acknowledge the holistic life of a student. This was
especially needed during the pandemic,rimw | realize this holistic view is always
necessary

0 giving and receiving relational feedback: this approach gave me a gracious and gentle
framework for inviting and giving feedback

- Joanna Hung

| learned that working on fostering change in communitiea@aningful ways is a form of art,

as is the way we interact with each other. The course has made a profound impact on me beyond
my university career, it continues to inspire me to recognize and understand humanity in myself
and in others. To view the wdrbeyond the scope of my personal experiences, to never stop
learning about the years of history and context behind every single individual. Prior to the

course, | was very disconnected from my own body. | now understand that presence and bodily
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intuition is crucial to understanding ourselves and to release trauma by noting the nuances of
movement in my body.
- Jessica Jiang

Modern education does not teach us how to live.

The things I've had drilled into my head at the ripe age of twirdyyears oldy school are

plentiful. | can ethos, pathos, and logos with the best of them; | can sing the quadratic formula to
the tune of pop! goes the weasel; and | can recite Constitution's Preamble, even if | don't fully
know what the words mean.

But what aboutaxes? Meal prep? How to keep your face from crumbling when your father
forgets, for the ninth time that week, where he left his reading glasses?

In maybe too many words, this is the value | found in HDCC208U: Art for Earthly Survival. At
my time oenrolling in the course, the students of the world had just embarked on a most
harrowing odyssey: to survive our first fully online semester of the pandemic. | think | speak for
many of us when | say that Eva's pedagogical approach, her authentic cajastwabat we
needed. It was a space for compassion, rest, and regaining the solidity we had lost throughout
the week. It was obvious in the way we turned our cameras on, despite théafigoe

pinching the corners of our eyes: we wanted to be there.

HDCC208U did not teach me how to live, not by a long shot. But it taught me, more than any
other class in my nearly two decades of schooling, how | to want to learn.

- Christina Yang

hat you
ection;
u

ction

98



raft
t

pire. On
gine

trying

my

ct my
[

how
needs
se to

hat do
ting?

9¢



Chapter 2: Maintenance and the Art of Feminist Dwelling

This essay is an effort to build an ironic political myth faithful to feminism,
socialism, andnaterialism. Perhaps more faithful as blasphemy is faithful,
than as reverent worship and identification. Blasphemy has always seemed to

require taking things very serioust#

Say something about the method of composition itself, how everything one is
thinking at a specific moment in time must at all costs be incorporated into the
project then at handt®

eéthe subversive intellectual enjoys the
wilder; she does not want a room of his or her own, she wants to be in the
world, in the world with others and making the world ariétv.

ENTRY: An Unexpected Visitation

[Image description: A diptych of two images paired. On the léBpagle image search result for freise image of

a squirre One paw touches the belly, the other reaches forward, but only just a little. The squirrel has grey and
reddish brown fur, a plump sadind-pepper tail, and a white downy looking belly. The squirrel looks up towards the
camera, with an air of mixed recogioih. Juxtaposed with a picture of the basket referenced in the preface of this
dissertation connected by the activity of collection, shared proximities to trash imaginaries, and resistance to
normative boundaries of the academic landsdape.

114Haraway, "A Cyborg Manifestdylanifestly Haraway5.
115Benjamin, "[On the Theory of Knowledge, Theory of ProgreBsg"Arcades Proje@56.
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Taking advardge of some rupture between the roof and ceiling, squirrels had formed a
sguat above the heads of the students and fac
was called at the time). Snacks in desk drawers were pilfered, mementos hung on tffice wa
torn asunder, trails of dust tracked across the carpet. Scurrying footsteps overhead asserted the
sqguirrelsd Il ooming presence, constant in thei
facilities staff tried remove the squirrels and deter thetirrn’ Meanwhile, | found myself
contemplating this passage from Fred Moten an

Undercommons: 0O

To enter this space is to inhabit the ruptural and enraptured disclosure of the
commons that fugitive enlightenmenéets, the criminal, matricidal, queer, in
the cistern, on the stroll of the stolen life, the life stolen by enlightenment and
stolen back, where the commons give refuge, where the refuge gives
commong?®

Might we addsquirrelto this litany of fugitive inhabitations? Plundering miscreants, resourceful
foragers, persistent nuisariceurely all names that have been levied in some fashion or another

at feminists inthe acadeniyp er haps the squirrel sStwilbsose t o i n
Department because they felt like here they would find the maroon community, fellow denizens

of the Undercommons. More likely, the aging infrastructure of the building we inhabit on

campus provided an opportunity that newer buildings would foseéld

Via Moten and Harneyb6s figure of the Under

undeniable refuge for a life of the mind and the call to study, and the site of confrontation with

117Sadly, | do not know if the squirrels survived their eviction, but tlaabtful. | imagine that they were brought

to a park and set free to clutch acorns to their breasts in the morning, pause abruptly in the middle of the road in

the afternoon, scurry among trash cans in the evening, chase each other through tree braricke®af RA Yy S NX
118Harney and MotenThe Undercommon£8.

119 Since the initial drafting of this chapter, the department has changed both its name (now called the Harriet
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paradoxes oEnlightenment power. Especially here, a landgrant unityetie hegemonic seat

of public education in the United States, and thus the entry point for many a studious squirrel to
study all sorts of radical ideas; and yet an institution beholden to enlightenment hierarchies of
rational autonomy, as well as lilagistate and neoliberal corporate interests to reproduce a

wor kforce. The oper atpresermvaionaafthe lrndscapéaf capitelr si t y 6 s
consistently foreclose wordhanging, foundatioshaking thinking that might threaten its

legitimacy andauthority over the enterprise of education, absorbed into projects of

professionalization or are disappeared via negligence, misrecognition, deferral, pressures to
withdraw, and and and. Mot en and Harney ur ge,
sneak into the unive¥®hawereaetadeny thesglirrelstheat one

plunder?

Located in the aptly named Woods Hall, perhaps our offices were destined to serve as a
dwelling place for such wild creatures as feminists and squioalsurry amoKk above, below,
or in the trash cans just outside institutional corridors. What might we learn, in the recently
renamed Harriet Tubman Department of Womenés,
rewild the field and take up with our rodesomrades? Could we work together in our mutual

quests to defamiliarize and upend institutional hierarchies of knowledge, resources, and power?

120Harney and MotenThe Undercommon<£6.
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Woods Hall
(047)

[Image descriptionAerial view, graphical rendering of Woods Hall (047) at Universitiviafyland-College Park,

via maps.umd.edu/magm figure of grey rectangles creating a kind of bracket shape sits among green areas, with
paths going in and around the premises. Graphics of trees suggest that the building exists amidst foliage to the west,
and a parking lot by the southeast corgjer

I n a different set of woods, Anna Tsing6bs
human communities which organize around it, offer a glimpse into what can happen when we
humans and our wild planetary comparganake a commons togetherTime Mushroom at the
EndoftheWorld Tsing tells what she calls fAa rush ol
practices relating to the matsutake mushr oom.
landscapes places wherbuman involvement has left an indelible impact on an ecosystem.

Tsing looks at diverse and anarchically cooperative picker communities in the Pacific Northwest
of the United States, as well as practitioners of peasant forest tending techniques indapan an
China. The mushrooms provide a compelling site of analysis for Tsing, as they have great
exchange value in a number of marketplaces, and yet they elude capitalism modes of production
and consumption. They have never been successfully grown in a ladyemthough they are

known to grow well in former timber forests of Oregon and the satoyama woodlands in Japan, a
plentiful harvest is never assured. To find matsutake requires patience, a keen eye, an ongoing

relationship with the forest, and the willinggs/resourcefulness to make do with what crops up.
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Il n telling the stories of the matsutakeds soc
aftercapitalist worlds that are already in practice noticing how folks are getting by without the

guarante®f a regular portfolio of accumulating wealth.

Subtitled, Aon the possibility of |life in
ruins will or should be restored, rather, she asks: what governs the nature of collective action and
responsibiliy in the absence of a desire for progress? For Tsing, narratives and myths of progress
conduct life to the repetitive rhythms of growth, expansion and accumulation. Any tuneful
strains suggesting possibilities for collaborative survival are drowned atstibgessant,
pervasive, and normalized beating. Equally skeptical down in the Undercommons, Moten and
Harney construe progress as a participant 1in
the neoliberal state qua university; a tacky medibat sticks to and halts wild abolitionist
movements? A hodgepodge of heterogeneous and often contradictory cultural narratives,
values, and attachments, fAprogresso neverthel
resources and common vadyethics of encounter and notions of freedom. Without invoking
progress, what orients our fdAmor al boundari eso
maroons, the mushrooms, the squirrels, the feminists, the disinheritors of the wealth of the

enlightenment®2 This is a commons problem.

121Harney and Moten',Blackness and Governancédg.

122Here, | am considering feminist questions of ethics, and what forms the container in which an ethical choice is

made, such ai the work of Joan Tronto on feminist ethics of cateh y OS ¢S NBIFf AT S GKFG Y2NI €
political context, we begin tsecognize how boundaries shape moralities. Widely accepted social values constitute

the context within which we interpret all moral arguments. Some ideas function as boundaries to exclude some

ARSI & 2F Y2NIf A (NorafBeEhdarieSePytial RGiMantfor 2nyEthié of Cai,See also:

BellacasalMatters of CargCohen, Jones, and Troniwomen Transforming Politits CNJ} a SNE awSO23y A (A
9GKAOQOAKET DNIYRSIT &/ FNBET D2f RoSNAZT y6Fo(f KRMGET 5yARA | CANPRSIXGES T
FYR CNAGAOKSE &/ NALI ¢SOKy2aOASYyOS alyATSadaz2éT | SYNEsS dat¢

Shotwell AgainstPuritf ¢ NRy {2 YR CAAKSNE a¢2¢FNR | CSYAyArad ¢KS21
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The discursive figure of the commons names a shared resource mediated through
structures of governance and ethical negotiation. The term derives from the practice of land
management in England in the™&7" certuries, the commons always travels closely with its

shadow: the enclosure. Geographer Nicholas Blomley defines enclosure as,

the conversion of commonable lands, whether on wastes, commons, or village
fields, into exclusively owned parcels, and the con@nrhéxtinction of
common rights, of which the most important was that of pastéire.

Erecting, enacting, and enforcing a boundary around a field to render it privately owned and
determined, in order to make these discrete plots more productive, capable of generating more
profit; a social practice of space, shaping the terrain in ordectoraulate capital. While

practiced in rural areas prior to this period, increasingly in thelT centuries landowners

began to erect enclosures without the consent of tenants, displacing many people and depriving
them of their livelihood. When legallshallenged, liberal governments tended to side with

landowners and those with already accumulated capital. Contemporaneous with the advent of
European industrial capitalism and colonial expansion, enclosure represented one of a nexus of
techniques for ineasing governance and social control via mundane administrative structures

and built environments organizing the everyday life. Among the many consequences of
enclosing a commons include the normalizati on
twothr ough materi al borders, policed by the sta
highlights, the loss of the right to graze; and the redistribution of labor away from subsistence

towards wage&*

122 f2yvtSes dallAy3d tNAGEGS t NRBLISNIéeyY %¢gOf2adNBs /2YY2y
1245ecalso:EA I 45 G¢KS /2YY2yaéxX ICHBRSNA DA RIEHHRNHGHESDM NI K &

DARGLIYATS G{AE ¢KSaSa 2y 21LaidS8Ss I fdSz oy R wSOXE WHaT | @2
I NAaAa 2F aSlIyAy3IEéT az2aaxr Opbopéryl f AdGe 2F GKS /2YY2yaséT
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The Commons can be spatial, social, embodiedpdeah, material, or any combination
thereof, and thus its foils are similarly multidimensional. A deep cistéefnd o wn | o w
| owdown, 6 Athe hol e i ™ Moteeand Hamey describe¢he e | abor
Undercommons as a shared space where subvemsiveeil | ect ual s may Adbe i n,
university, navigating its many contradictions, not the least of which is the professionalization of
the production of knowledg€®*Tsi ng, t oo, recounts the phenome
ideas is forced, theh,0 cr eat e scenes that exceed or escap
surveillance techifiVMagtuers aorfd pHarnvmdy zeax p loai. w: ]
some ways tries to escape from critique and its degradation as unizerstjiousnesand self

consciousness about universignsciousness, retreating, as Adrian Piper says, into the external

w o r F&Thedecognition of mutual support needed to collect and make use of the scraps, the

remains, the stuff that proliferates in the wake oficapa | i st destruction, tha
di sturbance, © anchor relations in¥®he | atent
Al want to talk to you about freedom. Abou

necessity, which aiAvtestyMierlesLaderman $Jkelephastdevhtedmeat . o
art practice to transforming one of capitalis
her work in relation to the production, management, and material consequences of trash (as a

necessary functiontosut ai n | i fe) , Ukel esd® corpus offers &

1259208y YR 1 IFNySeQa Ay@d20FLdAa2y 2F (GKS OA&GSNY NBazyl G$
compositional practice of Deep Listening. After makimgcrding in an abandoned cistern in California, she

named and developethe practice oDeep Listening as a way to train a capacity to attune to the mysterious edges

of comprehension

126Harney and MotenThe Undercommon£6.

127Tsing, The Mushroom at tiend of the World, 285.

1281arney and MotenThe Undercommon$8.

129Tsing,The Mushroom at the End of the Wqrkd

1300 1§t Sas daltAydSylryO0S k {dNBAGIE k FyR Lia wStliarazy G2
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progress, revolution, and capitalist approaches to governing a commons that echo those of Tsing
and Moten and Harney. She enters into the discourse of the commons through an analytic of
maintenancé the work it takes to continually reproduce lifeonnecting domestic labor and

public sanitation. Looking at the city as a commons, Ukeles identifies the collection and

management of waste as one of the most critical, if unsavory, featiglearetl social spaces:

Sanitation, face it, is the perfect model of the inherent restrictiveness imposed

by living inside our corporeal bodi es,
civilization (and its discontents), in fir
thoroughlypublic system,d wed are all co-owner® we have aight to a say
in all this131
As the Artist in Residence for New York Cityo

Ukeles has used the tools and affordances of art to unsettle ways in which meavalg@nd

travel, how they collect in particular landscapes, and inform the governance of material
necessity. Creating durational performance art, trash barge ballets, multimedia and participatory
art installations, and earthworks with and for maintenanceevsik municipal transfer stations

and | andfills, Ukelesd work centers people in

confrontations with waste and the labor involved in maintaining public space.

[Image descriptionA triptych ofblack and whitema g e s f r avork vidtk sanitatiend@epartments. At left,
Ukeles addresses packed crowd of sanitation workers in as peouch Sanitation, 19784; in the center, Ukeles
stands with her back to the camera, lifting her arms to confiduir sweeper trucks, poised to dance as paBevien
Work Ballets,1982012;at right, the side of a garbage truck has been covered with a mirror, reflecting the image
of a crowd assembled to watch the first annual NYC Art Parétue Social Mirror, 183

Blyz2 l¢Lhb /!'b .9 !'[OH 1 WeI mdpOfd TETHRVY adaASNI S |

{IbLe¢
al AyGSylFryOS ! NIidé vdzSSya adzaSdzys Hnmc o
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Focusing on bodies, ongoing activities, the ¢
calls for a revaluation of socially necessary labor in political and aesthetic fields of practice.

Ukeles adds to the commons conversation: what is thedanat art in and for a public? How

could the work of art, as both a fisensuous ac

individuals and collectivities from alienation?

ENTRY: Maintenance Art

[Image descriptionClose up view of the triptych title of Mierle Laderman Ukeles' 1969 maintenance art manifesto
"MAINTENANCE ART- Proposal for an Exhibition" has been typed onto the page with a typewriter.
"MANIFESTO!" has been written in adiaps above the type in blagkki ""CARE" copyright 1969 Mierle Laderman
Ukeles" is written in blue. Indicating a history of renaming, multiple ways to describe a project, an ethics and
aesthetics of drafting).

Say something about entryways, encounters, moments of arrival, andt cesponse,
and Mierle Laderman Ukeles as a case study in Feminist Dwelling. Talk about her aptitude for
making proposals that create openings for transformation, and how her ongoirgriong
dedication to that practice, almost 50 years of making Maanism Art, has literally transformed
the landscape of New York City, and of public art practice. Do it in a storytelling way that brings
Tsing and Ukeles into relati@nTsing as an expert in noticing the stories taking shape in and

traveling around mushroonfgrests, and Ukeles in her Talmudic propensity to describe the
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unfolding/significance of her projects as pardikte stories, both invested in rehearsing the

stories that give everyday life and quotidian encounters profound meaning. Describe the

doorwayt he passage, the entry, that wedre about
door s, recalling the workdés three names, each
practice:MANIFESTO!, Maintenance AftProposal for an Exhibitiorandii CAERY E 196 9

Mierle Laderman Ukeles.

MANIFESTO!

[Image description: Thefoypages of Ukel esd6 Manifesto for Maintenance
background.]

Written in 1969, Ukelema ni f est o consists of two parts,
exhibition 6CARE. 60 fildeaso takes on the inte
capitalism, and art, especially as they mutually reinforce theewrgnition and devaluation of
thewor k it takes to keep clean, take care, stay

plan for creating potentially transformative art work, implying that art might exempt or relieve



her from the alienating effects capitalist patriarchy by keefiagttworker in touch with

temporal, contextual, and sensuous qualities of [&8or.

Ukel es often describes her experience of b
f r e e ##Bhe.indlexes a construction of freedom where one does nothavetweeiec | abor
power in order to |live, thus one is not ident
where one does not have to work in order to }¥#é-or Ukeles, in the creation of an art work,
the process of laboring is equally importamthie product of that labor, the beneficiaries of the
work are the nomlienated the amvorker herself, resonatingwithd r i an Pi peonds per s

the possibilities that arise from the integration of life and art:

some events and happenings share the same spatial and temporal
characteristics of other discrete forms and therefore thave the same problems;
that unobtrusively insinuating art into a nonart situation really interests me;
and doin this in such a way tha@@ple react to an obvious but uninterpreted
(as art) presence, rather than such a wdgfined artificial environmnent or
theathrical action. I like the idea of doing away with all discrete forms and
letting art lurk in the midst of thing's®

Intunewithher ti me, Ukel esd manifesto sounds of
work/labor/value emerging in diverse locations throughout the 1970s and 1980s, such as the
International Wages for Housework Campaign, sociological work on emotional labor, and in
otherartwok s such as Judy Chi cWoganhoasedBMi r Uk enl Es & ap
approach to the issue aligns more with Angel a
campaign. Davis illuminates the white middle class worldview around which it was organized,

the @asure of domestic workers and the historical link between slavery and domestic work. As

132/ §§ OKFLIGISNI n FT2NJ Ly SEGSYRSR YoStRaSia Sk 22y 26/S drSSNTaAl dE2kdzaTy
Erotic: The Erotic as Power," Lor&@ster Outsider

13 18t84as dalAyiSylyO0S «k {dNDBAGIE k FyR LGa wStldAazy G2
134\n/eeks The Problem with Work

135pper, "Talking to Myself: The Ongoing Autobiography of an Art Obj&att"of Order, Out of SighB7.
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Jackson notes, Ukel es focuses on the drudgery
doing it (as a certain clagssconscious liberal feminist position migidve done) but to expose

the pervasive necessity of such labor, even in both revolutionary and artistic contexts that would
rather consider themselves'®Ukekeaadi hddepmade
Afdevel opment 0 as d includiegrthe bvangaade, pregaetsstorientatient anch ¢ t

individual creativity/innovation.

Overthrowing, replacing, or burning down the system without an alternative that is
actually predicated on a different set of values in relation to work, its diviarahgs
valorization, will only result in a replica of the operating logics already in place. As Ukeles
writes in the manifesto, fiThe sourball of eve
pick up the gar ba d®Unlesa thavieandciwe reamioing nfibehgvidre,
expectations, and values around the distribution of labor and attention paid to maintenance,
systems undo themselves only to rebrand the same relations under neWterend. e s & pr opos
exhibition in the manifestexplores the work of care in terms of the personal/domestic, the
social, and the environmental relation. The subtext of her proposal asks: how do we take care of
ourselves, each other, and the planet? What if the apparatuses of valorization centerdd the wo

not of generating profit but of taking care?

136 3acksonSocial WorksPerforming Art, Supporting Publi&s,
137ykeles, Manifesto for Maintenance Art 1969!
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MANIFESTO!

[Image description: Architectural rendering of OVERLO®HKwo sloping, perpendicular walkways made of

concrete and metal mesh and glass siding intersect to create a lookout over até#ldrases in gold, rust, and

green. A person in the foreground gazes ahead, while a person in the background faces the side turning a viewing
device towards a flock of birds.]

Two paths that intersect at an architecturally sophisticated/stylish lop&ou. One path
|l ooks out on all the machinery that i1ités taki
landfill it had been. And the travels along restored marshland (a facsimile of what the site would
have looked like prior to colonial/indtrial contact). The intersection of these two paths
constitutes one component of Mierle Lader man
titled AOverl ook. 0 Together with | andscaping
formations congtute the projectL ANDINGwhich will be the first permanent art work at

Freshkills, when the South Park is ready for construction.

AOverl ookd evokes two possible, contradict

ovellook, a noun, a physical structure to look out upon a vista or whatever. The other meaning



being ovelook, the verb form, meaning to not pay attention to something. Ukakegnagined

how to create a spa¢eboth as a physical, material space as well as a conceptual, embodied
experiencé for a visitor to consider what is under the surface of the park. In the title we can
read a little bit of needling, or not resolvingdrd satisfying synthesis nor a straightforward story
of overcoming. AnOverl ookodo points us to the
the beautiful, glorious park that not only went overlooked, but was produced by potential value

being overlooked. Following the analytic of Maintenance Art, waste becomes a crisis when

f

a

mai ntenance goes undervalued and/ or overlooke

embodied site to pause and encounter all these deep questions. To nokahede many
layers of complexity, to look out on the landscape and notice all the different and overlapping

stories being woven together at once.

The artworki as in the work that the art is doing in the world as well as the thing itself,

the crafted deringi manifests at the level of the proposal. In imagining and proposing this

prospective visitor experience, Ukeles creates a way for anyone who learns of the piece to be on

the journey with her, to stand at the precipice of these two paths, lookdwsk this gnarl of

guestions with her. Even before the piece has been brought into material form, here | am, on that

precipice, stopped in my tracks by these questions, lingering on them right here right now in this

very essay!! N o w: ncEftualtAfssagingla pause for g@eatioring &had

reflecting on the | andscape from directly wit

articulated in her manifesttANDING s realized and unrealized at the same time, existing in

the presentasama d of Ukel esd inquiry.
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Maintenance Art Proposal for an Exhibition

[l mage description: F o u r -basddipublic artwarlkaTpucls Sanitationnlo®80e | es 6 pr o
Clad in a variation of electric green and orange with a puffer vestith photo,he bottom left shows Ukeles

reaching up to shake the handaofjarbage truck driver. In the bottom right, Uketisnces behind a sanitation

worker picking up a garbage bin, the worker is turning to smile at her. The top right image shows Ukeles and a

sanitation worker deep in conversation, leaning against a garbage truck covered in graffiti. At top left, Ukeles

shales the hand of another worker, who is facing the camera with a smile. They are standing on a rubbish pile,

another garbage truck visible in the background -ahichp.]

The photosaboveshow Ukeles chatting, joking, and shaking hands with the sanitation
worker s of New York City as part of her artwork
exceeds what the images can capture. Ukeles embedded herself in the Department of Sanitation
in NYC starting in 1976. After about two years of talking with folks thieug the department
and researching its operation, Ukeles created a performance ritual: she would travel along every
garbage collection route in all five boroughs to meet all 8,500 sanitation workers. She carried out
this plan over the course of 11 montweyrking 8 hour or 16 hour performance art shifts to
match the sanitation workersodé schedules. Ever
announce where she would be that day, she would show up to thshifpr@eeting and explain

her purpdseéeé:eriel @m nvatch you, to study you, to
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the shifts, all the seasons, t o ®fhadnkhewould t he
travel with them on their routes, share meals with them on their breaks, Hamighatihem in
their section offices, and shake their hands

city ®¥live. o

Ukeles names this practice Maintenance Art. In her formal training as an artist, she
developed the notion that art was a way tdrbe. She often names her main influences and
what she learns from them about the relationship between art and freedom: Marcel Duchamp
(freedom to name art as such), Jackson Pollock (freedom to declare the physical process of
making the art the art its¢lfand Mark Rothko (freedom to abstract and transcend). These fine
gentlemen all approached their art practice as a way of living and being in the world, and Ukeles

wanted to make art in that way, too.

Then she had a baby and became a mother. She spahaat@ar trying to split herself
and her time between these two kinds of vdoet work and mother woék continually
reflecting on the fact that her art heroes, whose art and lives were intertwined, probably never
had to change diapers. She found that peppsumed she no longer did any work (art or
otherwise). Taking care of her baby, most of her working was done in private and out of view.
She could not escape the mutual realities that the work of keeping herself and her child alive was
both incredibly ¢dious and incredibly important. This was her work, this was her life. Claiming
the inheritance of her art patriarchs, she named her working and living as art itself. As she wrote

in her 1969 manifesto, AEverythtngsl Asayoi s A

1385 aASNI S [ | RByidfc-a/l & (M S &H nmn d¢
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Feminist critics and scholars such as Shannon Jackson and Helen Molesworth and Lucy
Lippard have noted that the politics of Ukeles naming the sensuous activities of her livelihood as
art are not the same as for Jackson PoltétRather than mduce more objects to circulate,

Ukeles frames the means of production of the work of art as the work of art, with an appreciation
for the ongoingness and mortality/vulnerability manifest in labor, as well as a rejection of growth
and progress as univeryajjood, and a skepticism about the transformative efficacy of any
revolution which does not recognize/value the maintenance and care work required for life to
unfold, to flourish Ukeles strives for Rothkesque transcendence not by visual abstradbiain,

rather by foregrounding the labor involved in maintaining the institutions that facilitate those
transcendent art experiences for various publics. Duchamp is credited with revealing/exploiting
the alchemical power of naming as a means of transforvailug through context with the

Ar e ad \dmmaalaryday object becomes a work of art because the artist names it as such. In
applying this concept, Duchamp rendered an ordinary porcelain urinal into a worl of taist

on the modernist cube, but still aher object for viewers to orbit in a gallery and which

circulates in the hypecommodified art market. Ukeles uses hespanver to describe and enact

a world governed by antiapitalist relations, where taking care is the primary metric of value, as

well as the only guarantor of both individual and collective freedom.

MW working will be the work.

[l mage description: Close up of the typed |ine from

1403acksonSocial Works a2 f Sa 62 NIIKS a2 2 N] Mie@e2laderimgh@Befed t KA f f A LJA
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Ukele photography and performances in the
maintenance labdrtaking care of house, self, and children. Having gained supporters in the
feminist art scene when her manifesto was published, she was invited to make work for art
shows around the U.S. Ukeles produced works Bkessing to Go Out / Undressing to Come In
documenting in great detail the labor involved in preparing her children to leave the house in

winter:

[l mage description: A square of 64 images showing in
coats to go outside and then taking them off agarassing to Go Out / Undressing to Comelfi73.]

She came to create these works as a move to resist isolation and alienation, but then
found that the images of her labor were traveling while she remained at home. She began to
accompany her visual pieces with performafcestead of just documenting whappens in

the home and sending it out into the world, she would perform her private, domestic maintenance
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labor in public, troubling the hard boundary between the two spheres. Sometimes these
performances involved the maintenance workers, curators, hedrmtiseum/gallery workers,

highlighting the labor involved in maintaining art spaces for the public.

[Image description: UkeleBunches over a pile of rags, mid scrub as part of her performance Washing Tracks at the
A.L.R. Gallery in New York City, Jud&, 1974. Three adults and two children look on from the left. At right, three
people sit on one of those things that covers the cellar entrance, two are engaged with each other and not paying
attention to the performance, one looks toward the camera.]

One of Ukelesd performances involved washir
gallery or museud the bridge between everyday life and the sacred work @ffarthours at a
time in full view of and close proximity to both intentional audience membersassdsby. In
one iteration, washing a particularly dirty patch of sidewalk in front of the A.l.R. Gallery in New
York City, Ukeles quickly began to use up all her cleaning supplies. The superintendent of a

neighboring building took notice and brought heraamful of more rags. She describes that
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exchange, his gift of these rags, as a moment of recoghitibe could and should be working

in coalition with other maintenance workéfs.

~

This revelation | ed her to dl DoreiMai nt enan
Ukeles attempted to share/redistribute a resource of her own: tpataet of naming. Invited to
make a piece for a group show at the Whitney
office building, Ukeles took the opportunity to design a sodrtiork-associalexperiment.
The Whitney wanted to encourage the people who worked in the office building to come to the
art space more casually and regularly. Ukel es
were during the day and most of tn@intenance staff worked at night, after everyone else left,
they were excluded from the Whitneydés initiat
asked all of the maintenance workers to consider for one hour each shift that they were doing art
work, rather than maintenance work, and throughout the duration of the show, Ukeles would
wander the halls of the building, mostly at night, seeking out encounters with the maintenance
staff. When she ran into them, she would ask if they were doing ierdiatenance in that
moment, and if they consented, she would take a picture and label it with their designation. Like
Duchamp, Ukeles capitalized on the strange economy of art, but to creaipracal

readymade.

141ykeles, "Maintenance / Survival /andwsS f | G A2y (2 CNBSR2YY ,2dz yR GKS /A
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[Image description: Two panels covered in neatly placed polaroid photos with colored dot stickers on a white wall.
The left panel is narrow and off white with a yellow sun hovering over the photos. The right panel is at least twice as
stars danci

moon and four

wide and dark bluewih a cr escent
the topi | Make Maintenance Art One Hour Every DaW76.]
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Menance An

Maintenance 4y

[Image description: Close up of | Make Maintenance Art One Hour Every Day process documnénpditbtos with
red, green, or yellow dots in their top right corners
building housing the show.]
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Ukelesinvited the people whose worker status was not considered valuable enough to
solicit as patrons for the art venue but whose labor is required to maintain the venue itself to
share the power of art to challenge and reconfigure what is considered meaamdgfaluable.
Naming their own activities as ast-work, the maintenance workers and Ukeles highlight the
strange nature of value in the art market, but also then illuminates the values surrounding
maintenance work more broadly, and the misalignmentamifal, socially necessary labor, and

actual workers.

At this moment, New York City was in a crisis around this exact nexus ofdvdilye
1976, a confluence of rapacious development, white flight, divestment ofandeng welfare
programs, and the migrati of manufacturing jobs to suburbs and exurbs led the city to the bring
of declaring bankruptcy/? Giving truth to the wisdom that infrastructure is most visible when it
stops working, theundere s our ci ng of the citybs tddrepart ment
inhabitants of the city, as they imposed a hiring freeze and trash piled up in the street. One
review of the show suggested that Ukeles could do an economically precarious city a favor by
getting some money from the National Endowment of the Awdisdérecting it to the beleaguered
sanitation department. As an expert practitioner in the art of context response, Ukeles did just
tha® in 1976, she asked the Commissioner of the department if she could make art with/for the

citybds mai nt edslemas beemmrkiRgenvithshem ever since.

Y ¢KS CLftf/ 2178 20N A Y, I2N] € T bdzaaol dzyr a¢KS bA3IKG bSs | 2
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ENTRY: Stupid Art Garbage

To call something 6garbaged means stripp
characteristics. So that even though differences are obvious, hard becomes the
same as soft, wet as dry,dvg as light, moldy old sour cream as a shoe, wet
leaves as old barbelisthey become the same things. The entire culture colludes
inthisunnami ng. Then we cdaainovaué Wwhatsoeéveral | O6gar b
To put it away, actually paying to put it awayg, soon as possible. Thus
forgotten. And then paying tremendously to remediate its effects on the land.

So t hat 6s -yehrpld sodiahscutpture we h&ve all produced, of four
mountains made from 150 million cubic yards of thalifferentiated, o-
named, nevalue garbage, whose every iota of material identity has been
banished, the memorial, graveyérdr whatever it i§ needs to be created out
of an utterly opposite kind of social contratt.

[Image descriptionA receptacle made of trash stands against a white wall on generic institutional carpeting with a

squiggly design. The top of the sculpture is made from a repurposed fire extinguisher cabinet, which has been

turned on its side and divided into three compeetnt s, | abel ed #ASacrifice, 0 AArchi v
of the receptacle is adorned with bubble wrap and fringe made from brown paper grocery bagbokbeee

covered in old maps form external compartments. The wall behind the receptaclenage sigd curatorial

placards indicating that this is an art installation, titled Transfer Station, 2018]

43 1§t Sas [ STU208NA k LGQ&a lo62dzi ¢AYS FT2NJ CNBaAK YAffaas



Remember those squirrels, and their ambivalent conquest? They arrived in a moment
when I, too, was making a move to introduce a new genre of beinthentepartment. | had
decided to install an interactive art exhibit
the office, next to a disused table and the intern computer stations. For 6 Twaekser Station
T a conceptual art provocationdnwa s t e ma inwaygdetakestimetplace of the trashcans
that usually made that nook their home, inviting the gathered public and day to day visitors of the
deep recesses of the womenébés studies offices
disposal. Instead of sorting unwanted/unneeded items into the familiar bins of
trash/recycling/compostransfer Statom s k ed users to select Asacri:

as their di scardodés afterlife.

The project came into being because | had redeassmall grant to produce something
Acreativedo for a digital humani ties symposium
the range of techniques associated with technology from a user end, | proposedTraisiiey
Stationas an investigation ia the technology of the trash can and-anientation of everyday
techniques of disposal. As Ukeles describes in the epigraph to this section, garbage is produced
in the moment of discard. This moment of transformation (from something particular to
unnaned, wundesired, undifferentiated garbage) f
thought of again, ATransfer Stationo was an e
involved ritual for creating and processing garbage, imagining the mfcaste that would

result from the Autterly opposite kind of soc

If the social contract governing the resourcing and design of waste management
infrastructure were organized by a feminist ethic of care, what kinds ofit@psmight it

produce or require? What maintenance work would it involve? What daily rituals and practices
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might it engender? What qualities of time, materiality, value, embodiment, and relationality
might circulate at its core? Considering the achodwing something away as a performance
event, | tried to imagine how performance could intervene in and productively denaturalize
logics of disposability and reorganize infrastructure around the labor of taking care. Where
Ukel esd wor k gler gash collects hoalo gtagegerfermance interventions,
Transfer Statioraimed to stage a performance intervention in the place where trash becomes
trashi when it leaves your hand and goes in the bin. Following Uk&tessfer Statioraimed

to use pgormance as an analytic for understanding the operating logic that produces waste qua

waste and a strategy for crafting different operations for managing that waste.

The project did not work. I n the silyx weeks

two items were deposited into it by anyone besides me. The problem of participation in
participatory ari does it work if no one participates? Lack of engagementTvahsfer Station
was thrown into relief by the collective investment in and calaardynd the presence of the
squirrels. Unlike the squirrels, my art caused no disruption in the day to day unfolding of

departmental affairs and demanded no urgent responses from the facilities staff.

Perhaps | could have been boldenstead of replacingnly one set of trash cans, what if
| had replaced all of them? What if | had come around daily and performed an elaborate ritual of
collection? What if | broadcast a live feedTofinsfer Statiorso the moment of discard could be
witnessed as a performanc at t he very | east by that great
| held orientation sessions, training colleagues in how to use this new technology? What if |

staffedTransfer Stationwvith an attendant to assist with user interaction and proceSSmg@ |

find room in my project budget of $150 to pay

opportunity, o something I could convince an

124
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These ideas were all entertained at various points throughqutdjeet, but they were
ultimately squelched by nagging (but conceptually resonant) questions: was this all a waste of
time, energy, and resources? Who cares if it succeeds or fails to elicit participation? Does its
mere existence, its presence in the tngtn enact some kind of subversive something? Does it
work as a philosophical/rhetorical object? Is that enough? Following the squirrels back to the

Undercommons, | recalled the chapterds epigra

Philosophy thus traditionally practices a critique of knowledge which is
simultaneously a denegation of knowledge (i.e., of the class struggle). Its
position can be described as an iron of the class struggle). Its position can be
described as an irony witlegard to knowledge, which it puts into question
without ever touching its foundatioi¥.

| renamedhe projectStupid Art Garbagewanting to say something about the
paradoxical tension between maintenance and t
conclusion to ATheses on Feuerbach, o AThe phi
various ways; t heVypasemantapartsientkept floddiagragdd hadto . o
move. My advisor announced she was leavBtgpid Art Garbagspent the summer in a
storage unit. It haunted me. | worried that | was enacting the same politics of waste that | was
trying to actively critque. | resented it for not living up to my expectations, for requiring so

much care and attention and maintenance. It became, itself, just another piece of trash that |

wanted to throw away but didnét know how. Il g
There is some narrative potential connect.

studi es, womenos 8 lingedng @/eccupyng $space witbima largerrcaniext y

that is variously hostile towards, indifferent to, oronly investad i nstr ument al i zi n¢

144Ranciére, quoted in &tney and MotenThe Undercommong5.
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purposeStupid Art Garbagel i dn6t wor k, and perhaps that was

Nay, its freedom!

[Image description: A squirrel emerges from a trash can.]

[an opening in the hedges: ambivalent salvage]

[Image description: Bushy green hedges form a maze.]

| have been dwelling on those squirrels. (Or, dwelling with them? among? over?) Their
di sorienting visitation to the offices of the

on our plot within the academy, our place in its narrative landscafggoderick Ferguson
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details inThe Reorder of Things womenos studies (and related
entered the academy as a result of stutbghictivism in the 1960s and 1970s, and seemed to
signal a lowering of the gates of the ivory towegtve entry and validation to a whole new

range of subjectivities. Envisioned by many in the 1970s as the academic companion to the
womends | i berwo men no v sbwae th ingang hician with both of

those premises/promises. Institutionalizing a critical stance against the very institution that
authorizes its ongoing existence has produced departments maintained for their value to the
institution (as diversity wdiers, as neolibergirogressive bona fides, etc.) while depleted of
resources and denied any real investments in their vatldes:46 | am reminded of this passage

in Audre Lordeébés nUses of the Erotic, o

As women, we have come to distrust that power wiseb from our deepest
and nonrational knowledge. We have been warned against it all our lives by
the male world, which values this depth of feeling long enough to keep women
around in order to exercise it in the service of men, but which fears this same
depth too much to examine the possibilities of it within themselves. So women
are maintained at a distant/inferior position to be psychically milked, much the
same way ants maintain colonies of aphids to provide @iNM@g substance
for their masters#’

The proliferation of techniques for creative practice in-adracademic locations such as
critical making, design thinking, iterative prototyping, speculative design, etc. draw on and
extend into new contexts all the vital things one might gain fromupgsan interest in ait

learning through process discovery, relating an idea through a material process to a public, trying

Y5 2ESNE GC2NJ YR Foz2dzi 22YSy¢€T . NIAGKSLFAGS | St f
FYR C2y26> a. 101 G2 (GKS CdzidzNBY ! [221 G4 GKS {SO2y

146ahmed, OnBeing y Of dzZRSR®! f f Sy s G{ GNBYIGIKSYyAy3ad 22YSyQa { GdzRA Sz
2F 22YSyQa {(dzRASEA¢T 5dz33Lys ¢KS ¢gAfAIKEG 2F 9ljdzr f AdeK

22ySyQa { GdzR
t NPEFTSAAA2YE ¢
at S2LJ ST t NR
147) orde, Sister Outsider, 54.

ASa¢T w2FSt 3 1aR NIASHBR 20FS 12 NEEYTS y{OHANI{ AlgdrRIAASIA 6Tt NS
ATFGAZ2YS YR tNRYA&2SAéT w2iKaOKAtR:E 455443
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to bring the Iimpossible into form. Governing
functionality and efficacy and seem to agtieat art education supports the production of a

skillful, job-ready populace.

Recal | Mot en and Harneydds indictment of th
foundation, never having to confront antifoundation out of faith in the confrontable foundation,
critical intell ect ual“Anmadsingcdl o apgr dfne & shieo md Idid4 &
surveillance t ec hfAtaniziags quantifying, makngdisireteaddtang n . 0
artdés benefit to society vis a vis workforce
the problem the cultural devalien of art any more than an argument for interdisciplinarity
absolves an academic field of intellectual enclosure or wages for housework eliminates the

unfreedom of working to live/living to work.

Perhaps those darn squirrels had arrived to remind hisent Wo mendés St udi es
of our precarious contract with the logic of enclosure that organizes the university and our place
among its relations. The university is comprised of many enclosures of knowledge and
knowledgemaking practice$>° (If you wantto know about history, or if you want to produce
historical knowledge, go to the history department, &w.participate in the contemporary
knowl edge economy of the university, even in
different history ofenclosure than say, cultural studies or phydicsindaries are erected,

policed, and renegotiated to determine and cultivate work that is of value to the enterprise.

148Harney and MotenThe Undercommon84

149Tsing The Mushroom at the End of the Wqri86.

1500ne wonders, then, why the squirrels did not annex the English Department or the Math Department, or any
number of more secure and resourced locations on campus, surely with pheméful snacks to plunder. If they

had just held out for another year or so, they could have had their run of the brand new, $33 million dollar
Brendan Iribe Center for Computer Science and Engineering. https://iribe.umd.edu/
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Haraway and Ahmed insist on looking at what particular words as structuring metaphors
actuallydod how the many layers of meaning they carry, the gestures and embodiments they
suggest, their history of use and association, manifest in the knowledge worlds they gather.
Ahmedds tracking of words | i ke fgagsplThayboths, com

take up words and rhetorical frames as simultaneously projects, methods, and analytics.

For the purpose of this project, let us look more in depth at our structuring metaphor: the word

dwell. Dwell, at once a site, a process, and aardation. Dwelling might signify an ongoing
presence (perhaps r el at ®dratzane di dctivity fatcousingoftile At r a
impasse, the undercommana place of residence, occupied territof8flt connects the

activities oflingering, staying past an expected or normal duration,iahdbiting, to occupy or

abide and also to channel a certain character or to be possessed by a spiritual presence.

Etymologically, the original®@century meaning adwellwas fAt o | ead into erro
del ude; to st uficenstturpye fiyt; ot donk tohre tlh3e meani ng
action; Bcdemt urhye ilt5 was primarily used to mean

thing) in action or thought; to remain with the attentixed on; now, esp. to treat at length or

with insistence®®in speech or writing.o

A fool s errand, a hitch in the dpédlllBaas, a n
kinship and resonance with Sara Ahmedds figur
sourball, Moten and Harneyd6s maroon community

matsutake mushroom@sit bespeaks an ethic and an attitude; what one doegtirdw

151Gordon,Ghostly Mattes: Haunting and the Sociological Imaginatjderrida,0f Grammatolog; Sharpe|n the

Walke: On Blackness and Being

152Berlant,Cruel OptimismHarney and MoteriThe Undercommons

8By568tts GoéT a56Stth hytAyS 9dGevyz2tz238 5A0GA2YF NEO®
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circumstance where you have to make do with what you have, knowing that what you have is not
ideal, and/or is the product of a violent/destructive history, and/or is organized against your
goals/dreams/ethics. To be at once ambivalent and resisthsubversive and complicit and

entangled while inside processes of professionalization and institutionalization. The barely
perceptible drag of o madenbolliedpoliticaffectisesi ng t he w
orientation towar ds dangeand keingriedortextdhat mistibwitha ner o f

logic of productivity, claims to property, discrete metrics of progress

Oh, to lay myself to waste on the foundations of this uncanny, ambivalent éefifice.
tarry across this rich theoretical landscape and among these different but related rhetorical
forms/writerly modes because they seem to be teaching me something about the political work of
dwelling its particularly feminist natures, what it describglat it might do. Because | needed a
name, a thing that fits the thing I 6ém trying
within a scholarly tradition, in a neoliberal academy, according to feminist epistemologies.
Professional training aan embodied encounter with the logic of encloduoeing disciplined
(or interdisciplined) and made professional within a field, occupying space in a public institution

of learning (ambivalently, subversively, compliantly).

ENTRY: Feminist Dwelling

How dowe craft a practice for imagining and living a future that does not
simply replicate and intensify the preséefi?

YiGarlandt K2 Ya2y s daArafAiridaos

155 ¢ KS dzy Ot yye GKIG RA&aGdzZNDA i A f 32Ay3 2y | 062¢C
2yS Oly aSyaS Ay LINRLKSOes (GKS adaNly3asSte (yz26y Y2YSyidx
feeling we are left with is thatsomethy 3 St &S A& GKSNB Ay (GKS dzyRSND2YY2y a4 dé
Undercommons, 443.

1565hotwell, Against Purity 165.
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Thinking back to Ukeles, the Virgil to my Dante, the one who guided me to this art

exploration of waste and care and value in the firstplacéi My wor ki ng wi | | be t
AEverything | say is Art is Art. Everything I
habits, practices, rituals, social forms, for
Askil |l alse ar fiehuifidgta habif of critical expressive practice. Feminist

dwelling names that habit justice, equity, mutual flourishing, an ethic of care. A conceptual and
practical framework for coming into contact with the soft, open wildness thatdschée

imagine how things could be differeina critical skill for bringing into life new forms of being,

and also for taking apart/working against systems of oppréssiat centers the work it takes to

keep taking care of ourselves, each other, andavouds.

Feminist dwelling is an exercise in-@a@%prefigurative politics, an intimate practice
which adheres to metrics of art process and erotic knowledge and forever exceeds institutional
di sciplining/enclosur e. Asmattedhow wehendtoseplman say s,
art context it is, c a'f Afddemiaistdwellingvdountls strabgelp ur por
familiard one more in a proliferation of ways to name fadjacent forces directing social
relations and material being, itagso given unto the waves of PhD benchmarks in the ocean of
professional progress. An art orientation to the site of my intellectual labor highlights form,
medium, and process as central to the meaning and significance of work, understanding work as
both a activity and as an outcome. Attunement to aesthetic, performative, narrative registers can

help figure things out. Put another way, like its comparators within and around the academy,

B¢ 1 NI p {SENDK hytAayS 9devyztz23é 5A00A2Y I NBE ®¢
158piper,0Out of Order, Out of Sight2.
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feminist dwelling is a strategy for bringing other possible worldsetlcand to inhabit their

possibilities of being in the present.

Feminist dwelling is both a craft and an art. It is a craft in that it trains and refines the
critical imagination through social and material processes, developing/deploying practical skills
while challenging metrics of utility. It is an art in that it does not have to be anything, but it can
be Everything. It does not have to do anything, but it can effect material, social, personal,
political transformatiort>® Whether scholars, researchessaftspersons, artists, etc., initiates into
the cult of feminist dwelling make/take spaces with care and intention to reshape social context,
engaging deep relations of thought, care, appreciation, craft, and resourcefulness. Feminist
dwelling is a respnse to the questions: what is everyday life like in the undercommons? How
does it feel? If it is a place to stay, in the meanwhile, as the foundations of the Universitas
crumble, who tends to the space? How is it made livable? What wild, uncanny practices

[BLANK] another world into being?

Tell me about despair, yours, and | will tell you mine.
Meanwhile the world goes on.
Meanwhile the sun and the clear pebbles of the rain
are moving across the landscapes,
over the prairies and the deep trees,
the mountains and the rivet&

1591 1§t 85aQ O02YYAGYSyd G2 istiyresideddelfodtieidEpartmant of saditatighthasti K S+ NJi
opened up new pathways and paradigms of public art in New York City on a really practical as well as a dreamy
conceptual level.

1600Iiver, "Wild GeeseDream Work 25-26.
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Chapter 3: Meanwhile (an interruption)

[é Danger affects both the content of the tradition and its receivers. The same
threat hangs over both: that of becoming a tool of the rulingsda. In every
era the attempt must be made anew to wrest tradition away from a conformism
that is about to overpower.if?

But the dream of Exodus still lives in those of us not satisfied with the world as
we know it. It is not the only dream. Thereas$ gnother radical tradition that
insists that we can all live together in peace and harmony, but only if we
transform society togethéf?

I n so many dreams, we keep trying to get
catch a plane and have too much baggage, o
keep changing trains, or searching through a house for a person or a room.
Where are we trying to oWhat are we trying to accomplish?...We might say
that we are searching for the entrance to the Place: the ground of being, the
sacred cosmos of which we are always subconsciously af¥are.

(7]

An incursion of life disrupts the dissertation progres S
YOU! HEY YOU THERE!
The power is out and thou needst to feed thine dog.

And check on Valerie.
And thou wilst finish this dissertation

RIGHT NOW.

You will have matzo ball soup for breakfast and watch the trees dancing in the rain
while Rue rests and digests beside you.

1, Sy2k YAYZ a¢KSasSa 2y (KS BuckMofs@TaeDidiedics BfBeeln®BF (1 2 NBE S ¢ |j dz2
162Kelley,Freedom Dreams: The BlaR&dical Imagination35.
188 Hammer,Undertorah: An EartiBased Kabbalah of Drean9.
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As the wind picks up
All messages must be delivered in person
You start boiling a big pot of water, check the time, check the time again

You remember New York, ho  me to the champagne of tap water, mayyim hayim,
that which makes the bagels taste so good

Is this moment over? Is another one just now beginning?
(pause)

Now you are eating soup. You keep arriving back to the soup until you are so
caught up in soup dialectics that words fall away into their simplest forms, until
they disappear entirely into a felt sense of being with

Thou wilst remember to eat soup. And listen to Yoko Ono. And check on Valerie in
15 minutes.

You fill three vessels with water
Note all seven steps between the sink and the chair.
You and Rue go check on Valerie and

The power comes back on
Down, up, turn, paw, what a good dog, have a treat

And still you feel the storm behind you, the frictive electricity collecting in your
wing s

ALWAYS REMEMBER, THOU ART AN ANGEL OF HISTORY

Looking back on the catastrophes of creation that have brought you here
And trembling with both fear and awe
And allowing yourself to be humbled by the possibility of music, the pleasure of
singing
And telling a story you have heard many times, to seek what else can be learned
And wondering what mysteries the wind pursues as it moves through the branches
of
The trees outside your window

*kk
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You take a deep breath and notice the flowers. As blossoms burst forth from the
seeds in which they incubated, spring smells like a time to remember. This moment
on the clock of the world compels you to tell a story you learned from your
grandmother:

It starts with the moment before.

The Eleventh Son of The One Who Wrestled With The Name came to live in The
Narrow Place.

He had been favored by his father, the great Name Wrestler. His brothers banished
him to The Narr ow Place a fter he shared a dream where they came to him for
nourishment. The memory of this cruelty gave The Eleventh Son a powerful urge to

cry.

Perhaps to protect himself, to quell his crying, T.E.S. became very useful to the
King of The Narrow Place as an interpreter of dreams. He foresaw a coming drought
and advised the King of the Narrow Place to stockpile grain. When the drought

came, the King appointed T.E.S. landlord and agricultural manager, and everyone

except the ruling class of The Narrow Place had to sell their land and buy back seed

from T.E.S., as the Ki ihe@eoplecofThd Narirow Placealsov ey or .
had to give the King one fifth of their harvest : because they now ti
land.
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Fami ne brought TESG6s brwRldee. rcConfrantationfahde Nar r o

reconciliation with his family allowed him to cry out in the way his heart was always

longing . TES secured them a spot in The Narrow Place to continue their tradition of

herding and living with the land. Even though the Elite of The Narrow Place thought

TES6s family of dreamy shepherds were strange and

t hem, TnpSriarce to the King required  their tolerance

But the famine was very severe, and just like all people in The Narrow Place, the

shepherds, too, were forced to sell back the land they had been given and buy seed

from the kingés purveyor (Tes, their own Kkin), i n
brothers feared, the impetus for his exile, had come to be. Though Tes was glad his

famil y survived the famine, he could not help but see how much they suffered

under the Kingds rul e. Tes promised the children
Name who came to live in The Narrow Place: you will know how to recognize the
Question when it appears to you, and the Question will lead you home. And here is

where the story begins.
ok
After the time of the famine, Tesbdés kin had becom
A New king rose to power who did not remember Tes, and who feared The Children
of the On e Who Wrestled With The Name, those who had been maintained as
strangers within his kingdom of debtors. The New K ing spread his fear: he said to
his entourage, fAThere are too many of these Name

canot be tr ust eadetheibmidfortunes iandadimimish their lifeforce . What
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if we are threatened and they side with the enemy? Or what if they take up arms

against us?0o

And so The Ki n gHEnturage took it upon themselves to manage the situation: they

created Bosses . The Ent ourage put The Bosses in charge of building two fortified

cities to increase The Narrow Placebds stores of
Narrow Place had ever been friends with a child of Ones Who Wrestle, they were no

l onger. They i nt ersfea bndrieddo suppress theiNangedVrestlers

with great afflictions of labor and servitude, separation and confinement. But it

seemed the more challenging the situation became, the more Name Wrestling

spread. It was quickly becoming unmanageable.

The King had an idea: he summoned the midwives who served the Name Wrestlers

and ordered them to kill all their sons and only let their daughters live. Maybe The
King assumed that they feared him with the same force that he held his own fear in

his heart, buth e was wrong. The midwives did not carry out his orders and instead
confirmed their devotion to bringing more life into the world. When The King asked
why he had been defied, they told him that the Name Wrestlers were strange, not

of The Narrow Place 71 their instincts were strong and they were in tune with the

power of their own bodies. They gave birth in their own time and not just because

The Ki ngds wi || o rhd midweves were tseasuredand revered by Ones

Who Wrestle everywhere, and their ways s tudied. As more and more people

learned the ways of bringing life into the world with safety and care, Name

Wrestl ing increased in  force and vitality.



The King was so vexed by his plan backfiring so completely, his fear increased

beyond his ability to tolerate it. The uncertainty of difference, strangeness, was too

threatening to his self  -concept. He could not contain this terrible feeling of fear

within his  own bodymind, it needed somewhere else to go. He ordered all people

living in The Narrow Place to throw all newborn sons into the river. All condemned

by the fear of annihilation and the threat of strangeness that The King enshrined in

his own heart. Yeta gain, the Ones Who Wrestle With The Name and Greet Life With

Love found ways to defy him. This is a story of the Ones Who Le
Sk

A Name Wrestler known to her family as Love Is Beautiful had two children, one

called Of The Mountain and the other called Fierce Star Of The Sea. Of The

Mountain was gifted with a clear, powerful voice and was preternaturally adept at

knowing when to use  it. A dancer and circlemaker beloved by her community,

Fierce Star Of The Sea had a cultivated a knack for finding water when it is most

needed . When The King decreed that all the people of The Narrow Place cast their

sons into the river, Love Is Beautiful had just given birth to a third child. She knew

from the feeling she got when sheloleoa kifeid at thi s |

more powerful than  the fear of The King could ever be.

It was not easy to maintain, but the family did their best to hide the child for three

months through the miracles of their circumstances. Her husband was called A

Friend by people who remembered their ancestor Tes i a proximity to power which
gifted them with precious time not afforded to many others trying to help thei r
families survive The Narrow Place. But the pressure from The King, his Entourage,
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the Bosses, and all those who identified with the great fear they had unleashed in

The Narrow Place was too much. Love Is Beautiful saw a rainbow and remembered

a story of her ancestors, how they had preserved life amidst a great flood by

building an ark strong enough for all the plants, animals, birds, and every living

thing to flourish together. When finally they could no longer keep the child safe in

their home, she made  a sturdy baske t, another kind of ark to preserve this new life

navigating the river of experience, and called all resources available to her to

protect the chil dbds way. gfSdtee rigeawishingtfdilles pr eci ous

childdés protection.

Fierce Star Of The Sea was sent to follow the child along the river, and create

favorable conditions as her gifts permitted. The water brought the child (warm and
dry inside the ark built by Love Is Beautiful ) to the place where  The Daughter of
The King had come to bathe. The cry of the child interrupted her routine. She

noticed the basket amidst the reeds and sent her Entourage to bring it to her.

When she looked, she saw the child inside the ark and felt something like what

Love Is Beautiful must ha  ve felt. She knew she could not look upon this life and

consign it to death, but her position in Fear 6s EBhmesaide created
AWith such a wild!l to cry from the | oneliness of s
Name Wrestlers. | do not know h ow to care for you, child. I do not wish for you to

di e, but your di fference is too much for me to ma

protector found her moment.



Fierce Star Of The Sea appeared as member of the Entourage and created a circle

around The Ki ng@asught er . AShall I go find a nurse who Kk
Name Wrestlers? She will know how to care for the child. You will carry

responsibility nei t her f or | i f eKimogiBasghteaagraed this Wah &

good idea and put Fierce Star Of T he Sea in charge of the initiative. As luck would

haveit , The Ki ngos dilaatgahmuelr attention to the everyday details

that maintained her house . And so Fierce Star Of The Sea hired Love Is Beautiful to

care for the child on behalf of the throne

The child grew into independence and was given to serve the Daughter of the
Empire of Fear under the name Drawn From The Water. Here was a child borne of
living waters, raised by the care of those who Wrestle With A Name For Love,

surroundedbyacultu r e determined by The KiThegpamwhteFafar Of De

Empire took pride in having spared this child from the shame of mortality i that

unfortunate, embarrassing byproduct of being alive, as she saw it T when so many

others succumbed to the weakness of their earthly bodies.

Throughout their early | ife, Drawn From The Water .
evident, as obvious as the obligation to obey the will of The King of The Narrow

Place. To welcome the strange to your table was to upend The Narrow Plac eds

order, with e xceptions for acts of charity, such as Drawn From The Water, which
seemed to affirm  the magnanimity of the Throne for the Fear Of Death while

reinforcing its security. To defy the order of the Throne was to be punished by
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death, or worse, made to live in fear. Drawn From The Water wondered, w ho would

knowingly face such a wretched fate?

Curious about this shadow of difference that haunted their every move among the

servants of The Narrow Place, Drawn From The Water set out to see how the N ame

Wrestlers lived . | mmediately, they were confronted by the harsh conditions of their

labor: a Boss was beating a Name Wrestler, one who was marked for punishment

by the same strangeness that Drawn From The Water carried. Drawn From The

Water waitedtos ee i f anyone would protect the Name Wr es!H
intervened, Drawn From The Water acted in the way they had been trained in The

Narrow Place to respond to fear: by turning it into death. Drawn From The Water

killed the Boss who was beating the Name Wrestler.

Having never killed before, Drawn From The Water didndt know what to
Bossds body, and tried to hide tRetrnidgetwthh i n the d
workplace of the Name Wrestlers , they encountered  a pair of quarrelers . Drawn

From The Water ask ed, i Wdreyyou fighting against your own compani on?o

The quarrelers stopped and sp  oke back the name given by the Throne of The

Narrow Pl ace. ADrawn From Tyheu Waterkmowmet @ atylse Dz
of The King as a Name Wrestler. Now a Name Wrestler has upset the orders of The
King. And no matter how  you specifically fare as the target of The Ki ngés wrath, al

Name Wrestlers will be punished for this humiliation. Your name may protect you,

but not for |l ong. o0 ThedonhhemMYgpuwanrmnrel eaotcluismael t o t

141



Wrestling With The Names Of Things. You would do well to go get some practice.

Your recklessness could bring the Fear Of Death uj]
Water knew they were right. And when the king found out what they had done,

they ordered Drawn From The Water to be killed , as the Fear Of Death beg ets more

death.

Drawn From The Water fled, their only conceivable choice. Fierce Star Of The Sea

guided them toaplacewitha well wher e the Name Wrestlersd ancest
first child of the One Who Wrestled Wit h The Name to arrive in The Narrow Place,

had once made a home.  Arriving at the same time were t he Daughters of the

Temple Of The Old Way, who had come to slake their thirst with all the animals of

their El derds house. Seven i n aNateratthe tval keptmet Dr awn

by their sister, Fierce Star Of The Sea.

A group of Wrestlers arrived and demanded the daughters of the The Old Way defer
to their superior claim to the well i the Fear Of Death was indeed coming for the
Question Of The Name. Draw  n From The Water spoke to the Wrestlers of life
fiThere are a s many possible names for life as are gathered around this well, and
more. We will never run out of ways to speak the names of life if we listen to the

l ove that makes Andifteat proment] Drdwe Fram The Water
remembered their family, risking so much protect them, and cried out in

simultaneous gratitude, shame and longing.
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The Daughters of the Temple Of The Old Way, Upheld By The Struggle Of The

Fourth Child returned to their Elder who wanted to know: what had eased their

labor such that they were home so soon? The Daughters told Their Elder of the

strange person with the bearing of The Narrow Place, but speaking the language of

the Ones Who Wrestle With The Name. They recounted how Drawn From The Water
asked the Wrestlers to listen for the love that makes life possible. This rem inded
Their Elder of an important lesson that had been held in secret for too long: life
flourishes when the stranger is welcomed. They bid Drawn From The Wa ter break
bread at their table, and share the work of The Old Way. Sharing meals and
tending to life in The Old Way, Drawn From The Water grew in love with a daughter

of the temple known as Birdsong, and Their Elder blessed the union. Birdsong and

Drawn F rom The Water brought into the world a child they called Beloved Stranger.

Meanwhile, the heart of The King of The Narrow Place was fully consumed with the
Fear Of Death, which he increasingly called Hatred Of The Stranger, casting out all
possibility for connecting to life. His fear tore through the Ones Who Wrestled like a
wild flame, and they released a cry so powerful, it awoke the Question Of The Name
that had visited their ancestors when life itself was at stake.
—_—
The Question appeared to Drawn From The Water while they were at the edge of
the desert, keeping Their Elder 6s f | oc katg distaace fnog the Enforcers of
The Narrow Place. As the company arrived at the foot of a mountain, Drawn From
The Water noticed something they had never seen before 1 the image of a flame,

emanating from a thornbush. Drawn From The Water turned to fa ce the tree on
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fire, heart filled with awe in the presence of something they had never seen before,

and uttered, AfnHer e | am, gratef ul to greet what |

The thornbush says, il Noticed You, You Noti
mutual r ecognition of our sacred differences. Take me in from a distance and

remove your shoes 1 it might be easier to listen with your toes in the soil. | am

indeed The Question Of The Name that your ancestor Tes heard in dreams. Tes, the

eleventh child of the on e who wrestled with me through the night, when he still

went by the name Leg Pull er, attached to his
The Face Of Fear. That fear, given to him by
to take things a little to literally and throw the baby out with the bathwater T | feel

it running |ike a poison through this | and.

Drawn From The Water felt a wave of shame, suddenly aware of the awkward

ced M

fat h:

Who h

di stance between them and cashieithe shadowdfthe 6 s f ami | vy,

empirebds protections. They turn away from Th

The Thornbush says, @Al see the circumstances
hard it is to live in The Narrow Place. | see how you are besieged by the Fear Of

Death, the o rder of the king, at every moment. | feel the pain that lies like a heavy

cloak on the hearts of all those Asking Questions within the fortified walls of The

Kingéds terror. And stil/l I hear you f i ndithsg
is a miracl e. You have called my true name, and so | must respond. | am ready to

lead all those asking questions in the name of Love somewhere they can call Home,
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that expanse that is beyond The Narrow Place, where every flower meeting a bee

tells the life stories of ~ your ancestors. Turn and face me, and | will tell you how to

bring an end to your peopleds confinement

Me? Who am | when | turn toward the unknown? Drawn From The Water hesitated,

andthens ad sof t |l vy, il cam bat pdaen I speak, t

FIl aming Thornbush says, fAThe Fear Of Death

hard to hear a call for peace. | will be with you when you speak to the people. You
will soften their hearts so they will be ready to come here and learn my name for
themselves. You will know me as the rainbow after a storm, the memory of the ark

created by Love Is Beautiful to protect your life, and the sight of a mountain

reflected in water. When you trust yourself enough to speak fro m the love in your
heart, we are one voice.o
AiBut what if no one believes me? How wil

BN

give them a name to wrestle with.o

i | Am What | Am. Any time you utter the

alwaysgreet you with | ove. o

JUST THEN, ANOTHER INTERRUPTION
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Chapter 4: Dirty Judaical SensuousnessHow | Used Art to Shield

Myself From Academic Professionalism and Failed Repeatedly

Abolition is presence, which means abolition is life in rehearsal, not a
recitation of rules, much less a relentless lantéht.

One of the key contributiomrade byWo mendéds St udi es, Gender Stu
Studies is to start with the body as the site of stetelpyembeng that all knowledge, all
knowing, all theorizing, all language comes from the experience of being in aamabigow our
bodies interact with dynamics of power in relation to our material and social warldghis
being adissertatiorshaped within a department\Women, Gender and SexualBgudies the
power dynamic at the center of our inquiry is patriar¢lundamentally, @triarchy is a power
dynamic about hierarchyelying oncommon sense beliefs that reinforce hierarchical thinking as
a way to maintain social ordedf course patriarchy does not exist in a vacutirther
structures of domination and aegsion such as ableism, racism, classism, colonialism, etc. all
rely on and feed into the naturalization of social hierarchies in similar ways and unique ways.
Patriarchyin particularenshrineghree main things, | think: submission to authority, preservation
of sameness, and reproductive functionalism as necessary for the dominant structure to survive.
This creates an environment in whilrviving patriarchyrequiresoneto accept its termsf
expressionadhering to a doctrine of sameness, easy categorization wibireme otatholic
totality.

This project is premised on traditions of knowledge and learning dnétred with this

power structure and these deeply embedded cultural ideslmgjgaying attention tdifference.

164 Apolition on Stolen Land
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When the dominant social order requioeeto knowtheir place in the hierarchy and perform
according to patriarchal expectations, identifying and amplifying what is differentabowt 6 s
own experience highlights tlseams of the social constructs holding it all in pl&¢g¢he same
time, noticingor appreciating or amplifying or speaking out on those differences creates
vulnerability, especially for those considered least valuable within the hier&pepgoaching an
understanding of difference is necessarily dialogic and conversatiesisting resolution into a
unified imagewhich involvesrisk, intimacy, vulnerabilityand coming up to the limit of
comprehensibility

What follows is avulnerablerevelation of myown process of arriving at the positions |
have taken up in this texas is shown over and over again through feminist, queer, crip, anti
colonial, and antracist attention to positionthis idea that we areachembedded in a particular
place in spacdime, and within a set of social relationgeflection on the contexts in which our
thoughts are formedan helprevealhow difference is socially and historically constructieor
example] amwriting this dissertation ilEnglish because of a histoo§ power it is not pre
destined that | would only ever beiting in English but thatfactresults froma set of historical
moments and decisions that have created my position in an English speaking world.

As you follow me into the language of procdsshare the questions animating this
inquiry for me in case they are helpful to you to make sense of the fragmented image of what
happened before the writing coalesced into a professional docudmentoes my particular
position in the world where | am geographically located, the cultural trainingscantections
| bring with me and that | am surrounded by, the historical and the present circumstances that
create my everyday realifyshape my perspective? What can | see and understand from my

unique position in the world, that others in another posmdaht not? And then the flip side of



that, what are the limitations of my individual perspectiwvehat do | not notice or not have to
pay attention to? Or what conversations do | not have access to? And what happens if | accept
those limitations and eméce the particularity of my vision, or my awarendds® can my
particular perspective feed into or support the collective/social visions that matter to me? And
how can an appreciation for difference, or a softness around difference, or an interest in
differencealert me to these things | do andrdw know as a way to connect, rather than as a
way to separate?

In the interaction of reading and writing that this document stagearevall learning in
different ways, in different contexts, with differerapacities. So | make these offerings as
conduits for you to return to yoorn curiosity. Including this behinghe-scenes look into the
process through which the writing was rehearsed into form, | embrace my own unavoidable
resistance to illusions of congbenessPalestiniarAmerican feminist anthropologist Lila Abu
Lughod suggestsjusng]r esi st ance as a diagnostic of power
guestions to understand what is underneath an emergent situation. Some diagnostic tusstions
work asks includeWhat do you notice about relationships between resistance and power? What
do you think they can teach us about how powe
When is resistance supportive, as the seed requires a bit of resistardey ito burst through,
and when is resistance constricting? If resistance involves some kind of pressure, who or what is
applying pressure, and on/to whom is pressure applied3trategy here is to practice coming
into presence witlour current locatia i in embodied and creative ways as well as reflective and
analytical way§ sowe can see more clearly the flows of history that have constructed this
edifice for learning in whichve find ourselves together, and how those flows simultaneously

particularze our experience here and connect us to all other elsewheres.
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Rehearsal Manifesto

Places! Places everyone!

The actors are summoned to mibet moment beforthe play begins; a spatiotemporal
register of experience that has been called anticipatomyplpetic, queer; a turn toward the
horizon of possibility. We heretical fools have trained for this moment: surrendering to our
preparation and trusting the familiarity we have cultivated with our craft, we move together into
the radical, transformative noof The Show

Capacity to respond to eall to places indicates history of rehearsalan ethics and
aesthetics of process, the cultivation of shared ritual intelligence, an embodied memory of power
played out in particular contexts of space and timghdarsal involves tuning into self,
ensemble, and audience with all our instruments of interpretation ready to be inspired. In
rehearsal, a text (a question, a problem, an image, a dream, a world) is approached as a site of
collective inquiry, a place tarfd the nuances of its enactments and the contours of its
emergence; to activate its potential to enliven a shared practice of transformation; and to
celebrate our work with our friendk.the writer, invite You, the reader, to join me as we prepare
for the arrival of the unknowable present together with a rehearsal orientation, creating safety
through interdependenteativepractice. May we respond to the geography of the moment with

care, animated by a spirit of play.
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25 Kislev 5783
(After The Wreck)

plant a seed of gratitude

My past arrives to remind me: people
need more help. More care. Easier
access to life -sustaining resources.
More time for the slow process of
creating with relat  ional integrity. |
have the most to learn from my

failures.

I notice how my dog is an embodied
reflection of the quality of time we
spend together. | feel a swell of
gratitude for Rue and all my teachers
of friendship, the art of being in a

place, togeth er

Then | remember to look for my
notebook & my favorite writing utensil
is waiting for me inside. | gaze
lovingly at the pencil | purchased at
the Yoko Ono retrospective at the
Vancouver Art Gallery earlier this
year. '® A1 MAGI NE, 0 it
the mes sage revealed as | turn the

instrument between my fingers. And

165which is to say, there is more to the story

| am grateful to the lifeartists who
have taught me to arrive at the
eruption of necessary expression
prepared

to wage peace and love upon myself
first

so | may meet the page with the
wisdom of softness

and precision in my vision

of careb6s revol ut
| am reenacting for You the prophetic
moment of sensing a poem happening
and having the tools to receive it,
because | believe in poetry as an
effective technique for making contact
with

other possible worlds

(And I can only t
for Me)

| want to know, what is Your favorite

ionary

el

writing utensil? What do You use when

You need to bring a felt experience

into language? Where in You

r e a d s Yol feel thel need to write something

down?

r body do

You

p o
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who does not enter upon a criticism of this

1. To abstract from the proces end fo x the
~ religious sentiment (Gemiit] as something and
to an
~ 2. The human therefore, can with him be com-
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