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→  In the making of site-specifi c theatre, the process of working 

outside the theatre building on a found site brings a number of 

recontextualisations to the performance process. These include the 

relationship of the audience to the site and their embodied experience 

of the performance and the relationship of the performance to the site 

itself. A site-specifi c performance continues to resonate in people’s 

memories and the material traces that are left behind. It is these 

resonances and traces that layer onto the site itself to produce for the 

audience/spectators and artists a stake in the site. This practice-led 

performance as research project asks if this ‘shared stake’ has the 

potential to rattle the stranglehold of mimesis. Can the marginali-

sation of some identities by the dominant value system be resisted 

in the found urban space where a random and partly uncontrolled 

scenography is a part of the set-up for site-specifi c performances? 

In this paper I examine the uses of theatrical performance 

as a means to realise practice-led research, in this case repeated 

examples of site-specifi c work in a single site. Since 2004 Newington 

Green, a site in North East London, United Kingdom (UK), with a rich 

history of political and religious dissent, has provided the focus for 

projects produced by the Fragments & Monuments fi lm and perfor-

mance company of which I am the Artistic Director and founder. The 

eighteenth-century leading feminist and human rights activist Mary 

Wollstonecraft (1759-1797) lived and worked on Newington Green. By 

making repeated visits back to the site with performance and fi lm, 

Fragments & Monuments has inserted itself into the site, and become 

embedded onto the site, as a part of a continuing history. 
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Field of research

In the making of site-specific theatre, the process 
of working outside the theatre building on a found 
site brings a number of recontextualisations to the 
performance process. These include the relationship 
of the audience to the site and their embodied experi-
ence of the performance and the relationship of the 
performance to the site itself. A site-specific perfor-
mance continues to resonate in people’s memories 
and the material traces that are left behind. It is these 
resonances and traces that layer onto the site itself to 
produce for the audience/spectators and artists a stake 
in the site. This practice-led performance as research 
project asks if this ‘shared stake’ has the potential to 
rattle the stranglehold of mimesis. Can the marginali-
sation of some identities by the dominant value system 
be resisted in the found urban space where a random 
and partly uncontrolled scenography is a part of the 
set-up for site- specific performances? 

In this paper I examine the uses of theatrical perfor-
mance as a means to realise practice-led research, in 
this case repeated examples of site-specific work in 
a single site. Since 2004 Newington Green, a site in 
North East London, United Kingdom (UK), with a rich 
history of political and religious dissent, has provided 
the focus for projects produced by the Fragments & 
Monuments film and performance company of which I 
am the Artistic Director and founder. The eighteenth-
century leading feminist and human rights activist 
Mary Wollstonecraft (1759-1797) lived and worked 
on Newington Green. By making repeated visits back 
to the site with performance and film, Fragments & 
Monuments has inserted itself into the site, and become 
embedded onto the site, as a part of a continuing 
history. The current phase of the project re-presents 
aspects of our performances and subsequent video 
documentation in a series of new sites including 
outdoor cinema, streaming video using the internet, 
gallery and museum installations and a book project. 
By focussing on this series of repetitions and iterations 
the work produces an ongoing monument to Mary 
Wollstonecraft. The source for the ongoing monument 
is the original site, Newington Green. In order to 
celebrate the global and local potentials of the twenty-
first-century, as well as Wollstonecraft’s legacy, this 
project complicates the possible relationships to the 
original site. 

The case-study under examination here began as 
a post-doctoral project I undertook. The research 
question asked how repetition in performance and 

iterative forms of digitisation, for example, video 
capture and edit, projection, and streaming using 
broadband might inform the documentation and 
data gathering for the purposes of scholarly and 
artistic research. The project comprises a research 
web-site titled The Performance Kit and the outputs 
of the Fragments & Monuments film and performance 
company.

During the late 1990s my first excursions into perfor-
mance as research were informed by the concepts 
and approaches disseminated through the Higher 
Education system in the UK, for example Practice as 
Research into Performance (PARIP) and its underpin-
ning concepts put forward by Director Professor Baz 
Kershaw. Completing an MA in Independent Film and 
Video enhanced my professional theatre background 
as a director. This introduced me to the potential role 
of video in the documentation of performance. I joined 
Professor Lizbeth Goodman at the Institute for New 
Media Performance Research at Surrey University. 
This introduction to new media through the institute 
and a unique cohort of Ph.D students helped me to 
develop the research project which was later to become 
one of the first practice-based Ph.Ds from Central 
Saint Martins School of Art, University of the Arts, 
London. The title was ‘Staging and citing gendered 
meanings: a practice-based study of representational 
strategies in live and mediated performance’.

An early version of The Performance Kit web-site 
then called The Dramaturgical Matrix and saved to 
DVD – not online - was an outcome of my Ph.D. The 
Performance Kit is currently an interactive online 
research and collaboration tool. A unique research 
analysis feature offers an approach to performance 
analysis using strips of video based on film and litera-
ture analytic methods. The second prototype phase of 
The Performance Kit can be consulted online.

2009 marked the 250th anniversary of Wollstonecraft’s 
birth. She lived and worked on Newington Green, 
just around the corner from where I live in North 
East London. When I discovered that Wollstonecraft, 
in the eighteenth-century, had been a neighbour of 
mine, I became fascinated with her contribution to 
human rights and feminism and what her legacy could 
continue to offer. My neighbourhood has a 300-year 
history of dissent and this has become more available 
to the people of Newington Green and beyond through 
the ritual of performance. Fragments & Monuments 
return to the same site repeatedly, with each phase of 
the project inviting audiences to conjure up the ghosts 

of the past. Wollstonecraft was the first founder of 
western feminism in the eighteenth-century, one of 
the first human rights campaigners and abolitionists, 
and was the first woman travel writer (Cashden 1995). 
She was also a single parent. Her experience as an 
eighteenth-century woman continues to resonate with 
women in the twenty-first-century. Wollstonecraft 
visited France during the French revolution where she 
became even more convinced that improving women’s 
rights would improve human rights. As a part of an 
ongoing monument to Wollstonecraft, Fragments & 
Monuments travels globally and remotely in her name.

The project started as a specially commissioned script 
written for live performance on the one hand and to 
be captured on video as an ongoing document and 
artefact on the other. To this end a film was made of the 
hybrid live and mediated performance Wollstonecraft 
Live! and later projected back onto the site of the initial 
performance and streamed online. As this project has 
unfolded, the performance and film elements have 
undergone a progressive exteriorisation. Subsequent 
iterations of selected elements of the project include 
exhibitions specially curated for galleries in the UK, 
United States of America and South Korea. In the 
summer of 2010, Fragments and Monuments was 
commissioned to design a projection for Inside/
Outside Cinema – a pre-Olympic cultural event in East 
London, UK, in the run-up to the 2012 Olympics (Fig. 1). 

At the outset of the project in 2004, Kaethe Fine 
was commissioned by Fragments & Monuments 
to research and write a play about Wollstonecraft. 
The play was titled Wollstonecraft Live!i and is, in 
part, a multi-media history of Wollstonecraft where 
Fragments & Monuments conjures up the life and times 
of Wollstonecraft through performance and film. The 
past is bought into the present through text, costume, 
location and audience participation. Wollstonecraft 
Live! includes a single narrative film biography titled 
VINDICATION, in which Wollstonecraft meets William 
Godwin (1756-1836) for the first time, that is used to set 
the scene and contrast with the fragmented and multi-
layered site-specific event. The production designer 
Tina Lonergan created a film set in response to the 
play script, as if Wollstonecraft was shooting a film 
of her life, as well as three white ‘box’ dresses for the 
three performers playing Wollstonecraft (Figs. 1 & 2).

Fragments & Monuments had arranged access to 
two sites: the Unitarian Chapel where the perfor-
mance started (and Wollstonecraft had prayed in pew 

nineteen) and a walk outside to Newington Green, 
a regenerated ‘greenspace’,ii where Wollstonecraft 
had run a school for girls. Audiences find out how 
Wollstonecraft articulated the case for women’s 
suffrage in her famous treatise called A vindication 
of the rights of woman (Wollstonecraft 1975 [1792]). 
She went on to marry philosopher William Godwin 
and gave birth to the author Mary Shelley. 

In response to the performance, the Independent (Eyre 
2005:11) enthused: “Mother of feminism reborn in 
triplicate. Wollstonecraft makes for a great multime-
dia heroine. Long may she live!” and in Theatre Forum, 
distinguished Professor of Theatre at Ohio University 
Lesley Ferris (2006:75-82), declared: “By bringing this 
active restless spirit back to Newington Green and by 
continuing to re-play this performance, [Fragments 
and Monuments] hope to create a monument to this 
amazing woman”.

Performing site as an act of resistance 

Underpinning this project is the historical fact that 
young men performed femininity on the western stage 
primarily in the period leading up to the 1660s. This 
has triggered a body of research written by feminist 
performance critics and theorists. During the 1980s 
and 1990s a new aesthetic of feminist performance 
based on staging female experience and lesbian desire 
at the centre of the dramatic action was developed. 
This built on the suffragette theatre of the early 
twentieth-century. Leslie Hill (2000:153) describes 
the suffragettes as the first performance artists: “The 
emergence of performance art has, quite correctly, 
been linked historically to visual and conceptual art 
the 1960’s and 1970’s, but it has its deepest roots, 
I would argue, in the feminist movement. After all 
suffragettes invented, performance art”. Marina 
Warner’s book Monuments and maidens: The allegory 
of the female form (1985), inspired me to ‘re-view’ 
the representation of women and femininity in civic 
monuments, for example Britannia and Liberty. 

In western theatre, plays have been performed behind 
a proscenium arch to an audience seated facing the 
stage. In site-specific theatre performances are 
located outside the theatre building in places that can 
include public parks, disused warehouses, car parks 
and so on. This re-contextualisation from building-
based theatre to a non-theatre space has the effect 
of exteriorising the conventional theatrical codes 
produced and maintained by building-based theatre 
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practices. By designing performance materials for 
presentation outside the theatre building, a useful 
dynamism between audience, site and performer can 
be fostered. In Unmaking mimesis, Elin Diamond 
(1997:4) argues that the ideological construction 
of gendered meanings can be dismantled through 
theatre in a strategy to challenge the role of mimesis in 
consolidating and perpetuating the status quo: “With 
Brechtian hindsight we know that realism, more than 
any other form of theatre representation, mystifies the 
process of theatrical signification”. 

The Brechtian feminist criticism set out by Diamond 
is a core feature in the conceptual development 
of Fragments & Monuments work, including The 
Performance Kit. Indeed, examining issues of identity 
politics in visual representations and identifying the 
historical and social forces which shape such images 
is the aim of The Performance Kit. Judith Butler 
(1993:282-287) argues for the construction of identi-
ties through social interaction after JL Austin and 
Erving Goffman, amongst others. Butler in particular 
discusses the role of context in the construction of 
meaning and how a particular context can privilege 
aspects of meaning. As performance in site-specificity 
undergoes a recontextualisation it is possible to test 
how meanings might be freed up, torn from the theatre 
venue and remade in a new context. Site-specificity 
provides not a tabula rasa or empty space but a new 

‘found’ context, its already-layered meanings contrib-
uting to any site-specific performance located there. 
The legal framework used by Butler invokes the role 
of theatre in legislating for a particular kind of perfor-
mance outcome for the audience, performer and space. 
Butler’s contribution to the philosophical and linguis-
tic debates surrounding the construction of identity 
help to take the process of reviewing Wollstonecraft’s 
legacy for a contemporary audience further. Butler 
argues that language is the site for the construction of 
identity and that it is through social interaction that 
identity is produced. This performance as research 
raises the question: how can the role of site, costume, 
audience and history work together to re-calibrate 
gender constructions from a linguistic, visual and 
embodied perspective?

According to Butler (1993:283), “performativity is 
thus not a singular ‘act’, for it is always a reiteration 
of a norm or set of norms, and to the extent that it 
acquires an act-like status in the present, it conceals 
or dissimulates the convention of which it is a repeti-
tion”. The iterative aspects of Fragments & Monuments 
project are analysed, pinpointing examples of where 

the repetition of the work itself has the possibility to 
interrupt the normative taken for granted rehearsal 
of dominant power relations is a key factor.

By using The Performance Kit web-site dramatur-
gical and scenographic meanings are analysed and 
may find their way into publication at a later date. 
The main theme under analysis is how dramatur-
gical and scenographic scores generated outside 
the theatre space and beyond the proscenium arch 
can ‘alienate’ the viewing experience in such a way 
that new meanings may be foregrounded. Diamond 
(1997:47) explains how, “When gender is ‘alienated’ 
or foregrounded, the spectator is able to see what s/
he can’t see: a sign system as a sign system”. 

By opening up a space beyond the proscenium arch 
to develop the canon of performance art and art in 
public spaces, groups who have been excluded from 
the theatre historically can negotiate a new position in 
a different context. As artistic director for Fragments 
& Monuments and a performance as research scholar, 
I have observed how the shift from working inside the 
theatre building to outside has shaped our work and 
the way that it is viewed. These multi-modal presenta-
tions encourage audiences to become adventurous 
spectators in a number of different ways. Since 1998 
rail and bus passengers, hotel and millennium party 
guests, film extras and people having a picnic are all 
roles taken by our audiences. The audience is choreo-
graphed to travel around our performances and this 
entails physical movement, which in itself creates the 
possibility of an embodied experience. The logic of 
site-specific performance can generate a sequence of 
movements performed by audience, performers and 
passers-by. This scenographic and dramaturgical 
score contributes to the overall concept and, through 
this embodied relationship to the site and the perform-
ers, a space is created where the audience can begin 
to spectate differently. In a collection of postfeminist 
discourses, I have written of the semiotic shift of 
meanings achieved through the re-contextualisation 
of theatre from new writing based in the theatre 
building to site-specific performance (see, for example, 
Birch 2006:79-100). 

In Wollstonecraft Live! the box skirts worn by the three 
performers playing Wollstonecraft produce a critical 
engagement for the spectator between the legacy 
of Wollstonecraft and the role of western society in 
particular in controlling the power and the role of 
women. The quotation, below, from Wollstonecraft’s 
writing works to triangulate the scenographic and 

dramaturgical vocabularies of the early twentieth-
century work produced by Fragments & Monuments 
with the writing of Mary Wollstonecraft (1975:146) 
first published in 1792:

Confined, then, in cages 
like the feathered race, 
they have nothing  
to do but to plume 
themselves, and stalk  
with mock majesty from  
perch to perch 
 

Three Mary Wollstonecrafts were cast in Wollstonecraft 
Live! to resist a single version of Wollstonecraft’s life. 
The Mary Wollstonecraft trio worked together in 
close proximity adjusting the track ready for the next 
shot to take place. The Mary Wollstonecraft perform-
ers wearing the box dresses continually re-formed 

in sculptural patterns of threes, twos and a single 
Mary, all contributing to the construction of a live 
and fragmented monument to Wollstonecraft herself. 

By employing the medium of performance and film 
and in a site-specific setting the audience and the site 
become the main protagonists of this work. The site, 
audience and performers are all captured on video 
and represented in multiple formats on Newington 
Green, London (and beyond) where Wollstonecraft 
lived and worked. As film extras, audiences expected 
to see themselves on film, but instead a 360-degree 
shot of Newington Green was projected. The choice 
made not to show the audience on film opened up the 
possibility for multiple versions of the narrative and 
cast the audience in the role of the history-makers 
and storytellers. In this way Wollstonecraft’s work is 
re-activated and subsequently rediscovered by a new 
audience in the twenty-first-century. 

Fig. 1. Mary Wollstonecraft projected at Inside-Outside Cinema. Portavillion Bubble 
event. East London. Summer 2010. Photograph by Jana Riedel. Courtesy of Jana Riedel.
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Repetition, iteration, documentation

Early in 2007 Fragments & Monuments was invited 
to curate two exhibitions at New York’s A.I.R. Gallery 
and then at the Ruskin Gallery, Cambridge, UK. The 
artefacts from Wollstonecraft Live! (2005) includ-
ing the play script and films were now reconsidered 
as elements of a gallery exhibition. The remnants 
or traces selected included three dresses and tool 
belts worn by the Wollstonecraft performers; a 
script re-drafted and re-written; fragments of 
Wollstonecraft’s writing from her published books 
and letters presented as posters in the graphic style 
of Barbara Kruger’s (Allegience [sa]) work to make a 
trans-historical link across two important periods of 
feminist practices in the eighteenth- and twentieth-
centuries. The films were looped to emphasise the 
re-play dimension of the performance and installed 
as an integral part of the exhibition providing an 
audio sound track for the exhibition from the films 
VINDICATION and Wollstonecraft Live! 

At the A.I.R. Gallery presentation and performance, 
a transatlantic connection was made between 
Newington Green, London, where Tom Paine 
(1737-1809) visited and New York − the home of 
Paine, Wollstonecraft’s friend and colleague. Paine 
made a major contribution to the development of the 
American Constitution and the inception of Harvard 
University, USA, which was originally founded as 
a dissenter’s academy on Newington Green in the 
eighteenth-century.

In order to make further connections across our 
projects and re-connect with our audience, the film 
of Wollstonecraft Live! was projected onto Newington 
Green in an event called The Wollstonecraft Live 
Experience! (2007) - an outdoor screening, picnic 
and live music event streamed using the internet from 
the park ranger’s hut on the Green. The documen-
tary film was designed to give the site, performers, 
audience - many of whom live and work around 
Newington Green - all equal weight. A Video Jockey 
mix featuring our digital archive was underscored by 
live music from the Deidre Cartwright Trio, (interna-
tional jazz performers from the same neighbourhood). 
Demographics (Census 2001 Mildmay [sa]) for the area 
indicate a lower-middle class population with English 
as second language, suggesting that the area around 
the site is diverse and urban with a history of migrant 
populations moving in and settling since before the 
eighteenth-century.

A safe and lit space was provided for our audience 
and, in particular, for women who may not have 
felt comfortable to be out at night. Picnic mats were 
designed and installed for the audience to sit on. Each 
mat displayed fragments of Wollstonecraft’s writing 
to extend the idea of handkerchiefs reminiscent of 
Wollstonecraft’s father who was a handkerchief weaver 
in Spitalfields, East London. By doing this, a context for 
the event was created and by sitting on the specially 
designed mats on Newington Green the possibility of 
an embodied relationship between the audience and 
the legacy of Wollstonecraft’s work was invited. 

By broadcasting this event from Newington Green 
Fragments & Monuments once again made a local and 
global link between the Green, Wollstonecraft’s legacy 
and the wider social context. Films featuring the three 
actors playing Wollstonecraft were back projected 
onto a 3.5 metre by 3.5 metre screen. In this way, the 
films became mapped and embedded onto Newington 
Green (Fig. 2). 

The process of excavation and the subsequent 
commemoration of the hidden achievements and 
everyday lives of Wollstonecraft and present day 
local residents are layered and the materials recycled, 
repeated and multiplied. This method of layering and 
recycling creates a space where an opportunity for 
participation between audience, performer and the 
history of the site is invited. The aesthetic outcomes 
we develop in this way drive the company onto the next 
stage – over-laying and re-visiting our digital archives 
is a part of this participatory interaction. These repeti-
tions build on each other to create an ongoing ritual 
to conjure up the memory of Wollstonecraft and her 
legacy.

One of our audience members, Richard Reiser, (The 
Wollstonecraft Live Experience![sa]) Director of 
Disability Equality in Education, UK, recorded at The 
Wollstonecraft Live Experience! 2007 said:

The outdoor experience gives a historical resonance 
where you see a history in the modern day and we can 
look back on it. It’s really neat how you look at the screen 
and it cuts away to the road and you cut away and look 
at the road and a bus is going around the Green in the 
same place! I think it’s fantastic! Events like this give 
a personality to the locality. Civil society started by 
people meeting in public places and it’s very important 
to re-kindle this if we have any chance of surviving. 

This emerging multi-modal scenography resulted in an 
invitation from the Hackney Museum, London, UK to 
develop a special exhibition on Mary Wollstonecraft. 
Artefacts resulting from our five-year project were once 
again selected and curated and this time presented 
alongside an original copy published in 1792 of A 
vindication of the rights of woman by Wollstonecraft, 
found in the Hackney Museum archive. Lead artist 
with Fragments & Monuments, Taey Iohe, collaborated 
with me to produce a published artist’s book titled The 
Wollstonecraft Live Experience! 

Global and local

The Wollstonecraft Live Experience! book is an account 
of the five-year Wollstonecraft Live! project. The 
current phase is called Strangers in the Neighbourhood 
(Strangers in the Neighbourhood [sa]), a collaboration 
between Fragments & Monuments and artist Taey 
Iohe. Iohe also lives in the same neighbourhood as 
Wollstonecraft did. The starting point for the project 
is to imagine the fictional conversations between 
Na Hyeseok (1896-1948) – a landscape painter who 

Fig. 2. The Wollstonecraft Live Experience! 2007.  
A re-presentation of the artefacts generated in the site-
specific production Wollstonecraft Live! Photograph by 
Neil Wissink. Courtesy of Neil Wissink.
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lived through the colonial period in Korea - and 
Wollstonecraft. The two women never met but Iohe 
identifies with the experience of the Korean artist and 
Mary Wollstonecraft who plays a significant part in the 
history of the neighbourhood Iohe now lives in and 
calls ‘home’. In this way a radical history is updated in 
a global and local artist intervention. In Iohe’s (Birch & 
Iohe 2010:52) words: “I characterise Hyeseok as a travel-
ler … the story is based on a virtual and live encounter 
between Na Hyeseok and Mary Wollstonecraft”. Iohe 
was invited to re-present this encounter by installing 
the public green space of Newington Green, London, 
at the Gyeonggi Museum of Modern Art in Korea. The 
exhibition title was Eonni is back and Iohe’s artwork 
installation was Lure of the Lawn and  Sleepwalkers. By 
installing the public green space of Newington Green, 
London, and a series of digital and material artefacts, 
she made a further trans-historical link across both 
history and culture.  Her social intervention project 
can be found on The Performance Kit and at Strangers 
in the Neighbourhood (http://www.taey.com/n16). This 
is a further example of the diversity of representations 
to emerge from this practice-led project.

Performance as research  
international update

The practice-as-research model has been explored 
and advocated in a five-year project titled Practice as 
Research in Performance (PARIP), directed by Kershaw 
at Bristol University, from 2001 to 2006. Regular 
conferences and publications focussed the debates 
and development in the UK and beyond. Kershaw 
(2009:15) summarises his aspirations for this innova-
tive intervention into the hegemonic structures of the 

‘academy’ as follows:

In this, practice-as-research shares in global traditions 
of innovative and radical arts practices that have custom-
arily questioned the cultural, social and political status 
quo. So, in fact, its chief institutional dynamic has been to 
bring into universities in many countries a fundamental 
practical-creative challenge to the dominance of social 
and physical sciences as the chief sources of knowledge 
for human wellbeing. 

In 2004 Kershaw founded the international and 
ongoing Performance as Research working group 
for the International Federation of Theatre Research 
(IFTR/FIRT). Since 2009,  I have co-convened the group 
with Mark Fleishman from the University of Cape 
Town. For the IFTR 2010 conference, titled Cultures of 
modernity, 26-31 July 2010, held in Munich, a collabo-
rative research web-site (Performance as Research [sa]) 

has been set up in conjunction with Sussex University; 
his performance as research online space has facili-
tated international collaborations in preparation for 
conferences and provides an ongoing site for debate 
and further interdisciplinary research investigations 
into practice based research.

The Performance Kit  
and recontextualisation

As a research and pedagogical resource for recontex-
tualising materials from a performance and inviting 
users to ‘re-use’ and re-evaluate that material including 
sound, video and still images, The Performance Kit 
website has many functions. Two are briefly described 
here: short films can be saved to the site and analysed 
using the comments function to annotate short ‘strips’ 
of video and a glossary of terms can be developed 
from these analyses. Members of The Performance 
Kit are a diverse group of early and mid-practice 
based researchers from Canada, New York, South 
Africa, the UK and Finland. The Performance Kit is 
used for teaching at all university levels with a focus 
on MA and Ph.D documentation and analysis. Further 
performance as research analysis of the live and digital 
scenography, created by Fragments and Monuments 
and international members, is available on the open 
access web-site The Performance Kit. 

In the recently published Practice as research in 
performance and screen, Angela Piccini and Caroline 
Rye (2009:37) point out that “artist-scholars cannot 
avoid developing diverse strategies for documentation 
that problematise the very possibility of represen-
tation”. Thus a space for artist-led research activity 
in the academy is supported and in part created by 
documentation and archival processes.

Finally, we will consider documentation’s role in ‘conjur-
ing’ the event of art to suggest that, should the continued 
inclusion of art within the academy be predicated on the 
academy’s need to archive, then artist-scholars cannot 
avoid developing diverse strategies for documentation 
that problematize the very possibility of representation 
(Piccini & Rye 2009:37).

In themselves, then, repetition in performance and 
iterative forms of digitisation perform an advocacy 
role in helping to stake out this relatively new space 
for performance research activity. If this process 
itself ‘problematises the very possibility of represen-
tation’ then archival collections in the future may be 
even more useful in re-calibrating our viewing and 
spectatorship. 

endnotes

i. See Wollstonecraft Live! [sa]. The multimodal arenas where the work has been shown are Newington Green, London, UK, 
21-24 September 2005; Spit-Lit Festival, East London; SPICE Festival, Hackney, London; A.I.R. Gallery, New York; Ruskin 
Gallery, Cambridge, UK. The Wollstonecraft Live Experience! outdoor screening with live music Newington Green, 
London, UK, Saturday September 15 2007.

ii. Islington Greenspace is run by Islington Council with regeneration funds.
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