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to describe how people curate scents for their 
productions (Blankenship 2016), and several 
artists identify as scent designers (Slagle 2014). 
What makes Famous Deaths unique is that scent 
is not used to support other elements of the 
play, or as an additional nicety, but as the main 
mode of communicating plot and character. 

Olfactors do not observe and empathize, 
but inhale, experience, feel, and remember. 
Because aromatheatre takes place in and on the 
body, because our bodies chemically interact 
with molecules of the play, and because olfac-
tory perception directly involves emotion and 
memory, aromatheatre has the potential to cre-
ate experiences that are more intimate and per-
sonal than those that take place on a distant 
proscenium stage, and can be a powerful affec-
tive tool.
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Curating Dialogue 
The Bridge Project’s Radical Movements 

Michelle LaVigne and Megan V. Nicely

A renowned gender theorist and a female 
drag performer move language and ges-
tures as they trade stories and share body-
work. A  gender-ambiguous performer and a 
trans and queer scholar volley the audience’s 
attention between moments of undulating 
bodily gestures and precise textual analysis in 

a lecture- demonstration format. One solo per-
former, surrounded by clothing and props, 
tries on cultural identities, arguing for “queer” 
as a “nonbinary swag” that allows them to 
exceed the lesbian label. Another solo per-
former, dressed in a shimmering gold lamé 
hijab lip-syncs to Iranian pop songs to grieve, 
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either as is  customary or to mark the  uncertain 
post- revolutionary future. Then there is the 
four-hour immersive installation in which an 
environment of precarity and loss is somatically 
generated via the temporary coherence of bod-
ies, text, and sound. Finding ways to survive 
within a fractured capitalist logic of production 
of which they are a part, moving bodies in this 
durational work assemble in a darkened, cave-
like space as audience members huddle around 
them. Cultural thinkers live-blog a network of 
associations. Seated next to each other, they 
only interact through their typed exchange, 
which is projected on the wall.

These various performance formats com-
prised Radical Movements: Gender and Politics 
in Performance, Hope Mohr’s fall 2017 Bridge 
Project. Occurring over two weekends in 
November at CounterPulse and the Joe Goode 
Annex in San Francisco, the curated event asked 
artists and audiences to consider the prompt: 
“What does it mean to have a radical body?” 
Accompanied by an online “Audience Reader” 
hyperlinking to short articles (Hope Mohr 
Dance 2017) and a host of rich questions posted 
on the event’s web page — “Can part of the 
body be radical if other parts are not?” “Can 
you transmit your radical body to someone 
else?” “Does radical need an audience?” (Hope 
Mohr Dance n.d.) — the project sought to gen-
erate dialogue within the Bay Area performance 
community by posing various dialogic exchanges 
as performance. Events subverted common for-
mats such as the often unsatisfying postshow 
talk-back or scholarly lecture that maintains a 
certain hierarchy in relation to an artist where 
audiences consume, moderators and schol-
ars explain, and performers labor. Importantly, 
during these numerous events, conversations 
arose in real time, giving the sense that “radi-
cal performance” is not about planning which 
boundaries might be transgressed but rather, in 
the words of artist Monique Jenkinson, about 
“accepting complexity” ( Jenkinson 2017). 

The term “radical” moves with a kind of 
currency in our contemporary global and post-
election landscape, where grassroots organizing 
for change is for many urgent and necessary. A 
noun, verb, and descriptor,1 “radical” indicates 
something fundamental and vital, a kind of 
reforming that attempts to break new ground. 
Like the related “avant-garde,”2 the term’s use 
is also historical. It signals both the seeds of 
future innovation and harkens back to earlier 
moments. In regards to dance history, the word 
is associated with the 1960s, when the Judson 
Dance Theater and Grand Union called for 
democracy in dance by focusing on collectivity 
as a challenge to top-down authority. The 2017 
exhibit Radical Bodies: Anna Halprin, Simone 
Forti, and Yvonne Rainer in California and New 
York, 1955–1972, cocurated by dance writer 
Wendy Perron and presented at the New York 
Public Library and UC Santa Barbara, relied 
on this reference to valorize California-based 
women’s contributions to the Judson moment, 
which is recognized as radical but often only 
in reference to New York. In the book accom-
panying the exhibit, the opening essay defines 
“radical,” via Deborah Jowitt, as a refusal to 
“‘mold,’ train, or discipline the human body 
into a vision of someone else’s desire” (in 
Bennahum, Perron, and Robertson 2017:22). 

The Judson notions of community and 
aesthetic refusal take on a different tone 
when considered today in the US in relation 
to DACA (Deferred Action for Childhood 
Arrivals), ICE (Immigration and Customs 
Enforcement), and mass global migrations. A 
refusal to comply with “someone else’s desire” 
may mean challenging the Judson era itself, and 
considering the politics of intersecting com-
munities, rather than an ideology of human 
unity. As Sarah Leonard suggests in her op-ed 
“Is Trump Turning Liberals Into Radicals?” 
(2017), Democrats no longer stand for social 
change. It is time to destabilize the liberal sta-
tus quo toward an activist stance. Similar chal-

 1. Oxford English Dictionary, s.v. “radical,” accessed 12 October 2017, http://0-www.oed.com.ignacio.usfca.edu/view 
/Entry/157251?rskey=tJS6jT&result=1&isAdvanced=false#eid. 

 2. Oxford English Dictionary, s.v. “avant-garde,” accessed 23 July 2018, http://0-www.oed.com.ignacio.usfca.edu/view 
/Entry/13610?redirectedFrom=avant-garde#eid.
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lenges are taking place in dance via programing 
and various social platforms. Given these mul-
tiple calls for change, it is certainly time for 
radical social movement, both in art and poli-
tics. But what forms will it take, how will it be 
recognized, and what role will bodies play in 
its formulation? 

Mohr’s programming begins to answer 
these questions. Her initial agenda for the 
Bridge Project was to “bridge” Judson and 
post-Judson artists with a younger commu-
nity of contemporary artists, and to link both 
US coasts; however her current focus moves 
beyond this historical conversation. While ear-
lier Bridge Projects brought elders such as 
Anna Halprin and Simone Forti to the stage, 
and invited local artists to respond to Trisha 
Brown’s iconic dance Locus (see Mohr 2018), 
Mohr now sees the Bridge Project as a cura-
torial platform of “community organizing to 
facilitate cultural conversations that cross dis-
cipline, geography, and perspective” (Hope 
Mohr Dance n.d.). Radical Movements did this 
by both challenging performance structures 
and opening alternative formats for audience 
engagement. Each evening included a main 
performance event and ended with some form 
of Q&A, and between the weekend of events, 
Mohr hosted an Audience Salon aimed to 
engage both audiences and the artists about the 
larger themes, aided by the Audience Reader, 
which included short texts by Judith Butler, 
Angela Davis, and others, and covering top-
ics such as queer identity, social justice, femi-
nism, and race. The radical movement in this 
case became the kinds of exchanges that hap-
pened between bodies and words, negotiating 
how certain bodies or identities became legible 
during performances and how information was 
transmitted and processed. Radical Movements 
as a whole gestured to possible models for how 
radical social movement might be formed and 
recognized. 

Weekend 1: Challenging Formats

The first event, Ordinary Practices of the Radical 
Body, brought esteemed philosopher Judith 
Butler and renowned drag queen Monique 
Jenkinson together for what one might call an 
“embodied conversation” that could have lasted 
all night long. They entered the stage moving 

together as if they just happened to meet up 
on a dance floor at some hip theory club, tap-
ping their feet and swaying their hips to the 
beat of the dance music. They did not talk right 
away, allowing us to take in the scene — they 
were warming up their bodies before they 
started their verbal exchange. They danced 
around the stage casually in this way for some 
time, discussing their bodily practices, early 
dance experiences, and gender theories. Their 
conversation seemed planned but not fully 
scripted, allowing their speech to flow with ease 
yet stay on track. At one point, Butler asked 
Jenkinson how she became “a theory queen” 
and attempted to move her toward a podium 
that was positioned far stage left. Jenkinson 
adroitly declined to take the lectern, preferring 
the safety of moving more freely in the space 
as her established persona. Butler seemed to 
enjoy her untethered relation to the podium as 
well. She did not hesitate to move her body dif-
ferently than one might expect of a renowned 
scholar — her established persona. At one point 
she approached the stage-right wall to dem-
onstrate how during her time at Bennington 
College she and classmate Wendy Perron used 
to walk around Greenwich Village “body slam-
ming” into and then sliding down the windows 
of fancy restaurants while diners ate (an inter-
esting connection given Perron’s own radi-
cal bodies project). Jenkinson soon joined her 
at the wall as they fell together, exploring first 
the support of the wall and then the floor. The 
discussion that accompanied this movement 
reflected on how no one starts on their own 
and how we depend on all kinds of grounds. 
Butler astutely noted: “The ground is part of 
the living that lets us live.” 

In another, and perhaps the most poignant 
moment of the evening, Butler and Jenkinson 
took turns exchanging bodywork sessions by 
holding each other’s heads while lying on the 
floor — bodies holding bodies (fig. 1). Butler is 
known for her care with language and it was 
touching to see her take the same degree of 
care with another body. It seemed fitting that 
this was also the moment when they discussed 
ordinary practices of the radical body. What 
was most striking was that Jenkinson’s per-
sona as a performer who works with both lan-
guage and movement remained fairly stable 
whereas Butler’s persona as a famous  theorist 
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revealed more of her personal side than one 
might normally be given access to. Holding 
another person’s head, Butler was doing some-
thing ordinary (touching another person), yet 
at the same time quite extraordinary, given her 
scholarly profile. In this moment of extraordi-
nary ordinariness, by way of somatic embodied 
exchange, Butler demonstrated how even ordi-
nary bodies need tending to. She suggested to 
the audience that by speaking to others as if we 
were holding their heads, we might find differ-
ent forms of embodied cognitive exchange. 

Once the performance format shifted to 
the seated Q&A, both Butler and Jenkinson 
seemed less “alive.” Yet this contrast was a tes-
tament to the success of the embodied con-
versation and of stepping outside accustomed 
social roles to meet one another. It seemed fit-
ting that the event ended with a dance party on 
the stage; after a few minutes the Q&A faded 
away while we moved, mingled, and danced 
with Butler and Jenkinson.

This opening evening was followed the next 
night by another artist-scholar exchange — titled 
dance of darkness: a performance, a  conversation, 
a rehearsal for the future — between trans and 
queer theorist Jack Halberstam and perfor-
mance artist boychild. The evening opened 

with an enthralling solo by boychild, positioned 
center stage in a pool of light. Vibrations and 
twitching motions began in her hands and 
then spread throughout her body while, strik-
ingly, her feet remained in place, creating an 
image of hot lava bubbling just beneath the 
surface, building tension and sending up bursts 
of steam, waiting to explode. Her breathing 
was strong and her torso rippled. This com-
plex “warm-up” performance, preceding any 
language, brought the evening’s themes of 
unknowability and illegibility into one body. 
boychild is an LA-based artist who grew up in 
the San Francisco drag scene and now appears 
in nightlife culture, film (with collaborator Wu 
Tsang), and other subculture events that blend 
fashion and modern mysticism. She is also a 
model whose body appears hermaphroditic. 
Her shaved head, piercing eyes with colored 
contacts that obliterate the pupils, and later in 
the evening a glowing light stick in her mouth, 
together created a haunting spectacle that 
appeared part alien, part human — an individual 
hard to categorize.

After this initial section of the performance, 
the lights came up in isolated pools onstage, 
while the house remained pitch black. There 
was a podium stage left, a projection screen 

Figure 1. Monique Jenkinson (right) and Judith Butler share a bodywork session in Ordinary Practices 
of the Radical Body. Radical Movements, CounterPulse, San Francisco, 3 November 2017. (Photo by 
John Hill)



C
ritical A

cts

149

in the background, and a chair on 
which boychild sat, downstage and 
slightly stage right (fig. 2). Professor 
Jack Halberstam stepped out 
from the darkness to the podium 
and began giving a lecture. What 
ensued, accurately referred to on 
boychild’s Instagram feed as an 
“interpretive, combative drag dance 
lecture talk” (boychild 2017), was 
an academic lecture/demonstration 
organized around five key points 
(“drag,” “butoh/dance of dark-
ness,” “improvisation,” “body/bod-
ies,” and “touching/feeling”). What 
was combative in this case was not 
the exchange between boychild and 
Halberstam so much as the ways 
the lecture/demonstration tried but 
could not contain the ambiguity of 
boychild’s body and identity, even 
as the artist in this case was physi-
cally present. Halberstam, a scholar 
and clear fan of boychild (whom he 
referred to intimately as “Tosh”), 
prepared a carefully outlined lec-
ture accompanied by a PowerPoint 
that flashed across the back screen. 
Between the lecture sections, boy-
child performed and spoke casually 
to the audience. The triangulation 
of scholar/researcher presenting 
his “discovered” subject, the subject 
case study presenting her talents as 
spectacle, and the isolated but voy-
euristic audience seated in the dark, 
gave the event an odd kind of dia-
logic movement that in its rein-
statement of roles and subject 
positions also challenged them. 

There was little conversation between 
Halberstam and boychild until the postper-
formance Q&A, which suggested that radical 
movement in this case was less about the per-
formances of and between a scholar and a club 
persona than the ways their trans bodies nav-
igate the world, at times acting within and at 
other times outside certain pre-scripted gender 
parameters. Halberstam elsewhere uses “trans*” 
with an asterisk to indicate the many ways that 
notions of the gendered body are evolving, 
and the variety of trans expressions identified 

today (Halberstam 2018). And yet questions 
of how to be a social subject in certain pub-
lic spaces — academia, the media, and even in 
performance itself — remain. This hybrid per-
formance/lecture further proposed that radi-
cal movement is a kind of  illegibility — a state 
where simultaneously conforming to and sub-
verting certain gender and professional roles 
put identities into play without solidifying 
them. Ultimately, though, the point was made 
most directly in the figure of boychild, whose 
unidentifiable body solicits inquiry that it 
refuses to answer. Her form is both/and/ 

Figure 2. boychild discusses her work as part of dance of darkness: 
a performance, a conversation, a rehearsal for the future. Radical 
Movements, CounterPulse, San Francisco, 4 November 2017. 
(Photo by John Hill)
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  more-than, and her casual verbal responses to 
others’ attempts to identify her — she is not 
particular about pronouns — further underscore 
her refusal to be fixed (i-D Team 2013). While 
Halberstam attempted to contain the exchange 
and reach the audience with a well-formulated 
outline of terminology, this language could not 
contain what remained ambiguous. Halberstam 
and boychild’s exchange thus put pressure on 
the gender binary less by eliminating categories 
than by allowing them to coexist. 

Curating Artists and Audiences

The Audience Salon on 10 November pre-
ceding the second weekend of performances 
was a chance to reflect and expand on the 
first weekend of the festival. By extract-
ing this format and bringing together audi-
ence members and artists from the festival 
in a stand-alone event, we had an opportu-
nity to reflect together on some of the festi-
val’s central questions in greater depth. Seated 
in a circle, the group paused to consider shared 
questions as a community rather than as sep-
arate entities (audience members and artists). 
Together, we considered what it might mean 
for anyone to have or live through a radical 
body —  particularly in response to the currency 
of our times — and in what ways understanding 
a body this way might call for different ways of 
moving and thinking. Guided by performance 
theorist and trans dancer Julian Carter, the 
Audience Salon subverted the back-and-forth 
exchange of most of the question-and-answer 
sessions experienced earlier in the festival. 
Here, by bringing all of us — audiences and 
 artists — back to our bodies via language, we 
were able to speak out loud while looking each 
other in the eye. The event further reinforced 
the importance of dialogue as a kind of social 
activism that challenges binary approaches to 
identity and form, something that concerns 
Mohr in her programming (Mohr 2017). By 
engaging issues together, a binary relationship 
was replaced with shared thinking and envi-
sioning around new models for performance 
engagement. For those of us who attended the 
entire festival, these kinds of conversations 
extended across the events over both week-
ends, encouraging deeper reflection on the 
festival’s themes. 

Mohr’s politics around curation seeks to 
address imbalances between “established” and 
“emerging” artists by forging alternative under-
standings of how individuals and collectives 
might move differently in our social world. 
Citing choreographer Tere O’Connor’s com-
ment that “too much democracy is bad for 
art” (Mohr 2017), Mohr asserts that artmak-
ing should be more about “deep listening” than 
people pleasing. She observes that artists often 
make “fear-based decisions” in order to appease 
the desires of their performers, funders, or 
audiences, and that artists might become more 
aware of how these private choices made in the 
studio affect the work and its reception. Her 
programming continues to ask how to build a 
“we” in performance that includes audiences in 
the conversation (Mohr 2017), further posing 
the question of what a radical ensemble might 
look like today. 

Weekend 2: Building Communities

Lisa Evans’s You Really Should Sit Like A Lady 
(or how I got to femme) was a solo piece that 
employed personal narrative, costume changes, 
and call-and-response interaction with the 
audience. Declaring, “We all know that gender 
is a fuckin’ shit-show, right?” Evans talked and 
sang about their journey “to femme.” Evans is 
a member of the Bay Area queer/trans/people 
of color collective Peacock Rebellion, whose 
work emphasizes healing justice. Evans’s work 
extended a sense of belonging and acceptance 
that was palpable in the house. The perfor-
mance was decidedly low-tech and less formal 
in comparison to the prior weekend’s stagings. 
The performance area was sparsely arranged, 
with a folding screen stage right, next to a table 
with a mixing board, chairs, and discarded 
clothing — a not-quite-fully inhabited house, 
a room not quite put together. As the perfor-
mance unfolded, the complexity of Evans’s 
identities came into focus. They mixed their 
own music live, changed costumes, and put on 
makeup, all of which seemed to further a met-
aphor of self-making (fig. 3). The audience 
was not just a witness but a part of the conver-
sation. We were asked to learn (and practice) 
a tae kwon do move and were handed a page 
from The Gender Unicorn (a popular graphic 
that describes the spectrums of gender and sex-
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uality) as a route toward question-
ing the meaning of femme and how 
LGBTQ labels can also be restric-
tive and not quite fit. Like the 
clothing changes they made, Evans 
continually sought comfort in 
their own skin, eventually finding a 
queer female role model in the fan-
tasy anime character Sailor Moon. 
Evans kept repeating the phrase 
“wanting to be wanted” throughout 
their performance, which suggested 
that radical movement is sometimes 
a private life-long practice of, in 
their words, “making a self.”

Maryam Rostami’s Untitled 1396 
(1396 refers to the Iranian calen-
dar year 2018) similarly compli-
cated the ways gender and racial 
identities are established in certain contexts. 
The performance was already in motion as the 
audience entered the theatre. Seated on a chair 
center stage, covered in a stunning gold cloth 
hijab, Rostami subtly shifted positions while 
lip-syncing to “Shabe Eshgh” by Iranian pop 
singer Hayedeh (fig. 4). Much of the remain-
der of the 45-minute performance was a mono-
logue about multiple identities and geographic 
locations ranging from Iran to Texas, and about 
finding comfort in a cultural past that was ini-
tially rejected. Reference to historical events 
such as the 1979 Iranian Revolution, the Iran-
Contra affair, current wars, and today’s eco-
nomic and environmental turmoil are the 
backdrop for her ordinary concerns as a young 
person growing up in the US. At one point, 
as Rostami changed into a black pantsuit and 
heels, she declared a humorous yet chilling 
truth: she wants to comment on world affairs 
and keep fighting, but she is just so busy with 
day-to-day life. She relayed the story of visit-
ing Tehran with her family and putting on a 
hijab for the first time — and it feeling “natu-
ral.” “It looked good on me,” she stated, a con-
trast to how her modern “American” self never 
fit in when she was growing up in Texas. Close 
to the end of the piece, a radical movement of 
mourning took place when she faced the audi-
ence and explained that she would teach us how 
to cry. In a matter of seconds, she had teared 
up, a gesture that seemed both performed and 

genuine at the same time. The dualities of per-
formance and reality, sarcasm and earnestness, 
camp and sincerity, war-zone and peaceful daily 
life together revealed the layered complexi-
ties of living through bodies whose meanings, 
contexts, and legibility are layered and in con-
stant flux.

The final event, A.U.L.E. — “an un-named 
lived experience” (a program note in reference 
to Eve Kosofsky-Sedgwick’s notions of unnam-
ing, queer theory, and lived experience) — was 
a four-hour in-progress durational showing 
by Julie Tolentino and collaborators as part 
of the Bridge Project’s year-long Community 
Engagement Residency. The event in many 
ways made Mohr’s vision of the  collective a 
reality, albeit a fractured and dystopic one. 
The piece — more aptly described as an 
 installation — challenged and  questioned vari-
ous kinds of movement that might be radical to 
some, less so to others, and invisible to many. 
The work involved movement by “explor-
atory performers” Maurya Kerr, Amara Tabor 
Smith, Xandra Ibarra, and Larry Arrington; live 
blogging projected on two screens by scholars 
and cultural thinkers Debra Levine and Scot 
Nakagawa; and live music and sound design by 
Patrick Murch. 

The audience’s role was also somewhat 
exploratory. We could come and go as we 
wished, yet the room was dim, chairs scant, and 
the space nearly filled with props,  microphones, 

Figure 3. Lisa Evans of Peacock Rebellion shares a personal story in 
You Really Should Sit Like A Lady (or how I got to femme). Radical 
Movements, CounterPulse, San Francisco, 10 November 2017. 
(Photo by John Hill)
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and dancers. This made it difficult to change 
locations or even find a comfortable spot 
to stand, and as time went on, the heat and 
sense of entrapment intensified. The perfor-
mance seemed an endless meditation that never 
allowed for release. Tolentino moved through-
out, repositioning lights and other props and 
watching intently from the fringes — she didn’t 
sit still. The piece created numerous multi-
modal feedback loops, each shifting slightly 
with its return, and often not quite connect-
ing to others. For instance, bodies came into 
contact only to dissipate in a kind of apocalyp-
tic wandering that was both a search for con-
nection and an acceptance of their transitory 
nature. At times, performers moved individu-
ally; at other times bodies cohabited the same 
confined area, moving together yet seemingly 
unaffected by one another. Dancers would 
drag one another, taking turns lying atop large 
pieces of fabric or passing each other in close 
proximity. There were also moments when the 
dancers responded to each other like substances 

that congeal or repel. Sounds of static within 
the sound score accompanied the performers’ 
tasks, which lacked legible purpose but were 
done with commitment. It was as if the entire 
space were a somatic entity, living, breath-
ing, and navigating the messy chaos that is our 
global precarious predicament. As Tolentino’s 
notes on the piece state:

& being with another seems to go by very 
fast. so much information. so much to tend to 
think about and the how of time talking thru 
how we resist, breakaway then give away. 
sensing bringing forward slinking back. why 
and what? stutter gasp. wait. [...] unrecog-
nizable currents and cruelty with utopia’s lit-
tle edges. the separate conversations radiate 
dark root bodies & instead an aural portal, a 
vibe. or two or three or four or five or seven 
of us with each other’s other/s. All together. 
All a part of this. (Tolentino 2017)

A.U.L.E. was both communal and fractured, 
reflecting an imperfect and troubled world in 

which we are compelled to continue 
living. The live blogging between 
Levine and Nakagawa soon became 
the touchstone for this message. 
Their texts, scrolling in real time 
on two adjacent walls, were both an 
asynchronous conversation and solo 
musings based in memory, associa-
tions, theoretical and political per-
spectives, and shared embodied 
experiences such as living through 
the AIDS crisis and participating in 
ACT UP and other kinds of activ-
ism. At one point Nakagawa wrote, 
“The act of remembering through 
difficult times can create a template 
for the future,” and at another, “Not 
allowing unjust power to distort the 
ways our experiences are remem-
bered is a form of resistance that 
is powerful and potentially restor-
ative.” Levine responded, “Maybe 
it’s ok that I didn’t see every-
thing that happened this after-
noon. Maybe I felt it. This feels like 
a good use of my time.” As Levine 
stated in the concluding conversa-
tion following A.U.L.E., live perfor-

Figure 4. Maryam Rostami in the opening scene of Untitled 
1396. Radical Movements, CounterPulse, San Francisco, 
11 November 2017. (Photo by John Hill)
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mance is a way to show us who we are and why 
we’re in the situations we’re in.

Continued Dialogue

In posing numerous formats for dialogic 
exchange, Radical Movements asked what else 
could happen via the power of performance, 
and what role language might play as a tool for 
exchange. Notably, all events included spoken 
word sections, even as the focus was on radi-
cal bodies and movement, and many partici-
pants asked those more familiar with observing 
or writing to bring their physical bodies into 
the performance arena. Perhaps the message, if 
we take Mohr’s earlier reference to O’Connor’s 
claim that “too much democracy is bad for 
art,” is that we must risk losing the promise of 
democracy as a model for community in order 
to truly build new forms. This includes moving 
beyond the Judson and post-Judson approaches 
to the radical. Yet, questions linger about how 
to locate a language that embraces this kind of 
radical community.

The project’s collectivist thinking about 
radicalness might then be understood as an 
ongoing way of thinking-in-relation, rather 
than a known ontology or name for the new-
est art trend. During the Audience Salon, 
Tolentino noted that today, “Language isn’t 
being used well.” Yet clearly it could be, and 
the festival took much-needed steps toward this 
reality for the Bay Area performance commu-
nity. Radical movement is thinking with oth-
ers, performing what is not quite finished, yet 
vibrating with potential.
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