
June 7 - August 31, 2014 

 Showing 
The 
Work





1

FOREWARD BY THE CURATOR
All of the artists in this show are invested in 
practices that disrupt the conventions of major 
dance forms.  This exhibition is meant to flex 
the mind and memory of you, the viewer, rather 
than present you with an athletic or harmonious 
display of prowess.  The performance values 
of Showing the Work may seem subtle and its 
moments of virtuosity are scarce and widely 
scattered. This show is more interested in 
the intricacies of intimate movement and 
embodiment than it is interested in grandeur.  
These multimedia installations may ask you 
to participate in challenging new ways, and I 
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hope you will accept their invitation. 

CURATORIAL REAL ESTATE: 
WALL VERSUS FLOOR
It would be hard to imagine an art exhibition 
without walls.  Similarly, what would dance 
look like without a dance floor?  Jen McGinn 
and iele paloumpis’s room-sized floor pattern, 
titled not unordered and not resembling, 
recognizes the ground plane as a fundamental 
structure of the gallery that is constantly 
used, yet frequently overlooked, as a place 
for showing work.  This installation of tape 
and sound revitalizes the floor as a site for 
projecting and recording action.  Much like a 
gallery wall, a dance floor’s capacity for use 
relates to its size, surface, color, texture, 
durability and construction, and dancers often 
need to adapt their choreography to perform 
within the parameters of a space. 
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LOOKING HORIZONTALLY
Upon arrival, viewers encounter the web-like 
floor pattern that resembles a map.  Nothing 
hangs on the walls except for a few black rays 
that branch from the network below.  The 
pattern draws the eye down and carries it 
along the paths that lead equally to both sides 
of the room.  Ghostly clear lines appear in 
some parts, imparting a sense of the unknown.  
Performance scholar Peggy Phelan describes 
the act of “looking horizontally” as “a way of 
upsetting the vertical hierarchy of value1.”     
Phelan’s concept illuminates the floor pattern 
as a platform where both dissimilar or like 
things may play out on shared grounds.  She 
writes, “Unlike the image of the tree—vertical, 
hierarchical, and evolutionary—the rhizome 
offers a horizontal, non-linear structure 
in which all ideas have the possibility of 
connecting to all other ideas2.” 

THE RHIZOME
When visiting Franklin Street Works viewers 
may imagine their location in the gallery 
relative to the entire building, the row of town 
houses that make up the block, the street 
outside, I-95, or the distance from their house.  
As the frame of reference expands each visitor 
is able to recalibrate his or her position in 
the environment based on a knowledge and 
memory of locating ones self at any point in 
time.  McGinn and paloumpis’s floor pattern 
references the difference between local 
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subjective experience and vision of an overall 
environment. They will perform this concept 
on top of their map, revealing individual and 
collective experiences. 

McGinn and paloumpis have worked together 
since they met in a college dance class, and 
their performance integrates this history 
of shared actions and memories through 
sound.  The haunting harmonium and the 
soft voice of McGinn’s father reading from 
Gertrude Stein’s Tender Buttons (the source 
of the performance’s title) recall shared and 
unique memories for each artist.  Similarly, 
their reliance on the map as a starting point is 
two fold.  paloumpis, who recently developed 
double vision, explains “dancing and being in 
the world is very dizzying for me… [so] the floor 
map provides a way of grounding and orienting 
myself in space…[it’s] an “anchor3.”  For 
McGinn, who is trained in classical ballet and 
modern dance, the floor pattern provides a 
structure from which to depart. As a teenager 
McGinn’s relationship to traditional dance 
changed when she was diagnosed with a form 
of epilepsy that made her distrust her body.  
She explains, “the more structure I have, the 
freer I am to make a choice and find a way 
back in4.”

Sarah Fritchey Showing the Work
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In the corner of the installation, rolls of green 
and yellow tape stick to the wall and discarded 
balls lie underneath, suggesting the evolution 
of the performance. Each time McGinn and 
paloumpis rehearse the work or rehearse 
putting down the map’s lines with gaffer’s tape, 
they save these artifacts and keep them in the 
space as records of past events.  Adopting the 
term ”rhizome” from botany (a stem that puts 
out roots and shoots), theorists Gilles Deleuze 
and Felix Guattari developed the concept of 
the rhizome to describe the active geometry 
that McGinn and paloumpis realize through 
their practice5. “The rhizome refers to a map 
that must be produced or constructed, is 
always detachable, connectable, reversible 
and modifiable, with multiple entrances and 
exits, with its lines of flight6.”  Most important 
in the concept of the rhizome is that the lines 
are traced onto the map.  In other words, it is 
the human that makes the map and not the 
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map that makes the human.

THE QUEST FOR EMBODIMENT
Above McGinn and paloumpis’s floor, viewers 
might be drawn to the unconventional 
installation of the introductory text, which 
starts on the ceiling, runs into the corner of the 
room and cascades down the wall.  To read the 
text, viewers are encouraged to stand directly 
beneath the text. To do this they are asked 
to place booties over their shoes, remove 
their shoes, or carefully tiptoe between the 
pattern’s lines. Viewers who remove their 
shoes (an act which dancers frequently do) gain 
new sensory access to the exhibition space 
through touch.  Elizabeth Grosz describes 
the conditions for the emergence of dance as 
follows: “The floor, ever acquiring smoothness, 
suppleness, and consistency, makes of the 
earth and of horizontality a resource for the 
unleashing of new and more sensations, for 
the exploration of the excesses of gravity and 
movement7.”   Within this sensually heightened 
space, viewers might forge their own searches 
for orientation and embodiment.

THE PSYCHOLOGY OF THE BASEMENT
The three installations located in the 
basement level of Franklin Street Works 
underscore the way environmental elements 
such as light, temperature, atmosphere and 
ceiling height influence the physical and 
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philosophical choices for dance.  The process 
of negotiating space between the exhibition’s 
installations and performances played a key 
role in determining the exhibition’s blueprint.  
For Tatyana Tenenbaum, the invitation to 
perform on the lower level sparked the idea to 
re-perform the first act of a three-act piece 
that she had previously done in the basement 
of the Chocolate Factory Theater in Long 
Island City.  Prologue from the feature-length 
Private Country evokes the subconscious 
space of the subterranean environment.  In 
this work, Tenenbaum performs the role of 
Sister alongside her real life brother, Ezra 
Tenenbaum, who plays the role of Brother. 

In the performance, Sister and Brother search 
for meaning in their evolving relationship and 
how it is played out through action, language, 
music and sound.  At moments they look like 
twins, male and female versions of the other, 
but ultimately they are distinguished by the 
registers of their voices and their costumes.  

Showing the Work
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They sing together, exploring the choreography 
of harmony and dissonance, and their speech 
patterns adopt the nuances of a musical score.  
At a climatic point, Brother says, “I think I 
tapped into something back there, because it 
was done metrically as opposed to my natural 
state,” to which Sister responds, “show me 
your natural state.”  Bending at the waist and 
contorting his arms with one hand stretched 
over the face, Brother lurches sideways until 
he reaches the security of a wall.  

Tatyana Tenenbaum’s four screen video 
projection highlights the variation with 
which this movement and all of the 
underlying choreography can be performed.  
Commissioned specifically for this show, the 
projection features four recorded versions of 
Prologue, performed from March 4, 2012 to 
November 1, 2013.  

Showing the WorkSarah Fritchey

1. 
AUNTS Time Share  
(June 7, 2013) 
audience: live but small 
time of day: early evening 
camera: Colin Nusbaum  

3. 
The Woods Cooperative  
(March 26, 2013) 
audience: none 
time of day: morning 
camera & dolly: Colin Nusbaum  
 

2. 
Center for Performance Research  
(March 4, 2012) 
audience: live 
time of day: evening 
camera: fixed to tripod 
 

4. 
The Chocolate Factory Theater  
(November 1, 2013) 
audience: live, medium sized 
time of day: evening 
camera: Peter Richards 
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VERSIONHOOD
The four videos in Tenenbaum’s installation 
emphasize how choreography might more 
closely resemble an evolving form than wrote 
composition.  For Tenenbaum, dance, song and 
language are modes that the body might play 
out to explore the space between choreography 
and improvisation.  She explains, “There’s this 
question of polishing the stone.  When I see the 
early [versions], sometimes I see something 
really raw that I like…and then I see the later 
ones and I think, I just went too far, but it’s the 
same piece and it’s 98% the same thing but 
that 2%... that is live performance.  That’s the 
je ne sais quoi.  That’s what we labor over8.”

Tenenbaum’s notebooks, which are on public 
display for the first time, reflect her rigorous 
academic training in music composition.  
Tenenbaum double majored in dance and 
music at Oberlin College.  She explains her 
ongoing struggle as a reconciliation of the 
place where scores come from and how those 
compositions inherently compress space and 
time.  Just as a realistic landscape painting is 
a two-dimensional representation of space, 
sheet music is a written representation 
of music.  Philosopher Theodore Adorno 
describes these notation systems as forms 
that allow the world “to be other than it is9.”   

Showing the Work
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Tenenbaum turned to dance to explore the 
musical world of a trained composer “other 
than it [was].” Without formal dance training, 
she thought of her body as an instrument for 
playing through time, space, timbre, texture, 
gesture and duration. Naturally, having 
danced for ten years, her body has begun to 
know itself and dance intuitively.  This physical 
evolution has marked a turning point in her 
career, and for the past three years she has 
begun to integrate untrained vocalists into her 
work to continue exploring the possibilities of 
improvisation and being “other.”

The images in Tenenbaum’s notebooks show 
her experimental mixing of traditional music 
scores with figure drawings, notes and 
watercolors.  These visual elements function 
as mixed “indeterminate structures” for 
her choreographies, which can be repeated, 
but never exactly.  The surface of the page 
provides a space for Tenenbaum to create an 
open score, a starting point that facilitates 
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a general set of choreographic instructions 
between herself and her performers.

INTERNALIZING STRUCTURE 
Gillian Walsh uses dance notation to 
investigate the hegemony of received forms 
in popular culture and experimental dance. 
Marxist thinker Atonio Gramsci (1891-1937) 
coined the term “hegemony” to describe the 
predominance of one social class over others.   
For Gramsci, hegemony represents not only 
political and economic control, but also the 
ability of the dominant class to influence its 
way of seeing over its subordinates, so that in 
effect, everyone else accepts the dominant 
class’s “way of seeing” as common sense or 
the natural state of the world.  

Walsh’s performance, HasbroTM Procedures, 
originally conceived for the larger black box 
theater space at The Kitchen in New York 
City, will take place three times over the 
course of the opening reception at Franklin 
Street Works on June 14, 2014.  In HasbroTM 
Procedures, Walsh and her performers enact 
a choreography prescribed by a score each 
holds in his or her hand. 

An early example of Walsh’s notation system 
is framed and displayed on the wall. This 
score is not the score for the video or the 
dance that she will perform. Rather it serves 
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to articulate the starting point of Walsh’s 
integration of what she refers to as “pre-
programmed” or “commercial” choreography 
into her work. Recently, her number system 
has increased from 1-4 to 1-24.

The “score” enables Walsh to both produce 
choreographies and point to the formal 
governance of the body in performance. For 
HasbroTM Procedures, Walsh uses the foot 
patterning produced by Hasbro’s Twister 
Dance Rave game as the foundation for her 
complicated notation system and sequence 
that dictates to the performers how and 
when to move.  Working through the numbers, 
letters, and movements in unison, each 
performer makes his or her way through 
the dance. As the performers “read” their 
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choreographic instructions, they embody 
them at once.  For  Walsh, the work required to 
internalize the complicated dance structure 
replaces the dancer’s imperative to “perform” 
for a live audience.

Evacuating pop cultural forms of affect and 
persona, Walsh’s choreographies are tonally 
indeterminate and formally obsessive.  They 
are exercises in infiltrating the types of pop 
culture they pull from. Her choreographies 
show how our bodies learn to move and 
think in relation to one another through our 
everyday exposure to images, experiences 
and rhythms. 

THE BODY 
In many ways the central question of Showing 
the Work is how does the dancing body 
retain control over its viewers, particularly 
historians, curators and critics who might 
write about it in ways that archive the body 
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and the performance.  In the exhibition 
setting, wall texts, press materials, visual 
documentation, instructions from the gallery 
staff and written commentary can interpret a 
dance.  Audience members also interpret the 
performance based on their experience and 
understanding of dance forms and openness 
to re-evaluating these ideas. 

Poet and dance critic Claudia La Rocco 
explores the relationship between writing, 
reading and performing language.  Her 
installation, tucked away in a nook of the 
gallery, presents two choices—the viewer 
may enter her desk space through a curtain 
to perform and record a score of an unknown 
length, or the viewer may listen to a recorded 
version of this score on headphones.

La Rocco’s handwritten score and the 
curious objects on display in a case outside 
of her partitioned nook, (a red notebook and 
a glass vile), are designed to illicit a range of 
expectations that may or may not play a role 
or serve a conclusion.  The language of the 
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score itself similarly peels off into a bevy of 
voices, from first person interior monologue 
to recollections of a dialogue.  The score 
makes the act of performing a challenge, and 
La Rocco is most interested in the score’s 
potential to produce scrapes, bumps, versions, 
and mishaps.  The poetic layout of the words 
on the page shows her interest in unpacking 
the graphic life of language and syntax.  For 
La Rocco, “language can live differently on the 
page, in the ear and in time and space10.”  

Thus, viewers beware. La Rocco’s installation 
taps into the impossible premise of the show—

“to create a performance that anticipates 
the simple, but not always viable or relevant 
demand of a gallery space, to create something 
that can occupy the exhibition space during the 
run of the show.”  The work responds literally 
to the idea of making something impossible, 
irrelevant or erroneous.  In her words, the 
combination of the score and found objects are 
interested in a sort of “pre-documentation” or 

“false-documentation” of a performance that 
never happened. The work’s epilogue might 
read “A dance read aloud by a stranger in its 
aftermath.”

— Sarah Fritchey, Curator

Showing the Work
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Performances

Hasbro ™ Procedures
Saturday, June 14
5pm, 6pm, 7pm  
Choreography by Gillian Walsh 
Performed by Maggie Cloud, Mickey Mahar, 
Nikima Jagudajev and Gillian Walsh 

“Prologue” from Private Country 
Friday, June 27 at 7:15 pm 
Choreography by Tatyana Tenenbaum 
Performed by Tatayana Tenenbaum and Ezra 
Tenenbaum 

I just need one word and I can tell you everything 
Friday, June 27 at 8:15 pm 
Written and performed by Claudia La Rocco 

not unordered and not resembling
Saturday, June 28 at 7:00 pm 
Choreography by Jen McGinn and iele paloumpis
Sound design by Joanna Groom 
Performed by Jen McGinn, iele paloumpis and 
Joanna Groom 
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Timeline for Site (1964) Revisited

This timeline tracks the representation 
of the female nude as muse, starting 
with the invention of the moving image in 
Muybridge’s 1887 photographic studies (fig.1) 
to the present. The two-story installation 
serves two purposes: first, to introduce the 
viewer to the historical record of the body’s 
representation in art, performance and 
dance; second, to explore a central theme 
of a 2013 lecture (fig.16) by the pioneering 
performance artist Carolee Schneemann.  
In the lecture, Schneemann reveals 
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otherwise undocumented feelings about her 
participation in Robert Morris’s Site (1964), 
a performance which is canonized as an 
early avant-garde dance work.  Schneemann 
states, “as amazing as it was to participate 
in this transposition of life, model, sculpture, 
architecture and self-impersonation that the 
piece, [Site] had immobilized and historicized 
me.“

Viewers must walk down the stairs to follow 
the timeline, starting with the Muybridge 
photographic study at the top and ending with 
a 6-minute audio excerpt from Schneemann’s 
2013 longer lecture, titled “The Speaking 
Muse.”  In the recording, which listeners 
can access with headphones, Schneemann 
explains, “my collaboration with Bob Morris 
was originally premised on a very visceral 
exchange of materials, but something else 
happened.”  Viewers may watch Site (1964) 
projected high on the wall from the top of the 
stairs, but it is not visible from the bottom. 

Site (1964) is a dance for two, a “tableau 
vivant” of Edward Manet’s seminal painting 
Olympia. First exhibited at the 1865 Paris 
Salon, it still shocks today.  The video depicts 
Schneemann reclining naked in the pose 
of the model and renowned artist Victorine 
Meurent (Manet’s muse), while Morris wears 
a mask and juggles large white walls in the 
foreground.  The striking juxtaposition of 
the frozen female nude and the mobile man 
exposes the gender inequality not only in 
Manet’s painting but also in the art world at 
the time of Site’s making.

While the intent of Morris’s work arguably 
aligns with Schneemann’s, the goals of their 
choreographic approaches are at odds. 
As seen in her works from the same year, 
Schneemann dismantled gender inequality 
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by unapologetically presenting her body and 
sexual energy to the viewer. She transformed 
the terms of representation and gender in 
artistic practice.  In an essay for her 1996 
retrospective at the New Museum, historian 
Dan Cameron writes:

For Schneemann, the focus on 
the “experiential erotic body” 
is a method of empowerment, 
and an antidote to what she 
sees as a tendency of feminist 
art historians to discuss female 
sexuality exclusively as a male 
construction. Schneemann’s 
project, then, is in some ways 
concerned with reclaiming those 
signifiers, actions, and ideas that 
have historically been denied to 
women. 1

In Fuses (1964), this exchange is intimate and 
erotic. The film depicts Schneemann’s sexual 
relationship with her lover of the time, James 
Tenney.  In Meat Joy (1964) the exchange 
grows in size, as a group of performers revel 
in the ecstasy of fish, chicken and sausages 
sliding across their flesh.  Schneemann’s use 
of her own body as medium turns the table on 
works that came before her. 

1 Cameron, Dan. Carolee Schneemann: Up to and Including 
Her Limits. New York: New Museum of Contemporary Art, 
1996. Print.

Sarah Fritchey 
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c.1887
Eadweard Muybridge
Muybridge Animal Locomotion, Plate 137 (Motion study 
photograph: Movements, Female, Descending stairs, 
turning around)
8 x 15 inches each
image source: http://commons.wikimedia.org/wiki/
File:Female_nude_motion_study_by_Eadweard_
Muybridge_%282%29.jpg1911

1911
Marcel Duchamp
Nude Descending a Staircase (No. 1)
oil on cardboard on panel
37 3/4 x 23 3/4 inches
image source: http://www.philamuseum.org/collections/
permanent/51448.html

1912
Marcel Duchamp
Nude Descending a Staircase (No. 2)
Oil on canvas
57 7/8 x 35 1/8 inches
image source: http://www.philamuseum.org/collections/
permanent/51449.html

1950
Lee Krasner watches Jackson Pollock paint the composition 
One
photohraphed by Hans Namuth
image source: http://artinside.ch/blog/?tag=pollock

1960 
Yves Klein
Anthropométrie de l’Époque bleue (2’26) 
performed at the Galerie Internationale d’art Contemporain, 
Paris.
Image source: http://www.studyblue.com/notes/note/n/
test-/deck/7660182
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1963
Marcel Duchamp plays chess with Eve Babitz 
photographed by Julian Wasser on the occasion of the Duchamp 
retrospective at the Pasadena Museum of Art, Paris.
Image source: http://www.toutfait.com/issues/issue_3/Notes/gerrard/
gerrard.html.

1964-66
Carolee Schneemann 
Fuses
color, silent, 16 mm film on video
29:51 min
image source: http://www.imageryaffairs.com/iaffairs/indomitable-
women-at-cineteca-matadero/

1964 – 2010
Carolee Schneemann
Meat Joy
16mm film
29:51 min
image source: exhibition catalog for Carolee Schneemann: Up to 
and Including Her Limits: November 24, 1996-January 26, 1997, 
the New Museum of Contemporary Art, New York: New Museum of 
Contemporary Art, 1996. Print.

1964
Robert Morris
Site
16mm film 
performed with Carolee Schneemann at Stage 73, Surplus Dance 
Theater, NYC
Courtesy of Castelli Gallery 

1967
Carolee Schneemann 
Body Collage
b&w, silent, 16mm film transferred to DVD
3:57 min
image source: http://artinside.ch/blog/?tag=pollock
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1972
Carolee Schneemann
Aggression for Couples
gelatin silver prints with hand coloring and collage
15 x 41 ¾ inches (6 ¼ x 10 in. each)
image source: exhibition catalog for Carolee Schneemann: 
Within and Beyond the Premises. New Paltz, N.Y: Samuel 
Dorsky Museum of Art, 2010. Print.

1972
Carolee Schneemann
Exercises for Couples
gelatin silver prints with hand coloring and collage
36 x 21 ½ inches (6 ¾ x 10 inches each)
image source: exhibition catalog for Carolee Schneemann: 
Within and Beyond the Premises. New Paltz, N.Y: Samuel 
Dorsky Museum of Art, 2010. Print.

1973 – 76
Carolee Schneemann 
Up to and Including Her Limits
crayon on paper, rope harness, and two –channel analog 
video
image source: exhibition catalog for Carolee Schneemann: 
Within and Beyond the Premises. New Paltz, N.Y: Samuel 
Dorsky Museum of Art, 2010. Print.

1979
Carolee Schneemann
The Men Cooperate
silkscreen on paper
30 x 42 inches
image source: exhibition catalog for Carolee Schneemann: 
Within and Beyond the Premises. New Paltz, N.Y: Samuel 
Dorsky Museum of Art, 2010. Print.
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2007
JorgeBarrios
Eadweard Muybridge: Muybridge Animal Locomotion, 
Plate 137 (Motion study photograph: Movements, Female, 
Descending stairs, turning around, ca. 1887)
animated gif uploaded to WikiCommons

2013
Carolee Schneeman 
Discussion: Modernist Painting isn’t a Picnic - or is It? A 
Manet Panel
Organized in conjunction with Lunch with Olympia at the 
Yale School of Art, 32 Edgewood Gallery, September 20 - 
November 21, 2013. Moderated by curators Robert Storr and 
Carol Armstrong.
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Upstairs: 

Jen McGinn and iele paloumpis
not unordered and not resembling
May 31, 2014
gaffer’s tape, harmonium and 
audio recording by Joanna Groom 
with excerpts from Gertrude 
Stein’s Tender Buttons
Courtesy of the artists 

Stairwell: 

Robert Morris 
Site
March 1964/1993
performed at Stage 73, Surplus 
Dance Theater, NYC, featuring 
Carolee Schneemann
16mm film transferred to video
18:45 min
Courtesy of Castelli Gallery

Timeline for Site (1964) 
Reinterpreted
Performed by Robert Morris and 
Carolee Schneemann 

Carolee Schneeman 
Excerpt from  Panel Discussion: 
Modernist Painting isn’t a Picnic - 
or is It? A Manet Panel
November 11, 2013
6:55 min
Organized in conjunction with the 
exhibition: Lunch with Olympia 

at the Yale School of Art, 32 
Edgewood Gallery, September 20 - 
November 21, 2013. Moderated by 
curators: Robert Storr and Carol 
Armstrong.

Downstairs: 

Yvonne Rainer  
Hand Movie 
1966 
Cinematographer: William Davis 
source: https://www.youtube.
com/watch?v=CuArqL7r1WQ

Claudia La Rocco
I just need one word and I can tell 
you everything
June 2014 to __________
words, things, solo performers 
duration at your discretion

Mårten Spångberg
12 Instructions #1
June 2008
video and recording device
3:09 min
source: https://www.youtube.
com/watch?v=CRXWPXgMB54

Gillian Walsh
Grinding and Equations: Score 2
2012
Courtesy of the artist 

Checklist
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Gillian Walsh
Archival Isolated Notation Study
2014
Courtesy of the artist 

Black Box: 

Tatyana Tenenbaum
Collections, brother and sister
June 2, 2014 
multimedia
Videography by Colin Nusbaum 
and Peter Richards 
Courtesy of the artist

Checklist
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Biographies

Jen McGinn received her B.A. 
and M.F.A in Dance from Hollins 
University in partnership with 
the ADF. Her work and teaching 
practices have been shaped 
through residencies at Dickinson 
College, Hollins University, 
Booker High School Visual and 
Performing Arts Center, ADF, 
Brooklyn Arts Exchange, West 
Coast Civic Ballet, Dance Theater 
Workshop, nEW Festival, and the 
University of Maryland, among 
others. She currently co-directs 
the Summer Institute in Dance 
at the University of the Arts 
in addition to being a visiting 
lecturer, is a Dance Specialist 
for ”Life Lines” Community Arts 
Project, is the Studio Manager 
at the Center for Performance 
Research and is a Movement 
Research AIR. Her interests 
include Cecchetti ballet, magical 
thinking, and logic problems. 
www.jenmcginndance.com

Robert Morris is an American 
sculptor, painter and writer on 
art, born in Kansas City. Studied 
engineering at the University of 
Kansas City and art at Kansas 
City Art Institute 1948-50, the 
California School of Fine Arts, 
San Francisco 1951 and Reed 
College, Oregon 1953-5. Returned 
to San Francisco and worked in 
improvisatory theatre, film and 
(until 1959) painting, and had 
his first one-man exhibition of 
paintings at the Dilexi Gallery, 

San Francisco, in 1957. Moved 
to New York in 1961 and began 
to make sculpture. Studied art 
history at Hunter College, New 
York 1962-3, writing a dissertation 
on Brancusi. His early sculptures 
were mainly neo-Dada, small-
scale lead reliefs and mixed 
media works concerned with 
process, information and paradox, 
followed by completely abstract, 
geometric Minimal sculptures 
in painted plywood and later in 
fiberglass or metal. Published a 
series of articles on sculpture in 
Artforum from 1966. Also began 
in 1967 to make soft hanging 
sculptures in felt and from 1968 
to produce anti-form or process 
works by the lateral spreading, 
scattering or stacking of different 
materials. His later work includes 
a number of projects for large-
scale monuments and earthworks. 
Organized the Peripatetic Artists 
Guild in 1969, announcing 
his availability to carry out 
commissions anywhere in the 
world. Lives in New York. http://
www.tate.org.uk/art/artists/
robert-morris-1669

iele paloumpis is a trans*/queer 
dance artist, choreographer, 
and teacher navigating invisible 
disabilities and class disparities 
in NYC. At the center of their 
practice are ideas exploring 
body politics and artistic self-
empowerment.
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Claudia La Rocco’s recent 
and ongoing interdisciplinary 
collaborations include projects 
with the choreographers Rashaun 
Mitchell and Silas Riener, the 
performance company Findlay//
Sandsmark, the sound artist 
Martijn Tellinga and the composer 
Phillip Greenlief. La Rocco 
founded thePerformanceClub.
org, which won a 2011 Creative 
Capital/Warhol Foundation Arts 
Writers Grant and focuses on 
criticism as a literary art form. 
She serves on the board of the 
Poetry Project, is a member of 
the Off the Park poetry press and 
contributes frequently to the New 
York Times and ARTFORUM. She 
is on the faculty of the School of 
Visual Arts’ graduate program 
in Art Criticism and Writing, and 
teaches at such institutions 
as Princeton University, 
Arizona State University and 
Movement Research. She has 
had residencies at Stanford 
University, Headlands Center for 
the Arts and, currently, the Lower 
Manhattan Cultural Council’s 
Process Space on Governors 
Island. She has performed at 
such places as Danspace Project 
(NYC), the Center for New Music 
(SF), Wellesley College (MA), 
Counterpath Press (Denver) and 
the Mount Tremper Arts Festival 
(NY). A book of her selected 
writings is scheduled to be 
published by Badlands Unlimited 
in fall 2014. 

Carolee Schneemann, a 
groundbreaking performance 
and multidisciplinary artist, has 
used film and video since the 
1960s. Shattering taboos and 
redefining the notion of the erotic, 
she confronts sexuality, gender, 
and the social construction of 
the female body. Her seminal 
performances of the 1970s 
were as transgressive as they 
were influential. Schneemann 
continues to provoke, as she 
explores female sexuality in 
relation to art-making, ritual, and 
culture. http://eai.org/artistTitles.
htm?id=6735

Mårten Spångberg is a 
choreographer living and working 
in Stockholm. His interests 
concern choreography in an 
expanded field, something that 
he has approached through 
experimental practices and 
creative process in multiplicity 
of formats and expressions. He 
has been active on stage as 
performer and creator since 

‘94, and has since ‘99 created 
his own choreographies, from 
solos to larger scale works, 
which has toured internationally. 
Under the label International 
Festival he collaborated with 
the architect Tor Lindstrand he 
engaged in social and expanded 
choreography. From 1996 – 
2005 Spångberg organized and 
curated festivals in Sweden and 
internationally. He initiated the 
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network organization INPEX in 
2006, has thorough experience 
in teaching both theory and 
practice and was director for the 
MA program in choreography at 
the Univ. of Dance in Stockholm 
2008 - 2012. In 2011 his first book 
Spangbergianism was published. 
http://martenspangberg.org

Tatyana Tenenbaum is a 
composer and choreographer 
whose work explores sound 
and movement within a shared 
perceptual framework.  Her 
work has been presented by 
The Chocolate Factory Theater, 
Dance Theater Workshop, 
Movement Research, Cabinet 
Magazine, Danspace Project, 
The Watermill Center, Center for 
Performance Research, Chez 
Buswhick, Pieter PASD, and 
AUNTS, among others.  She has 
received support from Dance 
Theater Workshop (2011 Fresh 
Tracks Recipient), the National 
Foundation for Advancement in 
the Arts, Brooklyn Arts Council, 
and Espacio Abimental in Bogotá, 
Col0mbia.  She was a 2010-11 
Fresh Tracks Artist at Dance 
Theater Workshop, and a 2011 
Guest Artist at the Watermill 
Center’s Summer Institute. She 
has held creative residencies 
through DanceNOW | Silo, The 
Field, Pieter PASD (LA), and 
Espacio Abimental (Bogotá, 
Colombia), and has received 
funding from the Brooklyn 

Arts Council and the National 
Foundation for Advancement in 
the Arts. She is a co-organizer 
of NY-based organization 
CLASSCLASSCLASS and former 
dance curator at The Tank 
(2007 - 2009) where she curated 
and produced The Raw and 
the Cooked Show, a forum for 
interdisciplinary improvisation. 
She has appeared in the work of 
Yoshiko Chuma & The School of 
Hard Knocks, Daria Fain, Jennifer 
Monson, Brandin Steffensen, 
Michele Torino Hower and Buck 
Wanner. She received dual 
degrees from Oberlin College and 
Conservatory of Music. 

Gillian Walsh is a dance artist 
from Brooklyn, NY. She has 
recently shown work at Abrons 
Arts Center for Festival TBD: 
Emergency Glitter and Dance and 
Process at The Kitchen. She is a 
2014 ISSUE project room artist-
in-residence and a 2014 Triple 
Canopy Commission Recipient. 
She has had the pleasure of 
working with luciana achugar and 
Adrienne Truscott among several 
other artists. Gillian Walsh is 
currently using written scores as 
a tool for the investigation of the 
hegemony of received forms both 
in pop culture and experimental 
Dance. Employing her own system 
of coding and notation, Walsh 
utilizes patterns uncovered in 
pop cultural objects to produce 
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“choreographies” which combine 
an obsessive formalism with 
an attention to the reality of 
the particularities of the body 
and its knowledge. Walsh’s 
work raises questions about 
structural motors, consumer 
choreographies, authenticity in 
performance, and the artifice and 
fiction of dance. 
Walsh will perform her current 
research: HasbroTM Procedures 
on June 14th at 5pm, 6pm, and 
7pm along with her collaborators 
Maggie Cloud, Mickey Mahar, and 
Nikima Jagudajev. 
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Thank you to the Franklin Street 
Works team of staff, interns, 
preparators, and volunteers:  
Judy Emmett, Adama Fall, 
Abigail Gorman, Peter Gramlich, 
Emily Humbert, Todd McDaniel, 
Sandrine Milet, Terri C Smith and 
Bonnie Wattles. Much gratitude 
also for the talent and generosity 
of spirit these artists brought to 
the project. Thanks also to Maura 
Frana for her amazing design 
work.

Thank You
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