Scenography Matters:  Performing Romani Identities: Strategy and Critique
Introduction

Romani culture is marked by a history of critical performance and performativity. Romani survival in Europe, over the course of a millennium, has been contingent upon the adoption and practice of a number of performance strategies, including oral history, storytelling, music, dance and theatre, as well as upon everyday narratives that perform intelligible Romani identities for both the community itself and for non-Roma.  

This chapter employs scenography as a framework to analyse examples of site-based performance currently being produced amongst Romani Communities in Europe. It draws on the findings of the AHRC
 funded research network ‘Performing Romani Identities: Strategy and Critique’ (PRISaC), launched in January 2015, that culminated in an international symposium and performance in London in June of the same year.  Along with creating interconnections among Romani artists, activists and scholars working in performance in key sites in Europe; Alicante, Bucharest, Budapest, Paris and London, the network had a remit to: 

Look to the future place and practice of [Romani] performance in multiple venues, including traditional arts institutions, Romani neighbourhoods and in diverse public spaces, acknowledging the particular challenges around the site specificity and target audience of each performance.
 

We, (Brooks and Collins) began our project together after having discussed the potential of harnessing the ‘performativity’ of certain Romani productive practices into a ‘theatricalised’ performance, in order to destabilise what Homi Bhabha calls the ‘concept of fixity in the ideological construction of otherness.’ Bhabha points to the concept of fixity as the sign of difference in colonialism; it is the fixity of difference that is disrupted through the performance practices we discuss in this chapter. According to Bhabha (1983: 18): 
An important feature of colonial discourse is its dependence on the concept of 'fixity' in the ideological construction of otherness.' Fixity, as the sign of cultural/historical/racial difference in the discourse of colonialism, is a paradoxical mode of representation: it connotes rigidity and an unchanging order as well as disorder, degeneracy and daemonic repetition. Likewise the stereotype, which is its major discursive strategy, is a form of knowledge and identification that vacillates between what is always 'in place', already known, and something that must be anxiously repeated ...
In his seminal essay on stereotypes and colonial power, Bhabha stresses the importance of not submitting these representations, ‘to a normalising judgement…’ arguing that, ‘To judge the stereotyped image on the basis of a prior political normativity is to dismiss it, not to displace it, which is only possible by engaging with its effectivity.’ (1983: 18-19) In other words, we must engage with the way these representations are jointly constructed between coloniser and colonised and address why they endure. It was this joint construction that interested us in this project; we looked to discover in what ways performance strategies were being employed by Roma artists and activists, and whether they moved beyond a straightforward critique of the negative and dehumanising depictions of Roma in the mainstream press and media. We hoped to uncover the ways in which Romani performance practice set out to ‘unfix’ the production of difference, from the position that Bhabha calls the “space of…‘otherness.’’’ (1983: 19)
The Network

PRISaC set out to establish a transnational network of scholars, performers, community activists, artists, writers and filmmakers in order to investigate critical performance as a socially engaged practice within and between Romani communities. The questions we wanted to address included: What is the relationship between Romani performance, Romani iterations of performativity and hegemonic knowledge production? What are the slippages amongst these practices? What is the potential in these slippages and iterations for different forms of agency, especially in light of the current violence confronting Romani subjects across Europe?  Despite the multiplicity of performance and performative practice by and for Romani communities across Europe, to date there has been neither a consolidated approach to study Romani performance nor a platform to share best practice across Romani communities. 

We didn’t set out with a specifically scenographic agenda. However, as the project progressed, and as a result of input from the UK team,
 whose backgrounds are in fine art, performance and film making, the importance of manipulating prescribed notions of visual, spatial, sartorial and aural representations of Romani people and communities in the mainstream emerged as a key strategy to ‘trouble’ the dominant gaze. This re-encoding of Romani identities in performance, through interventions in public space, builds on definitions of performance design as an ‘interdisciplinary and collaborative field,’ falling as Dorita Hannah argues (2015: 128):

‘[B]etween’ theatre and other performing art forms. Emerging as an interstitial space for extending scenography’s influence…avoiding terms such as ‘scenery’, ‘costumes’ and ‘lighting’ in order to focus on how objects, environments, garments, bodies and the intangible elements of sound, light and media perform, that is, how they are all active agents in the performance event. (Hannah, 2015: 128)
To activate the network, we set up a series of three-day workshops, conducted over six months, working with performers, activists, stakeholders and academics to map current Romani performance practices, including the use of technology, in four European cities. These multilingual site-based workshops examined the particular challenges facing performers working with and within Romani communities in each area, considering how performance might be harnessed and consolidated to greater effect. 

Each workshop was inflected differently according to the historical and actual contexts and varying challenges faced by the Romani communities in each site, and was constructed in consultation with the participants, drawing upon local knowledge and expertise. The UK team worked in partnership with academic institutions and stakeholders in Alicante, Bucharest, Budapest and Paris, with a final symposium and performance in London attended by all the partners, to which representatives from the UK Romani performance community were also invited.

Performance, Site and History

Romani communities have been in Europe for nearly a millennium, with the first records of Romani presence in the Balkans dating from the late 1200s in Constantinople (Hancock, 2002: 15). Romani people settled in various sites across Europe, and became known as “Egyptians” or Tsingani –the former because of the prevalent conception that Romani people had come from Egypt and the latter deriving from the Greek term for “untouchable,” also the name for a “heretical” sect (Al-Issa and Tousignant, 1997: 259) in the area in which they had settled. While the word “Roma,” derived from the Romani word for “people,” and “Romani” is the word that Romani groups use for themselves, “Gypsy” and its variations –Tsigan, Zigeuner, Cigano, Gitano—come from these two derivations. In many parts of Europe, the appellation is racist in its connotations and has been the subject of linguistic contention in multiple ways: from the recent attempt by politicians in Romania to ban the use of the word “Roma” to refer to people of Romani origin, and require people by law to instead use the derogatory “Tigan” (pronounced “tsigan”), or “Gypsy” (Economist 2010). There are a number of subgroups within the Romani Diaspora, which self-identify with other names, such as the Sinti, who are a Romani community from German-speaking areas of Europe, who live in Germany, Austria, Switzerland, France, Czech Republic, Slovakia, Poland, Hungary and beyond, into the Americas; Manouche in France, Kalé in Scandinavia, Gitanos in Spain, Ciganos in Portugal, et al. In some parts of Europe, including the UK, ethnically non-Romani groups also fall under the category of “Gypsy” –including Travellers in the UK, who could be Irish, Romani or “New Age” Travellers, or Gens de voyage in France, who could be ethnically French or Manouche or Gitano, i.e. of Romani origin –it is important to understand the uses of exonyms, as well as ethnic mixing among Romani populations, while keeping in mind the power of the nation-state in, sometimes violently, (mis)naming its Others.

Despite centuries of persecution, enslavement, forced settlement and attempted genocide, and, in the present day, segregation, evictions, deportations and forced sterilisation,
 Romani people number more than 12 million and are spread across the globe, from Europe to the Americas, the Middle East, Africa, Asia and Australia. Romani culture, language and identity is rich, diverse and extremely resilient, and even after centuries of Diaspora, Romani people recognize each other across the borders of nation-states, across oceans and across varied geographies and histories. Romani culture –including performance—continues to flourish. 

From the outset one of the foci of the research network was to shift analysis beyond the well-known and established modes of Romani performance that feature in mainstream venues and the media, such as Gypsy Jazz, Balkan Brass and Flamenco, to ascertain how performance is being employed by Romani activists in sites outside of building-based theatres. In the struggle for recognition and rights, the utilisation of public space through collectively authored artistic projects is a key strategy for building transnational community, audience and critique. Romani artists and activists across Europe and in the UK are producing hybrid performance events that draw on a diversity of performance modes in multiple sites. Theatrical representation, performance art, street theatre, stand up comedy, installations, exhibitions and flash mobs are manifested live as site-specific works, ambulatory practices, and in found locations; film and video further disseminate these events via websites and social media networks.  

In Alicante, the network team from the UK worked with the Federación Asociaciones Gitanas de Alicante Comunidad Valenciana (FAGA) who use the web as a performance ‘site’ to catalyze the abject and/or romanticized representations of Romani people that dominate the Spanish imaginary and counter the appropriation of Romani performance as a symbol of Spanish nationalism, through the surreal conjunction of Flamenco and domestic appliances. Through its educational programmes in schools and community centres, workshops and conferences, and its ongoing work in areas of health, social welfare and Romani rights, FAGA is a real presence across Southern Spain. Utilising social media –including its website, http://www.fagacv.es, and Facebook pages–FAGA has been able to extend this reach internationally. For instance the project, Gitanízate y Participa (Gypsify yourself and Participate), shows the community and citizenship work that is done by Romani people across Alicante and beyond. On FAGA ‘s website, a “Marketplace” features critical performance interventions such as the aforementioned “Flamenco Electrodoméstico” (Electrodomestic Flamenco) and “Maldiciones Posmodernas” (Postmodern Curses), both of which include elements of satire and political critique, couched in a Dadaist sensibility. 
In Bucharest, we visited Romano ButiQ, the museum of Romani Arts and  Culture – established originally as a movable museum, now permanently situated in a mixed Roma/non-Roma neighbourhood—which serves as a community centre, performance and exhibition space, and restaurant, featuring Romani artists and craftspeople from across Romania. Romano ButiQ developed from long-term relations with Romani communities across Romania, and has worked to bring the work of traditional artisans into its arts space, selling their work online and through brick-and-mortar retail spaces.  This practical support forms part of a cultural and artistic policy focused on social justice and feminism. The performance and exhibition space hosts Romani artists from across Europe, as well as local students and community members.  

In Budapest, Gallery8 and the Independent Theatre Company ground their work in the context of the city of Budapest. Gallery8 is located in a central square of the historically Roma 8th District, and features the work of contemporary Romani artists in its exhibition space. Gallery8’s exhibitions have been shown across Europe, and at the same time, it takes advantage of its central location, on Mátyás Tér in the 8th District, to invite community members, schoolchildren and others to its seminars, openings, conferences and other programmes. The Independent Theatre Company, also located in Budapest, carry out interactive performance pieces in public spaces –from tourist and business districts to waterfront areas, public festivals and the 8th District itself. These performances respond to site by using improvisation to critique relations of class, gender, sexuality and race within the Hungarian and international arenas.
In Paris, we witnessed a multiplicity of performance modes coexisting in a single site-specific event.  Insurrection Gitane 2015, produced by the French activist collective La Voix des Rroms between the 8th of April (International Romani Day) and the 16th of May (Anniversary of the Romani Uprising in Auschwitz) included a parade through the streets of the Saint Denis area of Paris featuring an enormous puppet, a grotesque ‘Ma Ubu’
 travesty of ‘the Gypsy’, accompanied by local Romani musicians and dancers, as well as other residents of St. Denis who joined the parade along the route. This was juxtaposed with a local theatre company who acted out short scenarios depicting police harassment of Romani citizens, evictions of Romani residents, and forced resettlement, engaging the audience in Boal-inspired Forum theatre which was further framed by a compelling photographic exhibition by the ERGO Network, “Wall Free Europe!”
 that documented recent evictions, including those in France, and the building of walls by non-Roma that separate them from their Romani neighbours in various parts of Europe. 

In her introduction to Artificial Hells, Claire Bishop (2012) suggests that the rationale behind collective artistic projects that engage with the social is a response to the ‘repressive instrumentalism of capitalist production.’  Referring back to Guy Debord and The Society of Spectacle (1967), Bishop describes ‘an art of action, interfacing with reality - taking steps - however small to repair the social bond’ (2012: 11).
[T]he artist is conceived less as an individual producer of discrete objects than as a collaborator and producer of situations; the work of art as a finite, portable commodifiable product is reconceived as an ongoing or long-term project with an unclear beginning and end; while the audience, previously conceived as a ‘viewer’ or ‘beholder’ is now repositioned as a co-producer or participant (2012: 12).
Such collaborative endeavours push the limits of scenography as ‘an expanded field’ where responsibility for the spatial, material and aural elements of the project or situation is shared amongst a range of people, including the audience. For Romani artists, scholars and activists, this necessitates a new form of knowledge production, one that centres Romani subjects as both performers and audience, and which disrupts the objective, objectifying gaze of the (non-Romani) spectator.  This collective artistic practice and its work to reposition also signifies the re-centring of Romani knowledge, history and practice –against the figure of the Gypsy reproduced as, for and by gadzhe
 fantasy. It disrupts the logic of distinction between Romani and gadzhe; this logic runs parallel to and is part and parcel of Orientalism, defined by Edward Said as “a style of thought based upon an ontological and epistemological distinction made between “the Orient” and (most of the time) “the Occident” (1979: 2).  In this, Said includes academic, imaginative and corporate institutions and practices of Orientalism. Here we see a striking parallel to the production of Romani subjects through academic, imaginative and corporate discourses and through practices and structures. While the majority of Roma are located in “the Occident,” Romani subjects nevertheless are categorized as part of the ontological and epistemological “Orient.” 

This collaborative work, furthermore, is marked by an eclectic, provisional aesthetic, with multiple contributors and a porous relation between performer and audience. With no singular artistic vision or apparent aesthetic coherence, how are these events framed and recognizable as performance? We will argue that this blurring of boundaries between the quotidian and the theatrical is part and parcel of a Romani performance strategy that aims to disrupt these dominant regimes of representation. What we are working with, in fact, in these multi-practice, site-specific performances is an engagement with what Spivak has called a “position without identity,” a “position from which to view” (2007: 430) that calls into question the fixedness of position, the divisions between Orient and Occident, between Roma and gadzhe, from which one can posit a critique. By taking this “position from which to view,” Romani activists disrupt the circulation of essentialist identities with regard to Romani communities precisely through their reproduction in performance and performativity.

Scenography Objects
In their call for papers for the interim Theatre and Performance Research Association (TAPRA) symposium (April 2015), ‘Scenographic Things Scenography Objects,’ the conveners
 pun on the word ‘objects’ as a framing devise for the event. They focus on ‘scenography’s materiality’ as a producer of ‘objects’ as well as ‘its potential to ‘object’ – to challenge tradition through its material and visual aesthetics – as part of theatre, performance or political activism.’
 From the extensive range of performance work we witnessed and discussed during the six months of research setting up the network, we have selected two case studies. Through close analysis, we will show that the materials that constitute the performance design of these works, whilst they do not cohere into an overarching scenographic vision, nevertheless act as important framing devices that both separate and imbricate these performances with the everyday. Whilst the veracity of the texts remains ambiguous and the lines between fiction and fact are often blurred, these scenographic things are crucial markers that stake out the performance territory on city streets that have become both canvas and stage. 

Such markers not only question histories that exclude Romani presence; they question the way knowledge itself is produced. In the drawing, mapping and (re)presenting of Romani experience, quotidian activities merge with staged situations that re-historicise Romani presence and illuminate Romani resistance. Furthermore, the work of these scenographic objects –such as clothes, props, postcards and photographs—goes on long after the live event. Whilst film recordings and video give the works a virtual presence on the web, it is the items themselves that continue to circulate as tangible reminders of the ideas embedded in the performances: a concretisation that ensures the continued narration of invisible histories, with each re-telling a small step, a challenge and a critique, against the over-determined and negative representation of Romani subjects. 


The two case studies we have selected are sited in Paris and London and both employ multi-disciplinary modes of performance, including the strategic use of social media, to reclaim, re-historicise and re-activate public space and collective memory to incorporate Romani history and Romani presence. Both these events triangulate site, scenography and activism utilising scenographic objects as markers to delineate performance space and segregate performance acts from the quotidian. Simultaneously, exploiting the mutability of these objects in different contexts, the role of the audience oscillated between that of viewer or beholder to that of participants and producers. These ‘objects’ also provide tangible traces of performance that extend the reach of the original scenography and continue the strategy of resistance long after the event. First some clarification of what we mean by the triangulation of site, scenography and activism both as a literal mapping of space in the London work and as ongoing strategy in both cities. 

In her introduction to One Place After Another, Site Specific Art and Locational Identity, Miwon Kwon, discusses how ‘vanguardist, socially conscious, and politically committed art practices always become domesticated by their assimilation into the dominant culture’(2004: 1). The ubiquitous rise in so-called ‘site-specific’ projects in the latter part of the twentieth century that have become ‘weakened and re-directed by institutional and market forces’ (Ibid: 2) is one example of this process. Kwon’s introduction articulates two distinct but interrelated problematics in the ‘spatial-cultural’ discourse for Romani performance. Firstly, expressions of opposition to dominant political processes in ‘vanguardist’ art practices very often derive their inspiration from the ‘outsider’ status and romanticised ideas of ‘freedom’ associated with nomadic life, including those of the bohemian, the itinerant artist and the flanneur. Mike Sell (2007) in his extensive study “Bohemianism, the Cultural Turn of the Avantgarde, and forgetting the Roma,” examines the relationship between bohemia and the avant-garde, both of which ‘came into being around the same time and place — Paris in the 1820s…’(2007: 42). Whilst drawing attention to the differences in these movements, Sell posits ‘bohemia’s function as one of a handful of cultural, political and ethical tendencies out of which [came] the avant-garde’. (Ibid)

To be a bohemian is to be a memorialist. To remember in a certain way is to be authentic in a certain way. This combination of memory and authenticity is a hall mark of bohemian otherness and a wellspring for the critical-creative minority movements conventionally understood to be the avant-garde. (ibid)

Sell goes on to cite the performance historian C. Carr, who, despite her ‘precise descriptions of the kinds of racism, sexism and homophobia that are integral to that …bohemian tradition,’(ibid: 43) nevertheless harbours nostalgia for a bohemian past. Carr concludes her survey of late-20th-century performance by reminding the reader of the ‘great sites of bohemian resistance’ but fails to mention until the very last lines of the book “the original bohemian:”

We’ve come full circle, back to the original meaning of the word bohemian: “gypsy (sic).” Of course, bohemia was always part of the exile tradition, the place where the lost ones went to find each other. But it was exile from one tangible place to another. Now there is no place, the exiles have become nomads, and there’s a whole culture of the disappeared. (Carr 325 in Sell: 43)
This dispersal and dilution of the efficacy of radical art and performance chimes with Kwon’s more general description of the fate of ‘vanguardist’ art practices in our own times. However, as Sell is quick to point out, Carr couches this in terms which are ‘weirdly disembodied, ahistorical and naïve.’  

For the Roma, finding a place for community has always been a life- threatening quest, their “disappearance” not just a consequence of mass-media hypocrisy and the malign neglect of federal funding agencies, but of “gypsy hunters,” Nazis, and skinheads. (Sell: 43)
For the majority of Romani communities, notions of ‘site’ are always temporary, contingent and dangerous. Even in sedentary communities,
 the threat of violence, expulsion and re-settlement is an ever-present reality. Thus the experience of Lefebvre’s spatial triad of ‘perceived-conceived-lived’ (1991:40) as subjects and producers of space for Romani communities is one of marginalisation, displacement and erasure. 

And yet - and this brings us to the second point raised by Kwon and demonstrated by Sell: Romani cultural practices are often invoked as ‘sites of resistance’ even as they are appropriated into the mainstream, where the realities of Romani life are written out.  In mainstream productions of Bizet’s Carmen, for instance, aestheticised, sexualised depictions of Romani bodies, male and female, occupy the stage; the political and social origins of ‘flamenco’ is lost in sanitised and domesticated representations touring the globe. As audiences shed tears in the final aria of Puccini’s La Bohème in opera houses around the world, traces of “the original Bohemians” are nowhere to be seen.
 Sell argues that a close study of this ‘simultaneous invocation and erasure’ this process of ‘forgetting,’ what he terms ‘certain enabling dimensions of that [Romani] consciousness, that identity, that authenticity… that might provide a more a more complex understanding of cultural activism,’ (2007:43) is also an important strategy in understanding the roots of racism.
The two works we now focus on, acknowledge this collective amnesia and the racial and cultural hierarchization it has produced. The artist collectives that produced the works in Paris and London see performance as a means of talking back; as a ‘process of recuperation’ (Gilbert and Tompkins 1996: 205) and as a method of publically establishing a Romani presence in all its ‘enabling dimensions’. These performance events are fashioned through the dynamic interaction of site -where Romani presence has been historically both invoked and erased - scenography, materials, maps, processes associated with Romani identity and productivity - and activism – ‘actions’ through which Romani subjects reassert agency in the present by claiming back an expunged Romani past.
Paris May 2015
 In the Rough Guide to France there is no mention of this historic Romani presence in St Denis. The guide offers a lengthy description of the 12th century Basilica renowned for being one of the earliest examples of ‘the Gothic style in European architecture’ (2009.175).
 The Rough Guide does mention that the area was ‘[f]or most of the twentieth century… one of the most heavily industrialized communities in France and a bastion of the Communist party. Since then, factories have closed, unemployment is rife and immigration has radically altered the ethnic mix.’ (Ibid)  Fête de Insurrection Gitane between May 16th- 17th 2015 was a multi-disciplinary performance event to commemorate another unacknowledged moment in Romani history: the Roma and Sinti uprising, on May 16th, 1944, in the so-called zigeunerlager, or “Gypsy Camp” of Auschwitz II-Birkenau. This act of resistance has until recently been written out of Holocaust histories, and one of the ongoing preoccupations of the collective La Voix des Rroms
 is recognition of the Roma and Sinti who, with the help of Jews, Poles and others, averted the imminent murder of thousands of men, woman and children. The recuperation of this history for Roma and Sinti communities across Europe, and remembrance of all those who died despite this intervention, is only now, some 70 years after the event, being marked by acts of commemoration in France and other parts of Europe.
 
‘A Romani Resistance Manifesto’

I’d like to have a word with you to explain the meaning of what we are doing today - Romani Resistance day. Here in front of you, I shall address the monstrous effigy standing there: the Racism of the State.  If it is with joy and pride that we show you the power residing in the gestures and voices of the musicians, singers, and dancers of the “Terne Roma”
 and the beauty of those who will follow in subsequent performances; it is not because we are duped by the hypocrisy that makes us appear beautiful as we perform in front of a world that grudgingly makes us ugly every day.  Seduction, among Romani people, as among other subjugated peoples, is a way to avoid being beaten by turning yourself into something pleasing to the master. Without wanting to spoil anyone’s fun, I have to confess that in any colonial imagination, exotic pleasure is the flipside of the coin of racial hatred.
 
These are the opening lines of a speech given by Pierre Chopinaud, (of La Voix des Rroms Collective) on May 16, 2015, as part of the Romani Resistance Day celebrations in Paris. The author appeared on stage wearing a mask, as a symbol of what he calls, drawing from Giorgio Agamben in Homo Sacer (1998), ‘Bare Life.’ This manifesto was addressed directly to a gigantic effigy of ‘State Sponsored Racism’, which was set on fire at the end of the speech. The performance took place in front of the symbolically significant Basilica of St. Denis. Commonly known for housing the tombs of the royal families of France, this site was specifically chosen because it also happens to be where the presence of Romani people was first documented in France, in 1427, according to the French National Archives.
Manifestos – political and artistic – are associated with the avant-garde of the 19th and 20th centuries and their deployment both as artistic provocation and strategy of resistance in the present could be read as form of nostalgia for a more coherent past.  As Hans Ulrich Obrist describes it, ‘ [a] “contemporary” manifesto could perhaps be perceived as a naïvely optimistic call for collective action, as we live in a time that is more atomized and has far fewer cohesive artistic movements’ (2010). In the process of attempting to re- historicise a European past that includes Roma and driven by the political expediency of the dire conditions of Romani subjects in the present, the artists, intellectuals and activists that constitute La Voix des Rroms see the manifesto as means of a binding together these dual imperatives through political and artistic actions. As Obrist puts it, ‘[the]’ striking commonality between artistic and political manifestos is their intention to trigger a collective rupture…’(Ibid) From within the artistic/activist community in Paris there was a growing awareness that socially engaged art works that depict suffering and exclusion as the only experience of Romani subjects in Europe was producing a kind of aesthetic fatigue. At best indifference from those outside the community, at worst downright hostility and violence, and this was compounding a lack of self-esteem within the community itself.  A ‘rupture’ in both form and content from past modes of representation was required and this underpins the ongoing artistic strategy of La Voix des Rroms and became one of the main drivers of the performance design of Fête de Insurrection Gitane.

The earliest manifestation of Remembrance and Action 2015 in the public realm was a series of disruptive visual interventions at iconic sites across Paris. On April 8th – International Roma Day – stencilled graffiti cardboard placards decorated the walls and monuments around Hôtel de Ville (City Hall). The stencil image is of a woman with a defiant stance; arms raised, holding a pick axe. She is contemporary – she wears a Lara Croft type t-shirt - but she also evokes romantic images of past revolutionary leaders. This female figure is reminiscent of figures such as the Marianne and the Statue of Liberty, whose torch, in this instance, is replaced by the pick-axe, indicating a call to arms.  This could also be seen as a re-appropriation of the image of Esmeralda (see below) as a resistant heroine.

Figure One 

This is the poster image for the May 16/17th festival and it will appear in different modes and materials, as costume and as theatricalised props in the form of ‘gifts’ that are given throughout the city over the next five weeks. Set against the Hôtel de Ville, the provisionality of the cardboard placards is in stark contrast to the ‘monumentality’
 of the building and statues in front of it. These acts do not so much ‘counter the monuments’ authority’ (Nick Kaye, 2000:40) as draw attention to the ‘disorder’  that  authority  is trying to control. ‘Space lays down the law because it implies a certain order – and hence also a certain disorder. (Lefebvre 1991: 143, in Kaye: 38). Monuments and statues also prescribe who will be remembered and who will not.  The placards will not last; they can easily be cleaned up and disposed of. However, the recurrence of these ‘disorderly’ images of insurrection at different sites, in different materials and at different times attests to the resilience of a community that won’t be so easily swept away. Three days later, the image appears on a poster as part of an anti-racist demonstration in conjunction with Amnesty International in Place de la Bastille. 

Two weeks after that, the image appears on the t-shirts of an ‘International Esmeralda Flash Mob’ beneath Notre Dame, when over 100 local and international Roma and Sinti, young and old, male and female, converged on Place du Parvis, the vast square in front of the Cathedral. Breaking into dance, they offered an alternative narrative for Victor Hugo’s beleaguered Esmeralda, the desired and demonised figure of the adopted Gypsy girl who becomes the repository of all the sexual fantasies of the male protagonists in Hugo’s novel. Esmeralda is hanged in the end by the authorities in Place du Parvis. Esmeralda’s murder in the novel reflects the fate of most fictional (Romani) heroines. In many ways, it is a symbolic murder of the possibility of Romani women’s subjectivity, sexuality and authority. The dancers reclaim the space presenting a synchronised routine to the song “Asfalt Tango” by Fanfare Ciocarlia
 that renounces this victimhood and offers alternative forms of embodiment that challenge the gendered, racialised stereotype of Esmeralda as the ‘Gypsy temptress.’

At the end of the month, the image is printed on hand bills which are bound with yellow ribbon and decorated with a fresh red carnation to become part of a performative gesture called “This is a gift.” Members of the community from all generations offer these carefully crafted invitations to the public as gifts on buses, trains and in shopping malls and parks across the city. This reversal of expectations – not selling or taking, but giving -is played out in different areas of Paris three times over the next month. It is this extended temporality and persistent shape shifting of image and materials that constitutes one of the key elements of the performance design of this event.  The gift giving continues, and on May Day they hand out small bunches of Lily of the Valley to the passing public and decorate the buses with yellow ribbons on which the image has been miniaturised spreading awareness of the festival all over the city. A few days later a video trailer featuring the image is released online.

The giving of a gift not only reverses dominant expectations about Romani communities but it also calls upon the public to recognise Romani subjects as engaged, giving members of the public. Jacques Derrida has pointed out the aporia of the gift –in that it is never really a gift if acknowledged or brought into economic circulation—arguing that 

[I]f the figure of the circle is essential to economics, the gift must remain uneconomic. Not that it remains foreign to the circle, but it must keep a relation of foreignness to the circle, a relation without relation of familiar foreignness. It is perhaps in this sense that the gift is the impossible. …Not impossible but the impossible (1992: 7)

The gifts given to the residents of Paris in the time leading up to the 16th May celebration of Insurrection Gitane are anonymous –left on bus seats and in public spaces, or given without expectation of recompense. The multiple and diverse ways these interventions both reinstate Roma into the narrative of the Parisian past whilst simultaneously promoting a forthcoming event draw, paradoxically, on strategies of mass advertising under neoliberal capitalism; image saturation, multi-media campaigning, the use of transport systems to dissemination information and small high profile pre- launch activities.  In La Voix des Rroms campaign, however, the materials remain outside the currency of commodification; flowers die, and handbills and ribbons have no re-sale value –at least not yet. 

The Fête de l’Insurrection Gitane, May 16th, 2015 (Romani Resistance Day) was a two-day event (May 16th -17th) that attracted over 1000 spectators to the square outside the Basilica in St. Denis and between 15,000-30,000 followers on various social media. The event organizers called it a ‘show’ in the sense of multiple activities happening simultaneously across the site. There was a fully equipped stage with a lighting rig and sound system erected directly in front of the Basilica. On this stage international Romani dancers and musicians performed over the course of the two days but it was also a site of public debate. The stage was the largest structure and dominated the space but all round the perimeter of the square were stalls selling food, books, and ‘traditional’ costumes and artefacts including the promotional posters and t-shirts as memorabilia. A number of transit vans line the other side of the square (these do not indicate in this instance a police presence) they are in fact portable cinemas for film screenings and classrooms where seminars and language lessons were held. A photographic exhibition
 is set up on a make shift metal fence, while in the adjoining park an installation in the form of a house constructed of found wood and cardboard acts as a critique of the evictions of Romani families currently happening in France but also as a source of information about Romani life and culture. 

The ‘show’ starts with a parade along the main thoroughfare leading up to the Basilica. A local Romani brass band plays up-tempo celebratory music accompanied by dancers and jugglers gathering people along the way. Site, scenography and activism coalesce as the parade is dominated by a gigantic puppet carried high above the crowd, which the organizers describe as ‘a symbol of racism.’  The figure is clearly female with over-sexualized breasts and lips. She has been made from ‘found’ materials, assembled by local children, including members of the boxing club that La Voix des Rroms has organised for Romani and non-Romani young people in St. Denis. As a scenographic object the puppet is designed to evoke disturbing feelings of ambivalence in the viewer. Brightly painted in yellows, blues, green and red she exudes a carnivalesque air that chimes with the music and rhythms of the dancing that accompany her, especially with the female dancers who are also wearing brightly coloured skirts. At the same time this is a personification of all the warped fantasies heaped on the figure of ‘the Gypsy’ amplified for the viewer and performed through the progress of the puppet in the parade. The figure is both abject and desirable, the bright colours attracting while the grotesque form repels. Confronting this ‘object’ the look of the viewer is turned back on itself; as the eye is drawn from puppet to dancers and back again, the viewer however, does not see him or herself reflected in the ‘fixed’ stare of the puppet but rather the disturbing reality of racism. On arrival outside the Basilica, the puppet is placed in a pen to the right of the stage where the man in the mask will later address it before it is set alight.

Figure 2 

On the ground in front of the stage, the Romani theatre group, Les Enfants du Canal, demarcates a playing area with a few folding tables and props – suitcases full of old clothes, hats, helmets, washing up bowls and dolls which act as babies. They fight to be heard initially but soon an audience gathers, made up of Roma and non Roma, who attentively engage with the action which depicts the crisis of eviction currently affecting the community. The ‘joker’ figure (Boal, 1979: 167-190) seeks ideas from them about ways of dealing with this problem and those with suggestions are encouraged to join the group and act out their solutions. This is ‘rough’ and ‘immediate’
 political theatre that ends with calls for ‘solidarity’ but it is followed by the refined aesthetics and virtuoso performance of a sophisticated international band of Romani dancers and musicians.  This striking juxtaposition between the socio/political and the artistic is characteristic of the entire performance event spread over the two days, a multi-modal sensory experience manifested through scenography in which, reiterating Hannah, all the constituent elements of the design ‘perform’ as ‘active agents…’  

London June 2015 

When the Oil Runs Out People Will Need Horses
 was a site-based performance that took place in London in June 2015
 as part of the final phase of the PRISaC Research Network’s activities. Like the manifesto performed at the opening of Fête de Insurrection Gitane this London work also drew inspiration from the early 20th century avant-garde.  This collectively authored performance took the form of a guided walking tour, led by Ethel Brooks, around ‘The Romani Triangle’ located in Shoreditch in the borough of Hackney in London’s East End. The aim of the walking tour was to reclaim the hidden Romani history of this area whilst at the same time critiquing the way history as hegemonic knowledge is constructed.  The strategic use of materials, ‘scenographic objects,’ in the form of props and costumes, as well as ‘gift giving’ was an integral part of the design, further linking it to the Paris work. 

On the 14th April 1921 as part of Grande Saison Dada, Andre Breton and fellow members of Paris Dada invited members of the public to meet in the church yard of Saint Julien-le-Pauvre to go on a walking tour, the aim of which according to the fliers advertising the event ‘was to set right the incompetence of suspicious guides’ (in Bishop page 67). Breton read out a manifesto while another member of the group played the role of the guide who ‘holding a large Larousse dictionary in his hands; in front of particular sculptures and monuments, […] read definitions from the book chosen at random…’ (Bishop: 69)  This attempt ‘to make nonsense of the social form of the guided tour’ (ibid) had to be curtailed because of heavy rain and as the audience dispersed they were given ‘surprise envelopes’ (ibid 70) as parting gifts.   Breton considered the tour to have been a failure but it marked, according to Bishop a change of tactics and tone in Dada’s mode of performance, less ‘antagonistic’ and more ‘participatory.’  

Rather than operating within the proscenium frame with all [its] connotations of escapism…Breton implied that viewers should find a continuity between the work of art and their lives: ‘taking to the streets’ would thus be a way to forge a closer connection between art and life.’ (Ibid 71) 
The Romani Triangle is roughly equilateral and designates an area in Shoreditch of approximately 1/20th square mile (1/8th square kilometres) with Old Street running along its northern perimeter, Great Eastern Street to the west and Shoreditch High Street and St Leonard’s church on its most easterly edge. It is made up of a series of narrow streets intersected by Curtain Road where James Burbage in Tudor times built the first playhouse in England. During the 17th century, the area was a refuge for Huguenots escaping persecution in Europe who established a thriving textile industry there and by the 19th century Shoreditch was renowned for furniture making as well as supporting profitable market gardens. By the end of the 19th century the area had gone into decline with overcrowding, poverty and crime. Dominant historiographies cite Jewish and Huguenot immigration to the area but there is no mention of the Roma who have been living there for centuries. However, Romani and Traveller organizations, including teachers and academics, have drawn from parish and council records to excavate a historical narrative that includes the area’s Gypsy, Roma and Traveller residents.
 
Shoreditch is now a byword for ‘hipsterfication,’ the kind of gentrification that brings with it trendy bars, galleries, cafes and shops. The factories and warehouses have become artist studios, offices or ‘loft’ apartments. The narrow streets are packed with delivery vans and slow moving London traffic, while the bars and public houses spill out onto crowded pavements. Towards the northern edge of the Triangle, Rivington Place, the gallery and performance space of Autograph ABP,
 one of the PRISaC partners, is situated, and it was from here that When the Oil Runs Out People Will Need Horses, a Romani Triangle Walking Tour, commenced.

As the group gathered, they encountered artist Damian Le Bas
 seated in the window of Rivington Place, drawing. Le Bas’s placement ‘on display’ in the gallery window reframed the Romani artist within the white cube space, while his reflection in the glass linked him to the city outside. For the participants, their first task was to put on bright yellow hi-visibility jackets, a rather overzealous health and safety requirement by the university that was used to advantage. ‘Romani Triangle Walking Tour’ was printed on the back of the jackets in black block lettering and in this way the jackets acted as a form of costume that united the participants and separated them from the quotidian activities in the area, as well as validating the tour with a kind of ‘official’ status. This status was however simultaneously undermined by the tour leader Brooks, who spoke through a large ‘Dadaist’ cardboard megaphone
 decorated in the red, blue and green colours of the Romani flag. Negotiating the narrow streets, the tour drew considerable interest from those passing by as the participants themselves became ‘objects’ of attention promoting the Triangle and Romani presence in the area.

Brooks’s topography pointed out the precise relations of Romani subjects to specific buildings and sites. In Mills Court, for instance, a tiny passage-way between Curtain Road and Charlotte Road, the Victorian signage of Hudson’s Furniture Company is still clearly displayed. Hudson were makers and exporters of furniture, brass and metal products throughout the world, and a large sign on the brickwork on the side of the building attests to their links to the great ports of London, Liverpool and Glasgow. Brooks pointed to the importance of Romani craftspeople to the furniture and metalworking industries, both as producers of intricate metal work and as horse-breeders, traders and blacksmiths; horse-power still being widely used as a means of transportation to the ports in Victorian times. It was Romani traders who would have taken the scrap metal away at the end of the manufacturing process.  Along with Romani presence in the furniture trade, Brooks pointed out the Romani links to the ports featured on the wall and the transportation of Romani subjects as slaves, indentured servants and criminals from the British Isles to the Americas, Africa and Australia under the Egyptians Act of 1530 (22 Henry VIII, c. 10), which made it punishable by death or transportation to “expel the outlandish people calling themselves Egyptians,” was not repealed until 1840 (19 & 20 Vict. c.64). 
Brooks’s ‘re-mapping’ and ‘re-counting’ of these local features was augmented by a series of interventions by other members of the PRISaC group. As the tour turned to leave Mills Court, they encountered the figure of Le Bas framed in the narrow archway leading out of the factory courtyard into Charlotte Road.  She was wearing an ornately decorated multi-coloured dress, heavy silver jewellery and carrying a multi-coloured parasol; these clothes set her apart as ‘the Gypsy,’ the ‘exotic Other,’ but in contrast to Chopinaud’s description of ‘subjugated peoples,’ there was no ‘seduction’ in her gaze; staring straight ahead, she exuded a powerful presence.  However, as the tour moved closer, this statuesque demeanour was compromised by the crude cardboard sign around her neck with Romani Embassy roughly handwritten on it.  In Rivington Street, as Brooks recounted the relations between Romani workers and the 19th century market gardens in the area, a young man, Daniel Gould
, led a horse, a brown mare in working livery, across the road in front of them. In Hoxton Square, on the edge of the Triangle, the tour encountered Baker, dressed in black with a red neckerchief, seated next to a post box at a small table on which are placed postcards bearing the Romani Flag.
  These costumed ‘apparitions’ went unremarked by Brooks; they occupied the site, delimiting the space of performance but they also blurred the boundaries between the fictional and the real. Le Bas was subjected to derogatory comments from some young men in passing cars; the horse ‘Luna,’ also ‘costumed’ in her livery, ‘slowed down time’ as the traffic waited for her to pass and the incongruity of a Belgium cob in this gentrified part of the East End caused people to pause and stare. The progress of the tour came briefly to a halt in Hoxton Square when Brooks distributed Baker’s cards and asked participants to write a message and post them in the post box. As in Paris, Baker was not selling; these were gifts and the cards were already franked. As people finished their writing, Collins unexpectedly burst into song, an enthusiastic rendering of Gypsy in my Soul.  The anodyne rhythm and apparent innocence of Eydie Gorme’s 1957 popular classic belie its inherent racism, and the rest of the group react with a mixture of delight and embarrassment. This unsettling affect went unremarked by Brooks as she led the group to the final stopping place on the tour St. Leonard’s Church
. 
Figure 3
In a reversal of Breton’s walk in Paris, this tour ended in the churchyard, or more precisely, on the steps outside St Leonard’s. Famous for being the actors’ church – many of Shakespeare’s company are buried there – St Leonard’s was also a popular site for the marriages and christenings of the many Romani living in Hackney and the surrounding area in the 19th century. Brooks took the participants inside the church where the early 18th century font is still in use.  Leaving the building they encounter Le Bas once more sitting on the church wall with the same implacable stare. A basket containing handmade pegs was positioned beneath one of the four vast columns of the Tuscan portico. These carefully wrought objects
 fashioned out of willow and bound with re-cycled tin were specially commissioned for the project and distributed by Brooks as a parting gift to the participants at the end of the tour. ‘Material objects matter’ Ann Smart Martin argues ‘because they are complex, symbolic bundles of social, cultural and individual meanings fused onto something we can touch, see and own’, (Taylor, 2002: 72). These are real pegs and part of the productive economy of Romani woman for centuries. As scenographic objects, the ‘symbolic meanings’ of these materials becomes attenuated by their function in the narrative.  In When the Oil Runs Out People Will Need Horses Brooks’s generous gift giving is counterpointed by Le Bas’s implacability, however this gesture also ensures – or attempts to – that the currency of the Romani histories constructed through the performance continues to circulate. 

Figure Four 
The Romani Triangle is also a ‘construct,’ a portable scenography invented by the PRISaC collective that can be transposed and reconstituted in any city in Europe and other parts of the world where Romani presence has been erased. Brooks pieced together a Romani past in Shoreditch, which, while it is based on factual evidence, statistical data, census, birth and baptismal records and death certificates, was performed as historical fiction. While the ‘fact’ of Romani presence in the area is undisputed, its attachment to the specific streets and buildings identified by Brooks, like the Triangle itself, is conjecture.  The performance departed from Breton’s in that it did not set out to make a ‘nonsense’ of walking tours, so much as a re-instate them as a form of political critique that exposes the constructed nature of history itself. 

This ‘destabilizing’ of the fixity of identities, monuments and histories is wrought in both projects through the dynamic interaction of materials, bodies and sites. The use of scenographic objects as a means of extending the life of the performance after the event in London mirrors in reverse their function in Paris as a prelude. In London, the post cards, pegs and hi visibility jackets continue to circulate as reminders and prompts for reflection. One hi visibility jacket worn by an audience member who is also a cyclist has attracted the attention of London cab drivers, who have incorporated it into their mental map of the city known as the ‘London Knowledge.’ Both the projects in Paris and London inserted into the buildings, streets and monuments of their respective cities alternative narratives of history through what Wodiczko has described in relation to his own work as, ‘a different repertoire of iconography,’ where in the event of seeing one ‘myth’ through another ‘there is the possibility of challenging both’ (Wodiczko: 1986, in Kaye p36).
Returning to Said’s definition of Orientalism and what he designates as its third meaning: 

Taking the late eighteenth century as a very roughly defined starting point Orientalism can be discussed and analyzed as the corporate institution for dealing with the Orient - dealing with it by making statements about it, authorizing views of it, describing it, by teaching it, settling it, ruling over it: in short, Orientalism as a Western style for dominating, restructuring, and having authority over the Orient (1979: 3).

Said argues, it is the third aspect that becomes the most dominant and the most difficult to challenge.  In response to the institutionalisation –and literal embodiment—of Romani subjects as ‘Oriental Others,’ the performance practices carried out by what we might term the new Romani avant-garde are calling into question all three aspects of this formation: the academic, the imaginative and the corporate. Collaborative work - marked by multiple performance interventions that deliberately engage with site, history and embodiment - has become a prime strategy for challenging the biopolitical production of Romani communities as subjects to be managed and maintained by the state, while at the same time serving as its abject outside. A key factor in these engagements is the imaginative application of the materials of scenography, what Heiner Goebbels (2015) describes as the ‘means’
 of production, as one way of countering ‘the limitations of thought and action’ (Said 1979: 3) that have become embedded in the dominant regimes of representation. Romani artists and activists application of scenography as one way to talk back to racialist stereotyping, disrupts aesthetic conventions, extends the reach of the field and opens up a discourse situated firmly within the political realm.
Endnotes
� Arts and Humanities Research Council


� AHRC Application 2013 Ref AHM000044/1


�The core members of the UK team were:  


Dr. Daniel Baker is a Romani Gypsy, artist, curator and theorist, he holds a PhD on Gypsy aesthetics from the Royal College of Art, London. Recent publications include “We Roma: A Critical Reader in Contemporary Art” 2013 and “Ex Libris” 2009. Baker’s work is exhibited internationally, including the Roma Pavilion at the Venice Biennale. Former Chair of the Gypsy Council (2006-9), Baker currently lives and works in London.


Delaine Le Bas is a performer, artist and activist who works extensively in the UK and internationally making performance. She runs educational programmes in a range of venues and arts spaces. Le Bas’s artwork is exhibited internationally and at a number of biennales, including the Roma Pavilion at Venice. Delaine Le Bas lives and works in various locations across Europe and the U.K. 


Dr. Pratap Rughani is an award-winning documentary filmmaker who has presented and written widely about the relationship between film, philosophy and the evolution of post-colonial thought. He is currently Course Director of the MA Documentary Film at the London College of Communication.


� In the UK, the Race Relations Act protects “Gypsy, Roma and Traveller” communities from discrimination; in 1989, the Case law established Gypsies as a recognised ethnic group in England in 1989 (Commission for Racial Equality v Dutton) and Irish Travellers, already protected by race relations law in Northern Ireland, were recognised as a distinct ethnic group in England and Wales in 2000 (O'Leary v Allied Domecq).


� There was a proposed law in Romania, which was never passed, would have required Romanians to use a word that “is associated in the collective memory of the Roma with the slavery that existed in Romania from 1385 to 1856, and also the forced deportations in WW2”� Roma were enslaved for 500 years in Romania and Moldova, and have been subjects of mistrust, persecution, racism and genocide over the course of centuries of existence in Europe –including hundreds of thousands of Roma who were murdered by the Nazis and their allies during the Holocaust. �


� See Alfred Jarry’s play Ubu Roi, first performed in Paris in 1896.


� European Roma Grassroots Organizing Network, “Wall Free Europe!” activist campaign and photographic exhibition created on the 25th Anniversary of the fall of the Berlin Wall, 9 November 2014. The Wall Free Europe! Exhibition has travelled across Europe, and was mounted on the walls near the Basilica in St. Denis for the 2015 Insurrection Gitane commemoration, 15-17 May 2015.


� Gadzhe, gadje, gorgio is the name for non-Roma in most Romani dialects. In the Spanish Romani language, Caló, also use payo or paya to signify a non-Romani person.


� In other words, in both performance practice and in the embodied subject positions and slippages of everyday life. (Butler, 2006: xiv).


�The conveners of the 2015 TAPRA Scenography Working Group Interim Symposium were Fred Meller, University of the Arts, London; Siobhán O’Gorman, Trinity College Dublin; and Luis Campos, Rose Bruford College, London.


� See the Call for Papers from the TAPRA 2015 Conference. Internet: �HYPERLINK "http://tapra.org/events/scenographic-things-scenography-objects/"�http://tapra.org/events/scenographic-things-scenography-objects/�. Accessed 9/25/15.


� As Michael Teichmann points out (2002: 1), the number of nomadic peripatetic Roma has always been below the number assumed by politicians and scientists. The majority of Romani communities are, in fact, sedentary. 


� All of these notions of freedom and outsider status are de-linked from Romani subjects and re-linked to the figure of the lone (white/gadzho) male subject. Even the female figures, from Carmen to Mimi and beyond, are products of this individualist white male fantasy.


� Searches on Google also foreground the importance of the Basilica to the history of St. Denis and to that of France.


�La Voix des Rroms, cofounded by Saimir Mile and Pierre Chopinaud, was one of the first advocates for the recognition of May 16th and for education around the Roma Genocide, as well as in supporting survivors and their families. Created in 2005, the organization is at the forefront of Romani activism, both in France and internationally. La Voix des Rroms use writing, performance and the arts as means for social change; they have created a boxing club for young people, have worked with other Romani organizations to promote Romani culture and language and have brought together Romani and other communities through a reclaiming of public space, history and Romani presence


� See the organization’s description on helloasso.com. See also their website, rroms.blogspot.com and the Insurrection Gitane website, insurrection-gitane.com.Internet: � HYPERLINK "http://www.helloasso.com/associations/la-voix-des-rroms" �http://www.helloasso.com/associations/la-voix-des-rroms�. Accessed 10/01/15.


� Terne Roma means “young Roma” or “Romani youth” in the Romani language, and is the name of a Romani youth collective based in Paris.


� Reprinted courtesy of Pierre Chopinaud. We are grateful to La Voix des Rroms for sharing this material with us and allowing us to use it for this chapter.


� In the Production of Space Henri Lefebvre lays out not only what ‘monumentality’ reveals but also what it hides ‘it says what it wishes to say yet it hides a good deal more: being political, military, and ultimately fascist in character, monumental buildings mask the will to power and the arbitrariness of power beneath the signs and surfaces which claim to express collective will and collective thought.’(Lefebvre 1991:143) 


� Fanfare Ciocarlia (1999) “Asfalt Tango.” The Esmeralda Flashmob was recorded and can be seen on YouTube. Internet: �HYPERLINK "https://www.youtube.com/watch?v=ImjYdG_Z9Tw"�https://www.youtube.com/watch?v=ImjYdG_Z9Tw� . Accessed 10/01/15.





� Bourdieu has theorized, somewhat differently, that “the political question of the means that need be put into action in order to create universes in which, like in gift economies, actors and groups would have interest in disinterestedness and generosity, or better, could acquire a durable disposition of respect for these universally respected forms of respect of the universal” (2000: 240)


� See reference above.


� See Peter Brook’s The Empty Space (1968/2008) discussion of the four aspects of theatre: deadly, holy, rough and immediate. 


� The title comes from Tío Juan Fernández Gil, Secretary and Coordinator, Federación Asociado de Gitanos de Alicante (FAGA). Translated from the original Spanish, ‘Cuando se acaba el petróleo, se necesitarán caballos’, Alicante, Spain 2015. Translated by Ethel Brooks.


� We planned the performance and seminar to coincide with Gypsy Roma Traveller History Month, which takes place every June across the UK. While not funded by the current Government, GRTHM has had strong support from local Councils and Roma, Gypsy, Traveller organisations.


� See, for example, the Hackney council website that features news of Gypsy Roma Traveller History Month. Internet: �HYPERLINK "http://news.hackney.gov.uk/gypsy-roma-and-traveller-communities"�http://news.hackney.gov.uk/gypsy-roma-and-traveller-communities�. Accessed 10/01/2015.


� Autograph ABP was “established in 1988 with the mission of advocating the inclusion of historically marginalised photographic practices, Autograph ABP is a charity that works internationally in photography and film, cultural identity, race, representation and human rights.” See the Autograph-ABP website. Internet: �HYPERLINK "http://autograph-abp.co.uk/who-we-are"�http://autograph-abp.co.uk/who-we-are�. Accessed 10/01/2015.


� Damian Le Bas is an artist and activist. He was one of sixteen artists in The First Roma Pavilion at Venice Biennale 2007. He works extensively with maps that interrogate notions of nationalism, belonging and identity, which he exhibits internationally. He lives and works in various locations across the U.K and Europe.


� Designed and made by Daniel Baker


� The PRISaC team are grateful to Daniel Gould of Lyndwood Forestry who is the owner of ‘Luna’ and who brought her up to London from the Sussex coast for the performance.


� The postcards are part of an ongoing series titled Altered States. Altered States: EU-R presents a hybrid European Union / Roma flag. The new flags that form the Altered States series show the wheel from the Roma flag re-situated within the flags of various geographic territories. The harmonious layout of the new flag designs describe an optimistic scenario of coexistence but at the same time denote the fact that Romani communities have existed within these lands for hundreds of years. The series was part of an exhibition commissioned by The Roma Cultural and Arts Company with the financial assistance of the Arts Council of Wales. The ones used in the performance first appeared in Baker's solo exhibition 'Makeshifting: structures of mobility' at the Cardiff Story Museum, Cardiff in June 2015.


� St Leonard’s Church Shoreditch is of ancient origin and features in the famous line "when I grow rich say the bells of Shoreditch," from the nursery rhyme “Oranges and Lemons.”


� These pegs were specially commissioned for the project and handcrafted by Chris Penfold Brown in West Sussex.


� See Translator’s Note, “Of means and perceptions – translating Heiner Goebbels,” in Collins and Till (2015), xx.
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