
and perfor mance, including an analysis of the
work of Rimini Protokoll, The Builders Associ -
ation, and the network of non-profit art and
community groups who stepped into the gap left
by absent public services following Hurricane
Katrina in New Orleans in 2005. 

This latter focus makes up the content of the
final chapter of the book, and the weight of this is
given over to an exploration of Paul Chan and
Classical Theatre of Harlem’s extraordinary
production Waiting for Godot in New Orleans in
2007. Jackson shows how the process of making
and performing here was interdependent with
systems of infrastructural support that dep ended
on diverse configurations of labour, rela tionships,
and resources. This brilliant book asks us to think
about art and performance as forms of human
welfare, performatively creating and sus taining
systems of social support, and working in ways
that secure the maintenance of life.

jenny hughes
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Brian Schneider
The Framing Text in Early Modern English
Drama: ‘Whining’ Prologues and ‘Armed’
Epilogues
Aldershot: Ashgate, 2011. 330 p. £60.00.
ISBN: 978-14094-1017-1.

In his study of the prologues and epilogues which
ushered dramatic texts on and off the early
modern stage, Brian Schneider explores a period
of ‘extraordinary experimentation’ and self-
reflexive plays. He argues for the need to consider
framing texts as a genre, noting that while indi -
vidual prologues and epilogues have received
considerable critical attention, significantly less
has been done to chart what these sites can tell us
about attitudes to early modern theatre, shifting
dramatic conventions, or performance practice.

The introduction charts existing critical work,
noting particularly Bruster and Weimann’s stimu -
lating Prologues to Shakespeare’s Theatre (Routledge,
2004), which informs this book in a number of
respects. It is a chronologically wide-ranging
survey, which includes unpublished as well as
published texts, though this material might fruit -
fully have been expanded to consider the implic -
ations of recent scholarly interest in a broad range
of paratextual material, and could more fully
consider the relationship between stage and page.

The book is ‘topic driven’, with a chapter on
the theatrical self-consciousness of framing texts
succeeded by another dealing with classical pre -
cur sors, and a third which offers some valuable
observations on medieval traditions. Chapters 4

to 5 both deal with questions of audience; Chap -
ter 4’s examination of the theatre’s anatomization
of its spectators has perhaps already been dealt

with more fully in relation to particular texts and
playwrights (particularly Jonson) than Schneider
always acknowledges, but his discussion of add -
resses to women provides a useful – and earlier –
counterpart to David Roberts’s The Ladies: Female
Patronage of Restoration Drama, 1660–1700 (Oxford:
Clarendon Press, 1989). A final chapter charts the
importance of prologues and epilogues, particu -
larly the former, on the Restoration stage, making
a strong case for their generic importance, though
also raising the question of why the appended
catalogues stop at 1660.

Nearly half the volume is occupied by two
appendices: the first (and most substantial) cata -
logues prologues and epilogues until 1660, the
second lists additional materials, including pro -
logues and epilogues attached to plays-within-
plays and framing texts divorced from their
dramatic companions. Though it draws primarily
on existing catalogues, this is a detailed listing,
and should form a useful supplement to Martin
Wiggins’s British Drama 1533–1642: a Catalogue
(Oxford University Press, 2011).

helen smith
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Laura Engel 
Fashioning Celebrity: Eighteenth-Century
British Actresses and Strategies for 
Image Making 
Columbus: Ohio State University Press, 2011.
184 p. £31.39 (cloth), £11.05 (CD-ROM).
ISBN: (cloth) 978-0-8142-1148-9.
(CD-ROM) 978-0-8142-9247-1.

Recent years have seen a burgeoning interest in
the history of celebrity, and Laura Engel’s study
of the first modern female celebrities, and their
reinterpretation of idealized femininity as a means
of self-fashioning, is a valuable addition to the
field. While Sarah Siddons, who is the first of
Engel’s three case studies (or four if the shorter
epilogue on Fanny Kelly is included), is one of the
most studied figures in the field, Engel offers a
valuable new perspective on the actress. Drawing
on the rarely studied Reminiscences of Sarah Siddons:
1773–1785 (1942), Engel makes a compel ling
argument for Siddons’s agency in cultivating her
diva status. Through appropriating contem porary
feminine ideals such as royalty and mater nity,
Engel argues, Siddons became associated with
models of female worship and was able to align
her public and domestic identities and create an
important fiction of authenticity. 

As the following two chapters argue, however,
this authen ticity was harder for other actresses to
achieve. Mary Robinson aspired to similar suc -
cess by adapting conventions of the Gothic and
domestic novel, and regularly ‘chang ing costume’
within her Memoirs (1803), to pre sent herself as
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both sympathetic and desirable: key facets of
celebrity. Yet, as Engel shows through a close
reading of the Memoirs, Robinson was ultimately
unable to reconcile this self-portrait of idealized
femininity with her visual presentation and
public reputation. 

It is the subject of Engel’s third case study,
Mary Wells, however who is by far the most fas -
cinating of the women examined. Unlike Siddons
and Robinson, Wells departed entirely from con -
ven tions of eighteenth-century heroines, chal -
leng ing rather than embracing idealized gender
models. Her performance of madness, Engel
argues, functioned as parody while her mimicry
disrupted the fantasy of authenticity which was
at the heart of successful celebrity self-fashioning.
Drawing both on Wells’s own writing and on that
of her lovers, Engel presents a vivid picture of this
‘monstrous diva’ and makes a compelling argu -
ment for the recovery of this fascinating character,
whose resistance to categorization, she argues,
has until now resulted in scholarly neglect.

Overall this is a thought-provoking study which
skilfully and unusually draws equally on both art
history and literary analyses. Providing a nuanced
picture of the possibilities and problems involved
in using both the printed word and the artist’s
canvas to fashion celebrity in the late eighteenth
century, Engel identifies the emergence of self-
fashioning strategies which, as she argues in her
epilogue on Fanny Kemble, only a generation
later would have become as central to public
women’s profiles as they continue to be today. 

helen e. m. brooks
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Sarah Burton
How to Put on a Community Play
London: Aurora Metro Press, 2011. 187 p. £12.99.
ISBN: 978-1-906582-15-9.

Burton’s book claims to be a ‘comprehensive guide’
rather than a foolproof manual and, although she
tells the reader she has a PhD in theatre, her voice
here is definitely that of the practitioner rather
than the academic. That said, there is a rather
scholarly tone to parts of the first chapter as she
sketches the possible history of the community
play, tracing its routes primarily from the medi -
eval Christian tradition of the Mystery plays. 

The definitions of a community play from the
Dorchester and Woking Community Play Associ -
ations are helpful in locating this specific form of
theatre which Burton asserts may well be ripe for
a revival. The opening chapter also includes a
brief but useful consideration of the outside-in or
inside-out model of community plays where the
impulse to initiate a community play project can
come either from outside elements or can build
from a few interested individuals inside the com -

munity and work outwards. There follows a brief
discussion on the claims made for community
cohesion, or what Burton calls ‘social harmony’,
but this is not considered in any detail and the
comparison with drama work in prisons is not
really very helpful. 

The chapters that follow cover getting fund -
ing, putting a core team together, writing the
script, casting and rehearsing, the production,
adminis tration, and publicity. The book ends with
a list of useful contacts as well as a short bibliog -
raphy, although none of the quotations in the first
chapter are fully referenced, so following up any
of the references would present a challenge. 

All of the examples and the numerous black
and white images in the book are taken from
Burton’s own experience of staging the Hadden -
ham commu nity play, a Christian nativity play
initiated in 2000 in Burton’s own village and
performed there every two years since. There are
several great stories about experiences and events
that happen when a big group of people gets
together to undertake a theatre project like this,
all of which are used to make a sensible or helpful
point about the best way to approach each aspect
of the project. 

This book would be really useful to anyone
who did want to undertake such a project, and
Burton’s advice would certainly help to avoid re-
inventing the community play wheel. For theatre
scholars it provides a fascinating insider’s view
into what seems to have become a local tradition
and performance ritual, and, valuable as Burton’s
own warm anecdotes are, the long narrative
sections where a wide variety of participants
reflect on the experience of being involved are
equally insightful.

alison jeffers
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Gabriella Giannachi and Nick Kaye
Performing Presence: Between the Live 
and the Simulated
Manchester; New York: Manchester University
Press, 2011. 260 p. £55.00.
ISBN: 978-0-7190-8004-3.

In Performing Presence, a book that resulted from a
major AHRC-funded research project, Giannachi
and Kaye address a complex matter of current
concern and a wide philosophical concept: the
notion of presence in performance, and the differ -
ences, overlaps, and mutations between live,
medi ated, and simulated presence. Few concepts
are more challenging to tackle than the notion of
presence, and few are more persistently urgent in
the advent of digital technologies as our lives and
artistic practices become augmented with digital
layers of data, reshaped by technological arte -
facts, and extended into the domain of the virtual. 
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