
from interviews with leading performance practitioners such as Felix Barrett and
Maxine Doyle of Punchdrunk, Lizzie Clachan and David Rosenberg of Shunt
Theatre Collective, Akram Kham, Marisa Carnesky, Naomi Wallace, Kwame
Kwei-Armah, Linda Bassett, Jo McInnes, Jenny Sealey, Glyn Cannon, together
with Sara Giddens and Simon Jones of Bodies in Flight, and Leslie Hill and Helen
Paris of Curious. The interviews shed light on the experiences of these various
playwrights, artists, designers, dancers, and actors, with Machon inserting
questions to prompt relevant commentary. The direct and sometimes jarring
structure of the interviews, though, seems at odds with the academic discourse
that precedes it; some careful editing of this section would have contributed to a
more fluid narrative. Yet, Machon’s intent may have been to give the reader the
opportunity to hear other voices, and to experience, if only vicariously, the sense
of creation, participation, and sensual engagement stressed by these
interdisciplinary artists. Following each interview, the author also provides
links to video versions of each group’s performances, reinforcing her stand on
the need for a joint theoretical and practical analysis of performance. After
including the reader in these multidisciplinary conversations, Machon ends her
work abruptly with the last interview. Although detailed notes and an extensive
bibliography follow the conversations, supporting the book’s academic bent, a
brief concluding chapter, commenting perhaps on the future of (syn)aesthetics, is
missing. Machon’s voice at the end of the book would have provided a more
satisfactory conclusion to the dialogue. Nevertheless, this text as a whole
provides some intriguing and groundbreaking theoretical frameworks for reading
performance, encouraging the reader and/or spectator to understand his or her
engagement with the increasingly popular field of visceral performance.

† † †

The Body and the Arts. Edited by Corinne Saunders, Ulrika Maude, and Jane
Macnaughton. London: Palgrave Macmillan, 2009; pp. 312. $95.00 cloth.

Theatre in Health and Care. By Emma Brodzinski. London: Palgrave
Macmillan, 2010; pp. 200. $80.00 cloth.
doi:10.1017/S0040557411000603

Reviewed by Boone J. Hopkins, University of Kansas

The perpetual feedback loop between the body and the arts is a vital space
of inquiry that connects many diverse fields. How does a body become a site of
artistic production? How does embodied practice illuminate the complexities of
perception and self-awareness? How does a body heal itself through knowing
itself? These questions surrounding artistic practice, as it lives through and on the
body, are the focus of two recent publications that offer up bodies for further
dissection and consideration.

The Body and the Arts, coedited by Corinne Saunders, Ulrika Maude, and
Jane Macnaughton, maps the dynamic relationship between the body and the arts,
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tracing this connection over time from the classical period to the present day.
Contributors to this collection are drawn from a variety of disciplines in order to
explore the multifaceted role of corporeality in the arts across literature and the
visual and performing arts, including dance, opera, and film. This breadth of
scope engages many enduring cultural concerns surrounding the body and art,
including the impact of science and technology, the space between actual and
ideal bodies, the representation of pain and pleasure, and in particular the
materiality of the body. In the introduction, the editors acknowledge the impact
of cultural-materialist thinking on body studies as providing a pervasive mode of
reading the body as a product of culture. This thinking is made explicit in several
of the essays in the collection; however, the primary focus of this work is the
“fleshly, experiencing, living body” (4). The editors write: “The aim of this
volume is rather to open out the multiplicity of cultural perspectives on the
body over time, and explore in relation to these the fundamental and dynamic
roles of the body in a variety of art forms” (4). The collection, organized in three
parts, offers contested notions of how the body is known in art, including the body
as inspiration, medium, object, subject, and sign. Through these interconnected
and often competing claims the chapters reject any fixity in the relationship
between the body as art and the body within art.

In Part I, “Thinking the Body,” each contributor considers theoretical
readings of the body within a particular historical context in order to locate
artistic and scientific perceptions of bodies. These essays collectively suggest
the ways in which individual, public, and especially medical understandings of
the body have influenced Western literature and visual art. Richard Sugg
considers the history of the soul as it evolved concurrently with practices of
anatomy in the late fourteenth and early fifteenth centuries. He argues that in the
quest for a spiritual body, the balance between medical and spiritual authority
may be felt most presciently in the ways that material networks of arteries were
initially given meaning. The concomitant histories of medicine and popular
culture are similarly intertwined in Steven Connor’s essay on the influences of
“fizziness.” Technologies of fermentation and distillation impacted how the
living body was experienced. Connor writes: “The aerated body, and its dream of
lightness, is a way of taking into the body the out-of-body experience of air” (69).
These chapters demonstrate how conceptions of the body formed concurrently
with scientific and theological thought engender questions about how the body is
both felt and represented.

In the book’s second part, “Writing the Body,” the focus tightens to explore
representations of the body in literature. This section begins with an essay by
Saunders, who draws on written accounts of the four humors in the literature of
the Middle Ages to move toward a consideration of visceral reactions to lived
conditions, isolating these phenomena through the descriptive power of language.
Ulrika Maude returns to the technological advances represented in modernist
literature by parsing the experience of listening to the audio recordings in
Krapp’s Last Tape: “The tapes also enable the audience, as a result of the
visualizing quality of the sound, to see the phantom of the younger Krapp on
stage, side by side with the now decrepit Krapp” (126). Available technology
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creates the collapse of the body into its own different iterations; the potential of
this exchange emerges from the impulse to record and to document the body’s
functions.

Finally, in Part III, “Viewing the Body,” the book addresses the experience
of witnessing art and visualizing bodies. Artist Antony Gormley evocatively
describes the use his sculptural installations make of his own body, as he actively
participates in the sculpture by offering the dimensions of his body as the
mold for his creations: “All of these works start from a real event, they’re
indexical, not symbolic, not representations, not signs. They are, in the same
way that a thumb-print is, registers, traces of a lived moment” (211). Gormley’s
art, helpfully reproduced in photographs in the book, resists a fixed narrative by
corporeally modeling a mode of looking at bodies as they relate to space and
time. Continuing the exploration of body as medium, David Fuller examines
the operatic body as the means of virtuosic vocal production. He questions the
desire to change the bodies of opera singers in ways that suit a particular visual
aesthetic but that might compromise aural experience. Judith Buchanan then
considers impulses to capture bodies on film and problems inherent in conceiving
of film as a permanent register for bodies. A collective consideration of these
essays reveals the enduring potential of bodies simultaneously to create specific
meaning and to escape meaning, which further demonstrates that a process of
understanding a body is always incomplete.

Knowing the body through artistic practice can elucidate the potential of art
to heal the body. In Theatre in Health and Care, Emma Brodzinski surveys
embodied practices within a variety of health-care settings. Her purpose is to
interrogate specific forms of localized community theatre that have evolved
around health and wellness in order to identify larger trends. The emerging field
of theatre in health and care, particularly identifiable in the U.K. health-care
system, ranges from medical training to advocacy projects designed specifically
for patients. Brodzinski draws on a range of case studies in England, the United
States, and India that provide insights into working practices while also posing
critical questions related to the larger goals of this developing field.

The monograph is organized in four chapters, each incorporating a
theoretical crux undergirding theatre in health and care that is then developed
through two or three particular case studies. For example, the first chapter,
“Embodied Spaces: Theatre in Health Institutions,” builds on the work of Victor
Turner and cultural geographer Yi-Fi Tuan to consider how theatre companies
function within the walls of dedicated health-care institutions, such as the Big
Apple Circus Clown Care Program, whose members see their practice as existing
in direct relationship with the hospitals they serve. Chapter 2 expands the
application of theatre in community education. Utilizing Brecht’s concept of
Spass, or the joyful working out of problems, Brodzinski examines NiteStar and
Nalamdana, two theatre groups working to stop the spread of HIV and AIDS in
England and India, respectively (56). In Chapter 3, “‘But I Already Have a
Voice . . .’: Ventriloquism, Theatre and the Healthy Citizen,” Brodzinski employs
Augusto Boal’s concept of legislative theatre to reflect on the ways disabled
artists advocate for their own rights. Finally, Chapter 4 considers the value of
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medical simulation. Using Baudrillard’s notion of simulacra, Brodzinski
provides a compelling exploration of the efficacy of theatre as a tool for training
health professionals.

Theatre in Health and Care, as a survey of an emerging field of theatre
studies, is ideal for students, instructors, arts and health practitioners, and those
with a more general interest in how the arts may be applied to health and care.
In contrast, The Body and the Arts is tailored toward historians of the aesthetic
who desire a more robust application of theory as well as more carefully presented
and parsed historical evidence. While Brodzinski’s survey does an admirable job
of covering new territory, her study might have benefited from deeper engagement
with the history of medicine in theatre, including but not limited to the
performances of surgery for public spectacle in eighteenth-century London.
However, taken together these works offer a particularly fascinating rearticulation
of the immediacy of the body in understanding art, and of art in understanding the
body. Both publications include excellent photographs that often illuminate the
elusiveness of the body in written description. Each book also provides highly
useful lists of bibliographic resources. By offering up new questions about how we
experience and heal the body through the arts these works make significant
contributions toward realizing the potential of corporeal studies.

† † †

Theatre, Facilitation and Nation Formation in the Balkans and Middle East.
By Sonja Arsham Kuftinec. Studies in International Performance. Basingstoke:
Palgrave Macmillan, 2009; pp. xviiiþ 217, 20 illustrations. $85 cloth.
doi:10.1017/S0040557411000615

Reviewed by Baz Kershaw, University of Warwick

It is salutary that a leading American practitioner of new-style U.S.
community theatre should contribute to this international series a book whose
title implies potential causal connections among theatre, creative facilitation, and
nation formation. Stretched beyond the oppression-fixated local focus of Boalian
gaming and into the ambivalent territories of nationhood, might participatory
theatrical interventions in the trouble-strewn Balkans and Middle East provide
a fresh view of performance efficacy on an earth seriously under threat from
Homo sapiens?

Kuftinec’s monograph has five chapters. In the first, “Contours and
Contestations,” she spells out the keywords, methods, ethics, and overall
organization of her work with suitable precision, and clarifies the crucial nature
of social identity in “divided cities.” Chapter 2, “Balkan Bridges: Re-Membering
Mostar (1995–2000),” covers the postwar plight of youths who survived the
dreadful internecine conflict in Bosnia-Herzegovina, focusing primarily on
aftermath events in Mostar. Chapter 3, “Between the Lines: Staging ‘the Balkans’
through Berlin (2001),” transfers focus to post-Wall central Berlin, and a gallery-
based installation in which Balkan youth reanimate their predicament for a wider
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