
of one of Fugard’s somewhat lesser-known plays is
interesting because the play premiered in Johan-
nesburg and toured to London with an all-white
cast to engage interracial audiences in both loca-
tions at the height of the anti-apartheid struggles
fighting censorship and racism.

Against this historical backdrop, Cole’s analysis
of white South African contemporary theatre-
makers becomes more critical as she moves into
the 1990s and the present in the following chapters
of the book. The work of Robyn Orlin and Brett
Bailey often raised controversy as it engagedmixed
casts from a privileged white director position.
Cole’s reading of their work asserts that their
aesthetic strategies fall somewhat short of the
dismantling potential she sees in the work by
South African artists of colour in the way their
aesthetics are juxtaposed and compared in Chap-
ters 2 and 3, ‘sharing the stage’ under persistently
unequal terms.Dance takes a prominent position in
Cole’s analysis across Chapters 2, 3, and 4, espe-
cially in works by Jay Pather, Mamela Nyamza,
and Sello Pesa, as well as those by Gregory
Maqoma and Congolese choreographer Faustin
Linyekula, drawing on Brenda Dixon Gottschild’s
work amongst several other dance scholars.

Cole’s book is at its strongest in those instances
where she draws parallels with issues of systemic
racism, human rights, and colonial violence in the
USA and elsewhere. By critically engaging with
African American scholarship, Cole adds valuable
commentary to existing critical paradigms such as
‘interculturalism’ or ‘interweaving’ to challenge
facile notions of reconciliation that often operate
to protect white privilege in these debates. As such,
Performance and the Afterlives of Injustice presents a
much-needed critical reckoning with the unrecon-
ciled histories of colonial and racial trauma very
much alive in today’s multiple political crises, and
will be of relevance to performance scholars, stu-
dents, cultural theorists, and artists alike.

sabine sörgel
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This is a beautiful book that asks important ques-
tions about performance art, questions worth con-
sidering, worth pondering from different angles.
These are articulated by an author who is taking
the responsibility tomakean intervention intoafield
of study that he has carefully attended to andhelped
to shape over the last decade. Calling the book
‘beautiful’ may seem odd, considering that the

practices discussed in it vigorously reject ‘beauty’
as an element of aesthetics. As Johnson reminds us,
building on Danto’s concept of ‘kallophobia’, these
practices can be considered distinct examples of an
‘anti-aesthetics sensibility’, an attitude inherited
from (and that radicalizes) early-twentieth-century
andavant-garde approaches to art-making, and cru-
cial to theelaborationofnewaesthetic strategies.The
book meticulously explores what the deliberate
blurring of the limit between art and life entails for
both life and art: what is at stake politically and
poetically in flirtingwith that limit, whose existence
according to the author is vital for any act of trans-
gression. The performance of extremity, then, is a
lens towrite a ‘counterhistory’ that considers actions
not overcoming but ‘staging or dramatizing’ the
sensuous or violent challenge to that limit.

And yet there is an undeniable beauty in John-
son’s prose, in the elegant language chosen for the
impressive descriptions of the performances, some-
thing one would hope to see more often in perfor-
mance scholarship. There is a beauty, as well, in the
research journey the book documents: in Johnson’s
affectionate encounters with the diverse traces of
events that happened in the 1970s, and with those
surviving artists whose work is chosen as the five
main case studies – Kerry Trengove, Ulay, Genesis
P-Orridge, Anne Bean, the Kipper Kids – alongside
others that the book briefly touches upon, but who
are still crucial to locate the theoretical hypothesis
of ‘the performance of extremity’ in a broader
social, political, and artistic landscape. In diverse
ways, Johnson concludes, all these artists express
‘recklessness’ as a vital category to consider in an
expanded understanding of the politics of art.

The way this claim is supported throughout the
book is persuasive, but it triggers questions about
the politics of scholarship, which Johnson also
reflects upon. He does so in the introduction, for
instance, acknowledging that in the book he failed
to ‘decolonize and internationalize the history of
performance art in the 1970s’, not least because some
archives are precluded to him because he is not
fluent in languages other than English. While wel-
coming this caveat, we are left wondering what it
would mean for the author to push that limit and
broaden the scope of this meticulous research not
onlybeyondhis chosen case studies,but alsobeyond
the imperatives at stake in the work he discusses.
Even staying within the remit of the book, some
questions remain surprisingly unattended: what
was Ulay’s relation with the Turkish family at the
receiving end of his legendary Berlin Action, stealing
and relocating a painting from the Neue National-
galerie? What do we know about the body of the
woman of colour whose corpse John Duncan
acquired in Tijuana for his performance Blind Date?
Whose bodies have the privilege to be reckless, and
whose actions can afford to be ‘unlimited’?

giulia palladini

203
https://doi.org/10.1017/S0266464X21000087 Published online by Cambridge University Press

https://doi.org/10.1017/S0266464X21000087
http://crossmark.crossref.org/dialog?doi=https://doi.org/10.1017/S0266464X21000087&domain=pdf
https://doi.org/10.1017/S0266464X21000087

