
One of the book’s major achievements is its contribution to the theorization of
theatricality. Stein’s rejection of a theatre that tries to “‘get acquainted’” (53) with
the spectator, her view that “‘anything that was not a story could be a play’” (48),
and the popular consensus that her plays are unstageable has led critics such as
Martin Puchner (Stage Fright, 2002) to read her work as antitheatrical. For
Jarcho, however, this is evidence of a profound theatricality. Her gripe with
Puchner is that he ties his theory to a dramatic norm, what he calls “‘the spatial
and temporal continuity of the theater’” (64). She makes the same critique of
Hans-Thies Lehmann, whose formulation of postdramatic theatre—for all its appar-
ent dismissal of text-based theatre—is still overwhelmingly grounded in the high
value that drama places on communication. Jarcho’s theory of a “nondramatic the-
atricality” (150) prompts a larger and essential question for the field of theatre stud-
ies: When we talk about theatre and theatricality, what kind of theatre do we have in
mind? In Jarcho’s refusal to accept the basic tenets of dramatic theatre as the measure
of what constitutes theatricality, theatricality itself emerges as an insurgent force that
interferes with not only the drama—dismantling its apparatus, clogging up its
machinery—but also the present as such. “[T]his-ness” and its “transcendence”
(105), as Jarcho amply shows, is a decidedly theatrical relation.

This book is a testament to the importance of scholarly work that not only con-
siders theatre as one of many manifestations in the large bubbling pot of cultural pro-
duction but also attends to the intricacies of medial specificity. At a historical moment
in which “immersion,” “participation,” “interactivity,” “co-creativity,” and sociopo-
litical “relevance” are watchwords of the discourse around contemporary theatre prac-
tice, Jarcho imagines a theatre that goes beyond the celebratory chorus about being in
the room together and telling each other stories. This book challenges the field of the-
atre studies to release itself from being held in thrall to theatre’s actuality—the cozy
surrender to its happening here and now. A suggestive moment in the book’s closing
section on Wellman entertains the value of a theatre that dares to leave the spectator
abandoned, neglected, and unaddressed, and in so doing, points to a theatre of the
future—a theatre that is not for you and me and our current situation, but more mys-
teriously for unspecified others, “elsewhere, . . . elsewhen” (83).

• • •

Culture, Democracy, and the Right to Make Art: The British Community
Arts Movement. Edited by Alison Jeffers and Gerri Moriarty. London and
New York: Bloomsbury Methuen Drama, 2017; pp. vii + 263, 15 illustrations.
$102 cloth, $39.95 paper, $91.80 e-book.
doi:10.1017/S0040557418000601

Reviewed by Penelope Cole, Independent Scholar

The vibrant, messy, passionate, and cacophonous world of the British
Community Arts Movement is the centerpiece of this ambitious volume, which
explores the role of the arts in Britain from the latter portion of the twentieth cen-
tury to today. Seeking to “trace[ ] the development of community arts, primarily in
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the UK, from the late 1960s” (1), editors Alison Jeffers and Gerri Moriarty have
created a thoroughly researched and thoughtfully organized book that, at times,
vibrates with the fervor of discovery. Dividing the book into two parts, they
first spotlight community arts, artists, and the social and political landscapes in
which community artists worked, especially in the 1970s and early 1980s, featur-
ing the voices of artists active at that time. The second half of the book is a reflec-
tion on the enduring influences of these earlier artists and the ways in which ideas
and practices surrounding community arts have changed in twenty-first century
Britain, as interpreted through multiple lenses, both academic and artistic.

Community arts in the United Kingdom, as described by the contributing
authors, were complex and richly diverse. Encompassing all art forms, individual
artists as well as companies worked within disparate and noncentral geographical
locales. Political beliefs, ideologies, community-specific issues, and approaches to
the work varied widely. In Chapter 1, a dense and comprehensive introduction,
Jeffers deftly engages with—indeed celebrates—these differences, arguing that,
despite an apparent lack of cohesion, there were many elements that tied these art-
ists together as a movement. Jeffers articulates several influences that community
artists shared, including an education in the arts that went beyond conservative tra-
ditional forms; the experimentation found in arts labs, such as Joan Littlewood’s
Theatre Workshop; and a generally leftist political orientation. A crucial common
bond shared by many of these artists was the belief in the ability to effect social
change through art. Finally, the active participation of community members in
the making of the art is perhaps the most obvious yet critical shared feature of
the community arts movement.

The key concepts of the democratization of culture versus cultural democracy,
which are central to many of the discussions throughout the book, are cogently intro-
duced in the first chapter. The democratization of culture involves taking culture to
the people—providing access to the arts for a community. Cultural democracy is the
creation of art by members of the community themselves—providing a space
wherein the voices of community members can advocate for, draw attention to,
and celebrate their community. As pointed out by several of the contributors, the
emphasis on community-made art, or cultural democracy, led to a myriad of discov-
eries, misunderstandings, funding issues, and discussions regarding professional
versus amateur art and the relative value of each, as well as inspired a new generation
of community artists and activists to address social issues through collaboration,
building relationships, and creating art.

The remainder of Part I, “The Community Arts Movement: Experimentation
and Growth,” is dedicated to individual accounts of the community arts movement
throughout the United Kingdom. Community artists Gerri Moriarty (England,
Northern Ireland), Andrew Crummy (Scotland), and Nick Clements (Wales) share
their personal stories of the communities in which they worked and the art they cre-
ated. Read together, these narratives offer an intriguing view of the differing regions
of Great Britain. As Moriarty states, “In every country and region in which the con-
cept of community arts has taken root, its development has been significantly shaped
by a specific political and cultural context” (116). Most strikingly, the political tur-
moil in Northern Ireland in the 1970s and 1980s is an example of how the
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immediacy of overshadowing conflict in a society acts as a catalyst for community
arts involvement and directly impacts the time, place, and type of art created.

In Part II, “Cultural Democracy: Practices and Politics,” Alison Jeffers states
that “[t]he authors in this part of the book are all concerned to regard and evaluate
the past and the history of community arts work and to discuss possible legacies”
(154). Here, Jeffers’s introductory chapter strives to “bridge the gap between the
1980s and the present day” (133) and interrogates the development of the move-
ment through two decades of social, political, economic, and cultural change.
The “shifting patterns of work” (137) that moved artists out of geographical com-
munities and into communities united by specific needs, such as mental health, dis-
ability, incarceration, and ethnicity, were significant factors impacting community
arts. As Oliver Bennett shows in the following chapter, so too were the struggle to
identify a theoretical base for community arts work amid economic challenges and
the rise of cultural industries. The remaining chapters examine issues around train-
ing community artists (Janet Hetherington and Mark Webster), the development of
practices in contemporary “socially engaged art” (155) (Sophie Hope), and the
impact of technological advances and the digital revolution on ideas of community,
social engagement, and art (Owen Kelly).

There are many ideas woven throughout the book that could easily be
extracted and examined separately. The complex and constantly changing land-
scape of funding for the arts is one such topic. The role of the arts and the artist
in society, the relationship of the arts and artists to community, and the perception
of art through the lens of professionalism are others. At times, the scope of infor-
mation is overwhelming as the editors attempt to paint an all-encompassing picture
of the world in which these artists worked by articulating the dreams, realities, and
impediments they faced, leading up to the impact of societal and cultural change
on contemporary community arts. The wealth of material provided by more than
twenty community artists interviewed by the editors is priceless, although occa-
sionally the inclusion of multiple quotations from those artists at the beginning
of paragraphs interrupts the narrative flow and occludes meaning. However,
these difficulties are greatly overshadowed by the richness of the information,
the enthusiasm that leaps off the page as the artists discuss their work, and the fear-
lessness and respect with which the editors tackle this behemoth of a topic.

• • •

Resounding Afro Asia: Interracial Music and the Politics of Collaboration. By
Tamara [T. Carlis] Roberts. American Musicspheres. New York: Oxford
University Press, 2016; pp. x + 236, 19 illustrations. $105 cloth, $24.95 paper,
$16.99 e-book.
doi:10.1017/S0040557418000613

Reviewed by Anita Gonzalez, University of Michigan–Ann Arbor

Resounding Afro Asia: Interracial Music and the Politics of Collaboration
makes a strong contribution to performance studies, illuminating paradigms of
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