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INTRODUCTION

This second edition provides accessible and updated critical description and analysis 
of important people and companies, events, concepts and practices in the fi elds of 
twentieth and twenty-fi rst century theatre and performance. It aims to be useful for 
students, theatre-goers, scholars, teachers, theatre-makers and artists. But it is also 
for anybody who is interested in engaging with these fi elds of cultural practice at a 
time when theatre and other forms of live performance continue to thrive and expand 
– both despite and because of the proliferation of recorded media – and when 
 performance has become one of the most infl uential contemporary paradigms for 
understanding identities and how we interact with and in the world. For this second 
edition, as well as updating the whole book, we have taken out three entries whose 
moments have passed and introduced eighteen new ones, across the book’s three 
sections.

This companion is organized primarily into three A–Z lists of entries on people 
and companies, events and concepts and practices. Entry topics are selected to refl ect 
a broad-based intercultural interdisciplinarity and they focus largely, though not 
exclusively, on Western performance from the twentieth and beginning of the 
twenty-fi rst centuries. The entries aim to provide information and to answer ques-
tions, but they also raise new questions, pointing out the critical issues that each topic 
raises within the academic disciplines and artistic practices of theatre and perfor-
mance, and suggesting where readers could pursue further research. Each entry thus 
includes important historical and contextual information but also extensive cross-
referencing, detailed analysis and an annotated bibliography. Part I, People and 
companies, includes entries on theorists, performers, directors, designers, artists, 
teachers, writers and groups who have made a defi ning contribution to the fi elds of 
theatre and performance. Part II, Events, selects a small sample of theatre perfor-
mances and other events that are either important in themselves or exemplify the 
ways particular kinds of activities have shaped theatre and performance and their 
signifi cance in the twentieth and twenty-fi rst centuries. The third and largest part, 
Concepts and practices, introduces practices and ideas that are central to these fi elds, 
both in theatre- and performance-making and in their analysis. Throughout, the book 
integrates practice, theory and history, framing these areas as necessarily comple-
mentary rather than exclusive and separate.

This introduction develops two important frameworks for understanding what we 
have aimed to do in this book and the critical issues we have had to address. First, it 
considers why we have written the book the way we have: why we have selected 
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certain topics and omitted others, made choices about structure, and included a chro-
nology and bibliography. Second, it explores some of the issues that we have had to 
attend to in writing the book, such as canon formation, critical bias, disciplinary 
boundaries and, as the twenty-fi rst century progresses, where the practices of theatre 
and performance and the fi elds of theatre and performance studies are now going.

THE ENTRIES

Before we began writing this book, we proposed notional word lengths for each 
entry, both to contain them and to help us project how many entries we could include 
and how they should be balanced. Entries then expanded or contracted, largely as we 
responded to the interest different topics have elicited among scholars, practitioners 
and audiences, but also as we developed a sense of dialogue with – and within – the 
book. An entry’s length should not, therefore, be equated with its importance as 
some kind of objective rule, though we recognize that entry length does articulate at 
least one of the book’s structural logics. In content, each entry is designed to provide 
both description and analysis. In practice, we have also tried to let each entry dictate 
its own particular needs and shape.

The entries in Part I, People and companies, provide basic biographical data, list 
some key productions, practices, achievements, or writings where relevant, and 
mention antecedents, infl uences, collaborators and followers. More importantly, 
they try to present the main debates, ideas and practices that have gathered around 
each of the people, plotting how these have evolved with time (or not) and tracking 
their subsequent infl uence.

The list of people in this section includes a range of mostly twentieth-century 
theatre and performance practitioners, artists and theorists. The prominence and 
infl uence of directors in theatre from the late nineteenth century throughout the twen-
tieth and after compelled us to include many of them. In response both to the rise of 
performance art in the twentieth century and to the distinctiveness of its practices – 
within theatre and fi ne art – we also include many performance artists. Closely 
following are the writers and theorists, though we have largely omitted those who are 
known predominantly as playwrights, another large area of infl uence which we could 
not address in these pages. Those playwrights we have included, like Hélène Cixous 
and Wole Soyinka, are acclaimed as much for their ideas on the theatre or on the 
social role and function of writing as for their works and craft. This is not to deny the 
impact and importance of many playwrights and their plays, but we wanted to focus 
on the live event and those who have somehow commented on or inspired it, rather 
than considering the theatre as a primarily literary domain. Those theorists we have 
selected have analysed theatre practice, performance, performance studies, and 
more. Some people to whom we have given space – like Erving Goffman, Mikhail 
Bakhtin, Jacques Rancière, Walter Benjamin and Judith Butler, to cite fi ve examples 
– were or are not principally theatre or performance scholars. We have included them 
because their ideas have had profound infl uence on theatre and performance studies 
and have even affected theatre practice, although this may be less immediately 



3

INTRODUCTION

apparent. Many of the people chosen for inclusion in this section are the usual 
suspects, but we hope we have also included some surprises. Our participants hail 
from Asia, Africa, Europe and the Americas, though the nature of their acclaim 
means nearly all of them have travelled widely and often relocated from their birth-
place or been educated elsewhere, like Rustom Bharucha and Wole Soyinka. In this 
section, we also include companies whose work is recognized collectively rather 
than simply through individual fi gureheads. Finally, we have included las Madres de 
la Plaza de Mayo who are united not by their artistic vision or theatrical practice but 
by their desire to make known – through their actions – the terrible and often uncertain 
fate of their own families. As well as illustrating their own tragic case, las Madres 
demonstrate the ascendance of performative protest throughout the twentieth century 
and into the twenty-fi rst, as a form now ‘practised’ by people worldwide, including 
participants in the Occupy movement and in events such as the Arab Spring, a new 
entry in this second edition. The list of entries across this section is diverse, indi-
cating the broad range of activities encompassed by the theatre – and especially 
performance.

Each entry in Part II, Events, briefl y introduces the event itself and its documen-
tation (if any exists), and charts the impact the event has had by explaining its signifi -
cance, be it for other practitioners, theories of performance, or communities of 
audiences and the public or particular participants. As history reveals, some events 
pass by and are paid scant attention, while others are important partly because of the 
attention given to them at the time. It is interesting to note that the only three entries 
we deleted from the fi rst edition of the book were all events – ones which we believe 
have much less resonance in 2014 than when we constructed the fi rst edition between 
2000 and 2006. Other events still, like the opening of the Cabaret Voltaire in 1916, 
have gained importance by being considered subsequently as defi ning moments in 
theatre and performance. Performance is extended and elaborated by its aftermath 
and context, its writings and refl ections, as well as its subsequent provocations to 
action or to thought. This helps to explain why so many practices of performance 
analysis are derived from other disciplines like sociology, anthropology, cultural 
studies, and increasingly the hard sciences, most recently cognitive science. We need 
to consider so much more than just the event itself in its own narrow time frame – the 
study of any performance needs to account for what happened prior to and after the 
event as much as during it, something the new entry Shoot clearly demonstrates, for 
as a performance it was actually over and done with in seconds. Some events stay 
with us all our lives, shaping our personalities and even our daily refl exes, impacting 
well beyond the specialist discourses of academia. Others are forgotten the moment 
we leave the auditorium. But while theatre has fairly clear parameters, performance 
also includes how we play, rest, interact, present ourselves to each other or strive to 
change our society and surroundings. Accordingly, some of the events entries in this 
book deal with one moment in time, others refl ect on ongoing processes and some 
are concerned with manifestations of human behaviour that are culturally, politically 
or socially highly charged. We refer to theatrical events – including plays that have 
been particularly infl uential, usually exploring them through première performances. 
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But we also look at real-life expressions and activities that might be informed by 
political or social imperatives. And we look at cultural or social events (sports 
meetings such as the Olympics and protests such as at Tiananmen Square) that 
function also as public spectacles, many on a global scale.

The range of work we might have included in this section is of course vast. But 
the parameters of the book as a companion rather than a dictionary were a given, and 
this set some limits. We felt that some events had to be included because they have 
become central to discourses on performance and the theatre. Others are well-recog-
nized landmarks in theatre or performance history. Others still, we believe, exem-
plify the kinds of activities that are increasingly important to theatre and performance 
scholarship and help us indicate broader trends in interest and critical approach. As 
well as being wary about trying to include too much, we were also concerned not to 
present a list of events as defi nitively ‘the most important’. This kind of canon 
formation raises questions about the bias of any given selection and the risks of 
devaluing things simply by excluding them. We therefore include in our selection of 
what we consider to be infl uential moments and practices, both past and continuing, 
some which are fi rmly established and some which lie on the periphery of both 
academic and public consciousness of theatre and performance.

Interestingly, we have seen live, witnessed or participated in hardly any of the 
chosen events ourselves. But live experience of given events is not essential to 
analysing them in our fi eld (as demonstrated by the extensive subdiscipline of theatre 
history); though many scholars are vitally concerned with this very issue and the 
question of what it means to be present at a work live rather than experiencing it 
through mediation. This very presence or ‘liveness’ is also crucial because it distin-
guishes our discipline from fi lm, media, television or literary studies. The complex-
ities of liveness aside, the twenty-eight events selected represent for us those 
occasions in the twentieth and twenty-fi rst centuries that have partly defi ned our 
fi elds, their questions and their practices. We include nothing from the twenty-fi rst 
century other than the Arab Spring, perhaps because, just over a decade into it, we 
cannot yet see, or have not yet experienced, what will shape or is shaping it. Obviously 
‘9/11’, as it is known in the United States and many other places, was a serious 
contender for inclusion and has been much discussed in academic and social circles. 
Its infl uence has been monumental. But it is not yet clear how it has altered the ways 
we do and think about performance and theatre. There are nascent signs of a renewed 
politicization of practice, and of playwriting especially but at the time of writing, it 
is hard to gauge the long-term signifi cance of this development. Putting aside the 
diffi culty of prophecy, clearly mass public protests and demonstrations have revealed 
the continuing effi cacy of performance and performative actions now accelerated 
and augmented by new technologies. These events have often taken place in squares 
such as Tiananmen in Beijing, Tahrir in Cairo and Independence in Kiev, and their 
images, speeches and actions have spread both globally and instantly, facilitated by 
social media. At the time of writing, these have erupted most recently across the 
Middle East, as well as in Turkey, Brazil, Greece, Quebec and Ukraine. Even without 
being present at these marches and protests it is possible to feel somehow close to 
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them, highly engaged, an affect which in turn can increase the likelihood of protests 
emerging elsewhere or can sustain them, and not least increase their impact. In such 
a way, the whole notion of what it means to be a spectator and what spectatorship 
involves is changing.

In the largest section of the book, Part III, Concepts and practices, there is even 
more variability in content and format. Some terms, such as presence or puppetry, 
are only briefl y discussed because they are also addressed within more complex 
entries on liveness or masking. Some entries are necessarily largely pragmatic, like 
lighting and sound, though we never approach practical issues without exploring 
contextual ones. Other entries are more abstract and try to clarify thinking or extrap-
olate central concerns. With many entries in this part – like theatre, performance, 
acting and dance – the vast fi eld opened up before us as we attempted defi nitions and 
tried to rein them in. The terms theatre and performance are so embedded throughout 
this book that we decided not to include them in bold for cross-referencing. It is, 
though, through the complexity of cross-referencing, as well as in the specifi c context 
of these terms’ usage, that these words start to build real value and meaning.

Throughout, the book treats performance mostly as it relates to theatre, though it 
also refers at times to dance, performance art and fi ne art. It was often impossible to 
separate these disciplines completely, particularly in the section Concepts and prac-
tices. The same argument can also be made about music, though not to the same 
degree. The category of music as music is not something we particularly engage with 
here, however central it is to the range of practices that constitute performance. For 
example, we exclude pieces that may have defi ned or pushed back the parameters of 
musical performance, like Igor Stravinsky’s The Soldier’s Tale (1918) or his Rite of 
Spring (1913). There is no space to analyse such innovations here, despite their 
infl uence and signifi cance. But we have included music-based practitioners like John 
Cage and Laurie Anderson, whose works have stimulated and introduced issues and 
techniques of performing that cut right across disciplinary boundaries. Anderson’s 
cross-media work shifts into acting with her construction of multiple stage personas. 
The beguiling ‘silence’ of Cage’s 4' 33" (1952) articulates as much about the acts of 
playing, performing, listening, the audience, liveness and presence as it says some-
thing about music itself.

OUR SELECTIONS, PERSPECTIVES AND PRACTICES

We realize that readers will be drawn to consider what we have left out as much as 
what we have included. This Companion is neither an encyclopedia nor a dictionary 
and makes no claims to be comprehensive. Due to restricted space, we have included 
a selective and limited range of entries in an expanding fi eld of activities and theories. 
This is necessarily partial and suggestive, a way of mapping the main trajectories. 
We avoided the word ‘key’ to clarify that we do not aim to present a canonical 
selection. Performance is about play and fl uidity more than fi xity of terms; canons 
soon become out of date or at least set themselves up to be challenged; and most 
importantly, theatre and performance are both living practices that are in process, 



INTRODUCTION

6

evolving. We aim to convey this sense of our fi elds’ dynamism by including entries 
that are both recognized as important and ones which might be seen as emergent or 
indicative, and by acknowledging the limits and selectivity of our coverage. This 
book invites the reader to examine theatre and performance through ideas, through 
people, and by describing the signifi cance of certain events that have shaped these 
fi elds. But we emphasize the limits of what we have included here and encourage the 
reader to see our entries as only a portion of what might be considered. We also 
appreciate that those included did not work alone. More than most disciplines and 
arts, theatre and performance are truly collaborative.

We have not tried to mask or ignore our biases, which have been made highly 
evident to us throughout the process, especially through anonymous readers’ 
responses and their suggestions regarding what else we might include as we have 
drafted the Companion at fi rst and second edition stages – across a span of fourteen 
years. We acknowledge that we are writing from particular positions and with 
particular interests and we have tried to capitalize on these to produce a book that 
benefi ts from the enthusiasms, commitments and knowledge we can bring to it. 
However, we have also tried to acknowledge and explore our own prejudices and 
subjective interests and to go beyond them: through our collaboration, through 
responding to readers’ reports and editors’ insightful suggestions and through our 
university teaching, which keeps us aware of developing curricula as well as students’ 
interests. To further offset the limitations of our biases, we would encourage readers 
to actively search for our prejudices and positions, take issue with our emphases, 
challenge our synopses, and form your own opinions about the main components that 
comprise our fi elds. Write between the lines and the entries in the white spaces that 
surround them. Fill in the gaps in the chronology and bibliography. This Companion 
has been designed to travel with you rather than to sit idly on the reference shelf.

While the selection process was one challenge, another was to synthesize without 
oversimplifying. We wanted to limit jargon but still articulate the specifi cities, 
complexities and contradictions of our fi elds. We also acknowledge this complexity by 
marking cross-references in bold, widening each individual entry beyond its own 
narrow terms. The annotated bibliographies suggest further reading and explain briefl y 
why we consider certain texts useful or important. Our bibliographies focus largely on 
books rather than articles, primarily to prioritize material that is most widely available. 
Again, these are highly selective and suggestive, hopefully encouraging further reading 
and research. The fi nal bibliography mainly collates texts from individual entries that 
have general rather than specifi c application but also adds some more interest while 
still maintaining the Companion’s focus. The Chronology is drawn from the entries 
and materials mentioned in the book but also includes major world events. These addi-
tions should therefore be seen not as serving theatre and performance in general, but as 
providing another way of approaching the book’s content. Reading the chronological 
timeline in one sweep rebuilds the linear shape of a history that we have broken into 
three categories and disorganized by alphabetization. Through the Chronology’s 
mapping you can read clusters of activity, strange conjunctions of births and deaths, 
and feel the sweep of change in the twentieth century and after.
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The Companion is inevitably informed by the fact that it was written in Britain in 
the fi rst decades of the twenty-fi rst century. We thought hard about the geographical 
scope of the book and its historical focus. Restrictions needed to be set, though these 
did not necessarily refl ect our own personal tastes or desires. As theatre and perfor-
mance scholars, our research has drawn us frequently to other countries’ practices, 
especially in Canada, Japan, Eastern Europe and Russia, as much as to practices in 
Britain. Our choices and writing are inevitably informed, though, by living and 
working in Britain, even if this is not explicit in the content of our selections. Our 
own interests in international work aside, performance practice and study in Britain 
have been wide-ranging and cross-cultural for decades, even if the language to 
describe such interculturalism only developed fully as late as the 1990s. The primacy 
of the playtext and the playwright has shifted with the growing interest in postdra-
matic theatre, devising and visual approaches to performance-making. Dance has 
continued to encroach on theatre’s territory. The technologies of multimedia perfor-
mance have eroded the mimetic tradition that dominated for so long, overtly showing 
representation as multiple and fractured and revealing the processes by which perfor-
mance is made. Similarly, performance art has laid bare the theatre’s tools and tech-
niques, discarding many of them on the way and inventing its own.

In the light of such developments in theatre and its practices, it is alarming that 
British theatre is still rarely identifi ed as European. Quite why this is so is seldom 
discussed, but is clearly problematic and tied into complex questions of national 
identity, cultural histories and cultural investments. There is no denying British thea-
tre’s impact on mainland European theatre, through interest in the plays of Sarah 
Kane, Mark Ravenhill and Simon Stephens and directors like Katie Mitchell. The 
backward fl ow into Britain is equally evident in the infl uence of Jacques Lecoq, 
Jacques Copeau and Jerzy Grotowski. Festivals like the Edinburgh International 
Festival, BITE at London’s Barbican Centre and the London International Festival of 
Theatre have opened up British theatre thinking and practice by bringing the best of 
world performance to Britain. One result is that the study of plays as the primary 
focus of theatre or drama studies has been increasingly challenged as being far too 
limited. However, we still need to articulate more accurately these national and 
cultural differences and similarities, as well as focusing on rich cross-currents. The 
vexed questions about European theatre and the United Kingdom’s place in it are 
only implicit in these entries and their selection, but they have been present throughout 
the book’s process. We have attempted to speak from our own locales and preoccu-
pations without being parochial, while honouring the trajectories of the past and 
anticipating the potentials of the future.

Our book might be founded on Western practices, principles and theories, even if 
we ourselves are caught somewhere between Europe and North America. But just as 
our histories are inseparable from North American and continental European prac-
tices and concepts, it is impossible to isolate ourselves from African, Asian or 
Australasian performance, even if we wanted to. We have not had space to focus 
specifi cally on non-Western practices per se, but we have occasionally stepped 
outside our declared focus – in the entries on Motokiyo Zeami, Wole Soyinka and 
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the haka, for example – to question the hegemonies and priorities we are repro-
ducing. Tadashi Suzuki is a world director as much as a Japanese one, partly because 
of the widespread infl uence of his training method and his writings as they are 
published in English. Where, too, does Wole Soyinka belong? Our small provoca-
tions are a reminder that the frames this book uses are only a structure we have 
created, driven by the demands of such a publication. Such rigidity must not carry 
over into the freer domain of thinking. We welcome the new eclecticism of our fi elds 
and their much wider cultural, geographical and disciplinary purview, while recog-
nizing the (particularly academic?) need to limit, catalogue, archive, document and 
list.

We also had to limit our historical parameters. Writing in the fi rst decades of a 
new century made the process of retrospection neater and logical. The scope of the 
twentieth century also allowed us to explore the great changes wrought by the 
movement from modern to postmodern ways of thinking and the impact this had on 
making performance.

The process of returning to the book for the second edition, over a decade after 
writing began, has been both revealing and challenging. Routledge kindly allowed us 
to expand the Companion, so the removal of three Events entries was our choice 
alone, as mentioned above. Our four new People entries are two theorists (Walter 
Benjamin and Jacques Rancière) and two practitioner/theorists, one from dance 
(William Forsythe) and one from performance art (Ron Athey). We have only three 
new entries for Events, representing everyday events, dance theatre and performance 
art. The main additions therefore are in Concepts and practices, for it is here where 
things have moved on, both within the profession and the academy. Whilst our 
selection of people, companies and events was always, by its nature, more arbitrary 
and dependent on our own tastes, experiences and knowledge, the Concepts and 
practices section is constrained by more objectively-defi ned parameters. The 
inclusion now of entries such as Affect, feeling and emotion, Applied and socially-
engaged performance and Physical theatre shows the growth of new areas of study 
and practice, or at least of newly-established taxonomies and terminologies. 
Inevitably these follow on from the practices that feed such theorising and naming. 
But they can also be prompted by specifi c academic works. The inclusion of the 
entry Postdramatic theatre shows a certain vulnerability regarding publications, in 
that our Companion was fi rst published also by Routledge in the same year (2006) as 
Hans-Thies Lehmann’s seminal work of that title, seven years after its German publi-
cation. It is clear in such a case to see how a publication can begin to defi ne a fi eld as 
much as it documents, analyses and describes it.

The inclusion now of Documentation and Practice as research as separate entries 
is also quite telling, indicating not only a shift towards recognizing the signifi cance 
and value of practical research within the academy but also indicating how new – and 
mostly digital – technologies have enabled and supported this. The ubiquitous 
recording of everyday life as well as performance and theatre events is transforming 
the way we teach, research and learn in our fi eld, making the object of study much 
more accessible and retrievable, whatever else is revealed in discussions about 
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liveness that are still unfolding around us. We are delighted therefore that as part of 
this evolution this Companion now exists as an ebook. But we are also very pleased 
that it has been selected by Routledge to provide the main framework for their online 
Routledge Performance Archive (www.routledgeperformancearchive.com). On this 
archive, as well as being able to read several of this Companion’s entries, curious 
readers can fi nd audio-visual materials that back up many of our discussions here as 
well as specially commissioned writing and previously published articles. In order to 
benefi t from this link to the archive, we have included in the annotated bibliographies 
the initials ‘RPA’ wherever specifi c materials link to an individual entry that can be 
discovered in the online archive.

THEATRE STUDIES AND PERFORMANCE STUDIES

Given some of the changes outlined here and reiterated in this new edition, there is 
no denying that the fi eld of theatre studies has undergone a paradigm shift. The 
advent of theatre studies was already an innovation beyond the study of drama 
because it emphasized that theatre’s meaning is produced not just through its texts 
but through all its signifi cations and practices – including training, uses of space and 
technology, performance style and scenography, for example. Beginning in the 
United States in the 1970s – but burgeoning in the 1980s and 1990s and moving well 
beyond the US – performance studies began to explore non-theatrical cultural prac-
tices that shared performance characteristics with theatre. This was partly motivated 
by expanding interdisciplinary links that proposed new ways of understanding 
things, and by growing interest in redressing theatre studies’ potential focus on 
cultural practice that was both elite and Western. In one direction, led by Richard 
Schechner at New York University, this new scholarship explored links with anthro-
pology in particular; examined such activities as religious and other social rituals, 
including rites of passage and sporting events; and observed performance practices 
in Asia and in Native communities in the Americas. In another direction, led by 
scholars at Northwestern University in Chicago, performance studies developed out 
of speech communication studies to examine such things as rhetoric and graffi ti. 
Performance studies also responded to the increasing diversifi cation of performance 
practices, especially the rise of performance art and body art and the growth of instal-
lation art and site-specifi c performance. In this context, again, performance studies 
was interdisciplinary, overlapping with fi ne art and various critical fi elds such as 
feminism, sociology and philosophy. Finally, performance studies introduced new 
critical concerns that were shared by new forms of performance as well as more 
traditional theatre forms. These concerns include liveness and the ephemerality of 
performance, the politics of protest, and innovative critical practices such as perform-
ative writing. Performance studies has received much criticism – for proposing too 
vast a fi eld, for dehistoricizing and taking things out of their social context, and for 
being amateur in its efforts to practise interdisciplinarity. But it has also demon-
strated the profound resonance of thinking of a huge range of cultural practices as 
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performance, and it has greatly expanded the strategies through which we can think 
about performance.

Whether the paradigm shift from theatre to performance studies has ended or is 
still just beginning is hard to tell. In Britain, performance studies appears to be in its 
infancy in relation to the large family of drama and theatre departments that exist. 
Yet, whatever the titles of the courses we teach, there is no denying the substantial 
impact of this shift from theatre to performance – to put it at its most basic. In this 
book, the ‘broad spectrum’ approach of performance studies has encouraged us to 
include such entries as Holocaust memorials and museums, Sports, and the Olympics 
within Part II, Events. Concepts and practices includes numerous terms derived from 
the study of performance, rather than the theatre as such. Since the commissioning of 
this book’s fi rst edition in 2000, its working title has changed, from a Companion to 
Performance to a Companion to Theatre and Performance. This might seem to argue 
against the increasing dominance of performance just outlined. But paradoxically, in 
fact it attests to the deepening entrenchment of performance and performance studies 
in Britain which is continuing in the second decade of this century. The extent of this 
swing has meant that we wanted to reinstate the theatre at the centre of our Companion, 
to locate the book within a practice of theatre history in which performance studies’ 
development is deeply embedded. Even if our writing is located in a fi eld that at 
present is increasingly hybridized and all the more exciting for that, we can ignore 
neither the theatre’s history before performance studies nor performance studies’ 
practical and conceptual links to theatre. Finally, because we wanted this Companion 
to be as useful as possible for its readers, we felt it must recognize and demonstrate 
the current co-dependence of theatre studies and performance studies.

We have also not ignored the professional context in which we and our students 
now operate. Almost as striking as the paradigm shift from theatre to performance 
studies is the fact that the boundary between theatre and performance’s makers and 
thinkers has become increasingly thin in British higher education. Residencies, 
artists’ fellowships, the growth of practice as research and the very practical nature 
of many university programmes have all eroded mutual suspicions and doubts. We 
wanted to address a range of audiences in this Companion, and we also needed to 
present together theatre and performance’s thinkers and doers; the two are inextri-
cably linked.

With a growing university-level student body in Britain, in spite of rapidly rising 
higher education fees, and the quick expansion of our subject fi elds, there has recently 
been a fervent publication of readers, dictionaries, sourcebooks and guides to theatre 
and performance. It is important to ask why there have been so many such books of 
this sort. The growth and change in the discipline sketched here have resulted in a 
greater need for orientation. And no two books are the same when they try to cover 
wide ground. Many of the books that already exist are either theatre dictionaries or 
edited collections of theoretical texts. Few have attempted to make such an overt 
bridge between the two fi elds of theatre and performance studies, or have embraced 
practice and theory as closely as we do here, combining the pragmatic and the 
analytical.
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It might be tempting to try to defi ne what performance and theatre are, to close 
down. This is not a book of defi nitions, however, but a guidebook. Our subject is 
currently too open and its practices too dynamic to be best served by prescriptive 
statements. We want the entries, the networks and links these create, and the map 
they draw to be a topography to guide you through a quickly shifting and enlarging 
fi eld which now has a well-established and well-documented history and has not 
only come of age as an academic subject, but is also moving on.

HOW TO USE THIS BOOK

Words that have their own entry are normally indicated in bold in their fi rst reference 
in any individual entry. There are exceptions to this rule. As mentioned above, 
because the words theatre or performance occur so frequently throughout the book, 
we have decided not to put them in bold, except where they are part of a composite 
term. We also do not put entry words in bold when we are using them in ways not 
implied by the entry. Finally, we have chosen to put in bold words which are varia-
tions on entry titles; for example, we sometimes put the word devised in bold although 
the actual entry is titled devising.

Paul Allain and Jen Harvie
Canterbury and London

April 2014
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ABRAMOVIĆ ,  MARINA

ABRAMOVIĆ, MARINA (SERBIAN PERFORMANCE ARTIST/TEACHER, 
1946–)
Calling herself the grandmother of performance art, since the 1970s Abramović has 
been making work that is intimate, physically and emotionally exposing, dangerous, 
and which extrapolates such practices of everyday life as walking, screaming and 
simply being to explore their latent power. In work that bears some resemblance to 
that of fellow body artists Orlan and Stelarc, she has pushed the limits of her 
body’s endurance, art practice, and the relationship between performer and audience, 
consistently investigating the social responsibilities of art, artist and audience.

Some of her earliest work was probably the most dangerous because it invited not 
only audience participation but potential violence as well. In Rhythm 0 (1974), she 
invited her audience to do what they wanted to her using a selection of seventy-two 
available objects, ranging from the relatively benign (a feather, lipstick, honey), to 
the potentially harmful (matches, scissors, knives, a whip, a saw, an axe), to the 
potentially lethal (a bullet, a gun). Concerned spectators halted the performance after 
six hours, by which point all of Abramović’s clothes had been cut off, she had been 
painted, cleaned, cut and decorated, and a loaded gun had been held to her head. As 
Richard Schechner’s Performance Group discovered in Dionysus in 69 (1968–69), 
breaking conventional performer/audience boundaries can produce exciting, unex-
pected outcomes, but it can also expose the performer to uncontrollable risks.

In subsequent performances, Abramović reduced her audience’s potentially 
sadistic access to her, but she continued to explore the limits of her endurance as well 
as her own masochism, her audience’s relationship to it, and the powers of endurance 
to transform herself and her audiences, physically, emotionally and psychically. 
Throughout 1975, she performed several body art pieces that tested physical limits: 
screaming until she lost her voice in Freeing the Voice; running repeatedly into a 
wall until she collapsed in Interruption in Space; and using a razor to cut a fi ve-
pointed star into her stomach, whipping herself, and lying on a cross of ice for thirty 
minutes in Lips of Thomas. Clearly these works staged violent physical transforma-
tions, but they also explored the potential for these somewhat ritualized acts to 
effect less visible psychic transformation, both for Abramović as performer and for 
her audience as witness.

From 1976 to 1988, in one of contemporary art’s most famous long-term collabo-
rations, Abramović continued to test the limits of endurance with her partner, the 
East German artist known as Ulay (Uwe Laysiepen). After a long series of works that 
continued to explore the endurance of pain, the couple shifted to making pieces that 
required them more obviously to endure time. In Night Sea Crossing (1981), 
performed in various locations around the world, they sat still, silent, and without 
eating, facing each other across a table for seven to twelve hours at a time over 
several days. The culmination of their collaborative endurance art was The Lovers: 
Walk on the Great Wall (1988, China). Over ninety days, she walked approximately 
2,500 kilometres from the eastern end of the wall, he from the western end, to meet 
in the middle, where they ended their relationship. Here, they staged endurance in 
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time and space, literally and metaphorically enacting their journey/life together as at 
once shared, separate and separating.

In the 1990s and into the twenty-fi rst century, Abramović continues to make dura-
tional work but often with a much more explicitly social reference than in her earlier 
work. Balkan Baroque (1997) referred directly to the ethnic cleansing of then-recent 
wars in her homeland. The installation juxtaposed a triptych of videos showing her 
parents and herself, three copper vessels, and a pile of 1,500 beef bones. For six 
hours a day over fi ve days she sat on the bones and scrubbed them with disinfectant. 
As in her earlier work, Abramović’s enactment explored physical and emotional pain 
as well as feelings of shame, using video to contextualize her live actions and reli-
gious references to suggest confession and the potential of forgiveness. Again, 
Balkan Baroque challenged her audience to witness and take responsibility for the 
violence she committed against herself. In a shift from the predominantly personal 
references of her earlier work, however, Balkan Baroque also challenged her audience 
to take responsibility for the larger political contexts to which it referred.

In 2002, she performed The House with the Ocean View, living without talking or 
eating for twelve days in a New York gallery installation of three exposed rooms 
elevated 1.5m above the fl oor and ‘approached’ only by ladders with butchers’ knives 
for rungs. (The piece gained notoriety not least because it featured in the popular 
HBO television programme Sex and the City in 2003.) Audiences were asked to keep 
silent but to participate in what Abramović called an ‘energy dialogue’, in which she 
engaged the gaze of individual audience members one at a time. At the end of the 
work, she explained that it was a response to the events of 11 September 2001, and 
was dedicated to the people of New York. Again, she used personally depriving 
durational work to stage presence as well as personal and social contemplation, 
refl ection and – possibly – transformation. She reiterated these features of intense 
performer/audience presence and engagement in the very high-profi le 2010 retro-
spective of her work, The Artist Is Present at New York’s Metropolitan Museum of 
Modern Art – MoMA’s very fi rst retrospective on performance. Here, daily for three 
months, for a total of 700 hours, she sat at a table with individual gallery visitors 
sitting across from her, one by one, engaging her gaze.

While Abramović’s media, strategies and profi le may have shifted over the years, 
she has remained relentlessly committed to exploring art and performance as means 
for expressing and encountering violence and pain, as media for challenging the 
limits of conventional performer/audience – or human – boundaries and possibilities 
of communication, and as ritual acts that can effect personal and social psychic trans-
formation. In the twenty-fi rst century, she has formalized her commitment to 
preserving and documenting live and durational art. In 2005, she presented Seven 
Easy Pieces at New York’s prestigious Guggenheim Museum, in which she 
re-enacted her own and others’ live artworks principally from the 1960s and 1970s. 
In 2013, she founded the Marina Abramović Institute (MAI) which will open a large 
premises in Hudson, New York in 2015 dedicated to presenting and preserving long 
durational art work. This ‘institutionalization’ of live art and of Abramović herself 
coincides with her ascendance as an icon of live art: she was the focus of Robert 
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Wilson’s spectacular show The Life and Death of Marina Abramović presented at 
the Manchester International Festival in 2011. It also coincides with her approach to 
pop cultural household-name status: in 2013, she collaborated with the likes of pop 
musicians Lady Gaga and Jay-Z who supported her crowd-funding campaign to raise 
funds for MAI.

BIBLIOGRAPHY
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ANDERSON, LAURIE (AMERICAN MULTIMEDIA PERFORMANCE ARTIST/
COMPOSER/MUSICIAN/WRITER/VISUAL ARTIST/FILMMAKER, 1947–)
Laurie Anderson works across a range of media to tell stories in which she observes 
society and makes social critiques – gently and with humour, but pointedly. She 
consistently challenges performance’s conventional forms, combining and juxta-
posing its media to make theatre/concerts, ‘talking books’ and technological body 
art. She rejects realism to produce dreamlike disembodied voices, androgynous 
bodies, large-scale, surreal stage pictures, and postmodern non-linear series of 
observations, thereby provoking her audiences to look and listen anew. From within 
her strange but generally calm, even languid, performances, she subtly explores 
themes of power, gender relations, communication and technological development, 
often focusing on apparent social contradictions such as her own impulses to be both 
private (for example, to whisper) and public (to perform), and American culture’s 
simultaneous propensity for both puritanism and violence.

Although her initial training was in sculpture, Anderson quickly shifted into 
performance art when she began incorporating sound and herself into her work. In 
the happening Duets on Ice (1974–75), performed in a variety of public settings, 
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Anderson wore skates embedded in blocks of ice and, until the ice melted, she ran her 
bow over her self-playing violin, which was fi tted with a speaker to play recordings 
of cowboy songs. Minimalist works like this explored properties of sound, time, site-
specifi city, balance and contrast, and challenged the autonomy of the art object and 
artist by opening the piece up to chance and outside infl uences, like John Cage’s 4' 
33". It also deliberately placed Anderson outside of the institutions and economies of 
fi ne art. Although her subsequent work moved indoors and onstage and took on a 
larger scale and more technology, it retained the surprise of her early work because 
it pioneered multimedia performance, combining live performance, video and slide 
projections, synthesized music, and amplifi ed and/or sonically altered monologues. 
Her stock of signature eerie and disembodied sounds includes her own voice, 
deepened an octave, slowed and amplifi ed through a vocoder to produce what she has 
called ‘the voice of authority’ (subversively mimicking a male voice). Along with 
sound, her performances characteristically distort space (especially scale), often by 
placing her as the tiny and lone live performer in an oversized suit on a large stage 
dominated by outsized furniture or gigantic rear-projected silhouettes or videos. 
Through sonic and spatial juxtapositions like this, Anderson happily explores tech-
nology’s pleasures and potentials but she does not sell out to it, because she simulta-
neously scrutinizes its dominance over humans, especially in contemporary American 
culture. She also explores the performativity of identity, speaking and appearing as 
male and female, human and cyborg. And she simultaneously exploits and chal-
lenges the apparent value of liveness by technologically mediating her own 
performance.

Anderson’s ongoing sonic and spatial experiments further indicate her dedication 
to exploring new ways of communicating with audiences. While her early small 
gallery exhibitions and handmade books used intimacy and contact to effect commu-
nication, subsequent live shows such as Songs and Stories from Moby Dick (1999) 
use altered instruments, songs such as ‘O Superman’ (1981) tap into popular music 
markets, and her internet and CD-ROM work uses electronic and cyberspatial inter-
activity (for example, the CD-ROM Puppet Motel, 1994). Her foray into popular 
musical performance probably garnered her biggest audience but nevertheless 
remained experimental. ‘O Superman’, which she fi rst performed in an early version 
of the performance United States (1980), reached the Number 2 spot in British pop 
music charts but was – atypically for the charts – eight minutes long. Her dual 
commitment to experimentation and communication has led her to collaborate with 
some of the twentieth century’s most famous innovative artists. For example, she has 
produced sound for choreographer Trisha Brown’s Set and Reset (1983), Robert 
Wilson’s production of Alcestis (1986) and Robert Lepage’s solo show The Far 
Side of the Moon (2000), and she has co-written songs about their respective super-
power nations with dissident Chinese artist Ai Weiwei (2013).

Much of her earliest work was predominantly autobiographical and often explicitly 
feminist. Throughout her work, Anderson advocates the expression of personal 
feelings, dreams and aspirations even as she appraises society (for example, American 
politics and culture from the era of Reagan to that of George W. Bush). Although, as 
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she claims in Stories from the Nerve Bible, she ‘ran out of stories’ and switched from 
talking about ‘I’ to talking about ‘you’, her work maintains an ethereal, dreamlike 
quality and intimacy (see psychoanalysis). For example, her famous ‘performance 
portrait of the country’, the eight-hour United States, I–IV (1983), coupled social 
critique with observations of everyday events, autobiographical material and personal 
expression. Anderson continues to perform internationally and to explore innovative 
means of expressing personal feelings as well as social analysis. In particular, she 
continues her strongly ambivalent relationship with technology, having accepted a 
position as NASA’s fi rst artist-in-residence in 2003.

BIBLIOGRAPHY
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ARTAUD, ANTONIN (FRENCH ACTOR/THEORIST/WRITER, 1896–1948)
There is no denying how central Artaud has been to the development of twentieth-
century performance, with his advocacy of physical, visual and non-verbal aspects of 
theatre. Artaud’s main theoretical investigations concentrate on his notions of 
‘Theatre of Cruelty’ and theatre as a ‘plague’, contained within his writings in The 
Theatre and Its Double, published in 1938. Though an actor, Artaud’s actual practice 
is minimally articulated and offers few concrete techniques. The essay ‘An Affective 
Athleticism’ depicts a systematic training of breathing, based partly on theories 
from the Jewish Cabala, through which an actor can supposedly tap into emotional 
memories rooted in the body. But beyond this rather esoteric hypothesis there are few 
indications of what the performer might actually do in Artaud’s theatre, though he 
did chart some basic staging scenarios as well as scenographic and aural possibil-
ities. It is predominantly his theories, therefore, that have driven forward later inves-
tigations. Many of his ideas were visionary and ahead of their time and only 
posthumously has Artaud achieved great acclaim.
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Artaud worked at a time of economic hardship between the two world wars as he 
witnessed the departure of mass audiences from theatres into cinemas and the music 
hall. He therefore championed the theatre’s role as providing a liberating and 
purgatory experience that could cleanse society of its violent excesses through a kind 
of ‘soul therapy’.

Operating almost as a contagion or plague that subconsciously passes out into the 
world through mass audiences, theatre could reveal society’s hidden side. Artaud 
believed that performance could tap into the kinds of energies and unconstrained 
behaviour that a plague unleashes, as people struggle for survival against all odds. 
The physicality of the theatre event should wake audiences up, sensitize them and 
penetrate beneath the skin, enlivening their ‘hearts and nerves’ by attacking and 
stirring their unconscious. Artaud was strongly infl uenced by Sigmund Freud’s 
psychoanalytic theories about the unconscious as well as the surrealists, with whose 
philosophies and aesthetics he identified. Another important inspiration was Alfred 
Jarry, the author of Ubu Roi (1896) – in 1926, Artaud co-founded the Alfred Jarry 
Theatre, with which he worked for three years.

Artaud berated the limitations of naturalism for appealing only to our rational 
verbal side. Instead he argued for a ritualistic form of communication where words 
could operate as incantation rather than meaning. The Cambodian and then Balinese 
dance-theatre that he saw in 1922 and 1931 respectively provided a model for this, 
though he mistakenly conceived the very precise symbolic gestures and mudras (or 
hand gestures) of the Balinese dancers as non-specific communication with their 
gods. But the synthesis of music, dance, elaborate costuming and mask all helped 
Artaud to forge his vision of a total theatre.

Artaud advocated seating the audience in revolving chairs so that they could take 
in the action surrounding them as the actors moved throughout the auditorium. They 
would then also witness their fellow audience’s responses rather than just seeing the 
backs of heads (as in proscenium arch theatre), endorsing his notion of contagion. 
Giant puppets were to appear alongside the actors in a mise en scène that empha-
sized rhythm, movement and complex theatre technologies based on lighting and 
sound effects. This interest in current technology was inspired in part by Artaud’s 
acting in fi lms such as Abel Gance’s epic Napoléon (1927). The subject matter of the 
performances he described was to be drawn from real-life events (tales of love, 
crime, invasions and war), with actors and puppets enacting violent actions or 
murders. These stories of grand historical fi gures should become as vivid as dreams or 
visions, so that the stage event has a sort of hyperrealism. This is Artaud’s ‘double’: 
theatre should recall those moments when we wake from dreams unsure whether the 
dream’s content or the bed we are lying in is our reality. The theatre could mirror life 
but also move on from naturalism’s mimetic representation to appeal also to our 
unconscious, thus revealing life in its totality. In a response to Artaud, eminent 
critical theorist Jacques Derrida developed this concept in relation to deconstruction 
in his much-discussed essay ‘The Theatre of Cruelty and the Closure of Representation’ 
(1978). He extended Artaud’s attack on the facile and passive mimesis of naturalism, 
questioning whether representation in the theatre is actually possible.
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Artaud’s understanding of cruelty must not be oversimplifi ed. He is referring as 
much to rigour, precision and the demands made on the actors and audience – ques-
tions of process – as to the style or content of performance. He stated that people had 
forgotten how to scream, and that the actor had an imperative to use his or her entire 
physical resources to make contact with a hidden ‘ur-self’ in order to express primal 
emotions and touch the spectator. His desire to reconfi gure the theatre event neces-
sitated redefi ning the spectator’s as much as the performer’s role. Although he 
directed few productions himself, he did put his ideas into practice in productions of 
August Strindberg’s The Dream Play (1928) and much more emphatically in Percy 
Bysshe Shelley’s The Cenci (1935). His theories can also be read through his short 
plays such as A Spurt of Blood (1925).

Following the failure of The Cenci, in 1936 and 1937 Artaud made journeys to 
Mexico, Brussels and the Aran Islands in Ireland, after which he was confi ned as a 
patient in a Paris mental institution for several years. Poor mental health affl icted him 
for much of his life. He then became a heavy drug user (including opium and heroin), 
which further destabilized him. Many of his written statements, manifestos and letters 
are couched in a complex and meandering language, which is undeniably passionate, 
if at times frustrating in its abstraction. His ideas have most tangibly been put into 
practice by those who came after him. This infl uence was particularly strong in the 
1950s and 1960s in happenings, in the dedicated work of Jerzy Grotowski’s actors, 
in the spatial and experiential experiments of the Living Theatre and pieces like 
Paradise Now (1968), and in Peter Brook’s 1964 Theatre of Cruelty season in 
London. Aspects of an Artaudian vision have persisted with subsequent physical 
theatre pieces such as DV8’s 1988 Dead Dreams of Monochrome Men. Following 
on from these theatrical or dance-based experiments, performance and body artists 
including Chris Burden with Shoot, Stelarc, Ron Athey and Marina Abramović 
and Ulay have, with their extreme physical plundering of the body’s resources and 
limitations, explored what cruelty means on quite a personal and embodied level. 
These practitioners have often cited Artaud as a direct infl uence with Orlan even 
reading his texts during her surgical operations (Reincarnation, 1990–93). Even if 
not ‘Artaudian’ per se, spectacular events and multimedia performances by groups 
like La Fura dels Baus, as well as immersive theatre performances by companies 
such as Punchdrunk, show how pervasive and persuasive Artaud’s vision of a total 
theatre still is.
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ATHEY, RON (AMERICAN BODY AND PERFORMANCE ARTIST, 1961–)
Ron Athey makes uncompromising body art and is one of the most infl uential 
performance artists since the early 1990s. Whether performed solo or in collabo-
ration, his works feature bodies in situations of acute physical extremity, consistently 
provoking questions about sexuality, desire, homophobia, disease, resilience, affect, 
the cultural politics of HIV/AIDS, death and the death drive, queer culture, represen-
tation, witnessing, consent and more.

Athey presents his solo and collaborative art and theatre projects mostly at 
festivals, in galleries and in clubs in the USA, the UK and elsewhere across Europe. 
His work is usually composed of a series of tableaux and rituals featuring a range of 
repeating images, acts and fi gures. Chief amongst these is his own pierced, tattooed, 
naked or near-naked body engaged in acts of physical extremity and endurance. In a 
collaboration with Juliana Snapper, Judas Cradle (2004), he is impaled or ‘seated’ 
on a wooden, pyramid-shaped, Spanish Inquisition-age torture apparatus. In Solar 
Anus (1999/2006), his face is stretched taut by hooks. Again and again, he bleeds 
profusely, for example, in Self-Obliteration I (2008). His ecstatic imagery and rituals 
reference religion, SM and death and draw directly on his background. Raised a 
Pentecostal Christian who learned to revere ecstatic speaking-in-tongues, he became 
a prominent member of the queer, punk and SM club scenes in Los Angeles in the 
1980s. He was diagnosed HIV positive in 1985, over a decade before antiretroviral 
treatment was widely introduced in the West, ending HIV/AIDS being seen (and, for 
many, experienced) as a terminal illness here. Athey’s work is developed not only 
from autobiography and intuition but also from complex research sources, particu-
larly in literature (for example, Georges Bataille), theatre (Jean Genet, Reza Abdoh, 
Antonin Artaud), fi lm, music and visual art (Pierre Molinier, David Wojnarowicz).

The extremity of Athey’s acts is not designed gratuitously to shock or titillate. 
However, as a form of uncompromisingly diffi cult socially-engaged performance, it 
does explicitly provoke, compelling audiences to explore things they might fi nd 
disturbing, including social issues such as homophobia, and important but some-
times challenging human experiences like ecstasy, desire and death. Composed of 
live acts such as cutting and bleeding, his performances are emphatically real, rather 
than merely representational, as in so much theatre and other arts and media. This 
realness obliges audiences literally to face acts and images that are queer, frequently 
painful and not only usually culturally marginalized but often explicitly or implicitly 
censored, sometimes violently so. His exploration of his own body as a site of atrocity 
forces audiences to gaze on cultural homophobia – a homophobia that both 
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stigmatized male homosexuals and fatally delayed the development and distribution 
of treatments in the fi rst decade at least of HIV/AIDS. His exploration also requires 
audiences, as witnesses to genuine acts of violence, to confront their relationship to 
and potential complicity with such violence. His performances frequently focus in 
comparatively celebratory ways on his own anus – as a source of metres-long banners 
in Deliverance (1995) and strings of pearls in Trojan Whore (1995) and Solar Anus, 
for which he had his anus spectacularly tattooed. This focus insists that audiences 
pay attention to a part of the body usually attributed derogatory cultural meaning and 
that they witness the celebration, plenitude, wonder and magic with which Athey 
presents it. Acts in his performances are often resonantly both devastating and beau-
tiful. The ensemble show 4 Scenes in a Harsh Life (1994), for example, was staged 
in what Athey has called his ‘plague years’ before the introduction of antiretroviral 
therapies, and it portrayed a landscape marked by tragic, violent and catastrophic 
loss but also extraordinary gestures of mutual care and compassion. For both 
supporters and detractors, Athey’s performances provoke strong feelings, ranging 
from disgust to desire, distress, concern and more. For his supporters, this is part of 
the profound social and aesthetic work of his practice, compelling engagement and 
response.

Athey performs at and tests limits of the body, art, taboos, morality and more. 
These provocations have drawn the attention and censure of some observers on the 
liberal left, for example parts of the gay press, who perceive his work as too nihilistic 
and destabilizing to strategies of cultural assimilation. But his work – or misrepre-
sentations of it – has been most violently condemned by some observers on the far 
right – most famously, US Senator Jesse Helms – for whom it provokes moral panic 
and who have used it to legitimate calls to rescind American federal arts funding 
through the National Endowment for the Arts. For many audiences and fellow artists 
though, Athey’s practice offers a profound and appropriately challenging engagement 
with the catastrophic times and effects of the era of AIDS, with the consequences of 
survival, and with the acutely affective powers of performance.
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BAKHTIN, MIKHAIL (RUSSIAN LITERARY CRITIC, 1885–1975)
Bakhtin is best known in the West for his theories of dialogism, polyphony and 
carnival. All of these are concerned with literary, linguistic and cultural forms and 
their ideological effects, especially the potential resistance they offer to authoritarian 
control.

Bakhtin argued that one of the ways offi cial culture attempts to assert its control is 
through monologic discourse – language and expression that appear to be coherent, 
unifi ed in voice, and ‘the last word’. Dialogism, on the other hand, admits and articu-
lates differences, combining a number of independent voices, consciousnesses and 
styles, and incorporating laughter, irony and indeterminacy. Polyphony, similarly, 
describes the inclusion – but not assimilation – of many voices or, literally, many 
sounds. Although this many-voiced-ness might seem to be most characteristic of 
drama with its numerous characters, Bakhtin claimed that drama assumes a mono-
logic authorial voice, which quells difference. He argued that the quintessential 
dialogic form was the novel, with its contradictory, contesting, overlapping voices, 
and its author’s and characters’ discourses interacting on equal terms (apparent most 
impressively, for Bakhtin, in the novels of Dostoyevsky). Despite his dismissal of 
drama, Bakhtin’s theories of dialogism have been recuperated for drama and perfor-
mance, particularly as a means of exploring the anti-authoritarian impulses and 
variegated forms of much modernist, postmodernist and postdramatic performance 
(in, for example, Dada and the work of Bertold Brecht, the Wooster Group, 
Guillermo Gómez-Peña and Laurie Anderson).

Probably more infl uential in performance studies, however, is Bakhtin’s theory of 
carnival developed in his book on early Renaissance writing, Rabelais and His 
World. For Bakhtin, the term ‘carnival’ could describe the fair, its environment and 
its participants’ behaviours, but also unconventional or lowbrow behaviour more 
broadly: colloquial language, bawdy humour and scatological references to bodily 
functions, whether these were experienced in real life or through fi ction like Rabelais’. 
Bakhtin’s central concern with carnival was with its social function, especially its 
relationship to dominant cultures. On one hand, carnival could be seen to disrupt and 
challenge authority by being other – unruly, indecorous and transgressive. On the 
other hand, because carnival was socially sanctioned or allowed to happen – through 
the granting of offi cial permits for carnivals proper, for example – its ability to break 
and challenge rules was always contained and, therefore, ultimately ineffectual. For 
Bakhtin, carnival’s social role was ambivalent, both transgressive and contained, 
something that challenged cultural limits and simultaneously enforced them. It is this 
dynamic, ambivalent social effect of carnival that many have used to think about the 
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social function of theatre and performance, from the offi cial (for example, ‘national’ 
theatre and state parades) to the subcultural (street festivals and protests).

Bakhtin wrote many of his most infl uential texts in the 1920s and 1930s. However, 
their infl uence was delayed initially because of censorship in Stalin-era Russia (in 
1929, Bakhtin was sentenced to six years’ exile in Soviet Central Asia). His work 
was only rehabilitated in the Soviet Union in the 1960s and 1970s and translated into 
English in the 1980s. Since then, however, critics across a range of disciplines – from 
linguistic and literary studies, to philosophy, ethics, cultural studies and feminist and 
postcolonial studies – have found in his writings excellent tools for exploring the 
social production of meaning and the political potential of expressive activities, 
including performance.
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BARBA, EUGENIO (ITALIAN DIRECTOR/THEORIST, 1936–)
Since the mid 1960s, Barba has directed numerous performances while simultane-
ously developing sophisticated theoretical models for analysing processes of 
performing, performer training and dramaturgy. Barba’s theatrical explorations 
began in Opole, Poland, where he worked as assistant director to Jerzy Grotowski 
from 1960 to 1964. Barba’s apprenticeship with Grotowski led to a rich relationship 
that Barba has described as being akin to that between a master and his disciple. In 
1968, Barba edited Grotowski’s Towards a Poor Theatre under the auspices of his 
own company, Odin Teatret, which he founded in Oslo in 1964 with actors rejected 
from Oslo’s drama schools. Since 1966 Odin has been based in the small town of 
Holstebro, Denmark. Barba was instrumental in introducing the work of Grotowski 
to an international public and his practices drew closely on the Laboratory Theatre’s 
approach. This can be seen explicitly in early performances such as Kaspariana 
(1967), My Father’s House (1972), but even in later pieces like The Castle of 
Holstebro (1990). Odin’s productions have toured to great acclaim, praised in 
particular for the immense technical ability of the highly-trained actors. Some of 
these, like Iben Nagel Rasmussen and Elsa Marie Laukvik, have worked with Barba 
from the beginning.

As well as touring performances at international theatre festivals, Barba has taken 
his work to south Italian villages and to the Yanomami Native Indians in the Amazon, 
leading what he calls ‘barters’. These involve the cultural exchange of training 
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exercises, songs and performances. For Barba, it is not the quality or value of the 
goods exchanged that counts, but the action of exchange itself. Although the inter-
action is always performance-based, outcomes might be more concrete or permanent: 
in one Italian village the audience gained access to Odin’s performance not with 
tickets but by bringing books, thereby starting a local community library which the 
village desperately needed. Barba has frequently led exchanges with ‘third theatre’ 
groups, whom he defines as those working on the margins of society, often with 
minimal infrastructure and high artistic ideals, and whose primary motivation is 
experimentation. Odin Teatret’s own emphasis on research and a broad notion of 
collaboration has enabled company members to develop solo pieces and specialisms, 
be they documentary filmmaking, vocal training, or organizing the large company 
archive. In addition, Odin work closely with their local community of Holstebro, not 
least on the Festuge week which comprises both professional and amateur activities, 
and which has taken over the Danish town at irregular intervals since 1989. Company 
members have also established their own international networks and festivals, 
including with the Magdalena Project and Transit Festival.

Barba has attempted to create a working vocabulary to discuss performance (and 
especially performing), under the umbrella of theatre anthropology. He invented 
this term to examine what lies behind performance and performer techniques from a 
broad international spectrum of performance modes and cultures. He has articulated 
the fi ndings of his research through regular meetings of the International School of 
Theatre Anthropology (ISTA), founded in 1979. These events have hosted performers 
from a range of disciplines and from East and West, to demonstrate and share the 
principles that underlie their work. Barba has considered such techniques to be pre-
expressive, focusing on that which is happening before (but also at the same time as) 
a performer expresses herself in a particular role. Pre-expressivity emphasizes how 
the performer stands, the space the body occupies, and even involuntary physical 
processes such as the pulse rate, which all affect the performer’s communication. It 
concerns the energy (or bios as Barba prefers to call it) that exists even before the 
performer has any intention to express herself. Pre-expressive principles are thus part 
of a panoply of techniques that might be called pre-cultural, or which are at least not 
culturally encoded or located.

Barba has shown numerous performances at ISTA events, sometimes as barters. 
ISTA productions have included the multicultural performance sequence Theatrum 
Mundi (1982), which places performers from different countries alongside each 
other in an integrated cross-cultural practice and attempts to apply techniques and 
principles from diverse disciplines in performance. These pieces demonstrate Barba’s 
ability to negotiate new terrains and terminologies for examining the nature and craft 
of performance as well as pre-performance techniques. Many of his practices and 
ideas have had a substantial infl uence on physical theatre companies and artists.

With his emphasis on the pre-cultural, interest in intercultural and cross-cultural 
theatre, seen in his invention of terms like ‘Eurasian theatre’, Barba has frequently 
been attacked by critics like Rustom Bharucha for ignoring cultural and social 
conditions. Barba maintains that his perspective is only one way of deconstructing 
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performance and in his numerous articles and books he has argued that his approach 
has pragmatic value for performers. It is also an antidote to the distance with which 
Asian performance is often viewed and, importantly, has shown what performing 
arts across cultures have in common – what unites rather than separates them. 
Through his range of practices, Barba has made a signifi cant contribution to broad-
ening the parameters of Western performance and experimentation, helping to refi ne 
not only performance craft but also studies of performance.
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BAUSCH, PINA AND THE WUPPERTAL DANCE THEATRE (GERMAN 
CHOREOGRAPHER/DANCER, 1940–2009)
Although she was principally a dance choreographer, Bausch was also profoundly 
infl uential in theatre through her pioneering work in the hybrid form of dance theatre. 
Her choreography’s emphasis on social experience and emotional expression success-
fully challenged the formalism, abstraction and aestheticism typical of much ballet 
and contemporary dance. In the way that she has theatricalized dance and responded 
to classical forms and techniques such as ballet – by questioning and updating them 
– she has something in common with William Forsythe, even if their performance 
aesthetics are very different. And her demonstration that performing bodies (and not 
just voices) can be acutely expressive, both emotionally and socially, has provoked 
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theatre-makers to develop their use of performers’ bodies and movement to produce 
both emotional expression and social critique.

Bausch’s fundamental interest in the expressive potential of the body was estab-
lished early through training with expressionist choreographer Kurt Jooss in 
Germany. Following further training in New York at the Juilliard School of Music, 
Bausch returned to Germany in 1962 to work as a solo dancer and, later, a choreog-
rapher. The Wuppertal Opera Company, in Germany’s industrial Ruhr Valley, 
invited her to choreograph for them in 1972 and appointed her director in 1973. She 
promptly changed the company name to Wuppertaler Tanztheater (Wuppertal Dance 
Theatre) and, soon after, to Tanztheater Wuppertal Pina Bausch.

In making these name changes, Bausch signalled the company’s movement away 
from the conservative classical dance – whether ballet or modern – that was predom-
inant in Germany at the time. What she was moving towards was both a different 
kind of dance – or content – and a different kind of performance event – or form. She 
revived German traditions of expressionism, notably Ausdruckstanz, or expressive 
dance, which had been popular in the interwar years and had infl uenced her early 
training, and she sought in everyday movement a physical vocabulary for expressing 
personal experience. Using performers’ autobiographical material, her dances are 
devised through improvisation. Sequences within each dance may appear elegant, 
heroic and extraordinary, but they are just as likely to appear fatigued, defeated and 
ordinary, expanding the emotional range of dance movement. She also aimed to 
develop dance’s theatrical potential, most importantly scenographic and costume 
design, ‘non-dance’ movement, and the use of the spoken word, sometimes in direct 
address. Often, the ‘theatricalization’ of the event facilitates the expressiveness of 
the dance. For example, Bausch’s settings in real elemental materials, with fl oor 
coverings of a layer of earth in Rite of Spring (1975), dead leaves in Blue Beard 
(1977), carnations in Nelken (1982), and ankle-deep water in Arien (1985), provoked 
different (including everyday) movements from her dancers as well as emotional 
responses from her audiences. Norbert Servos has called Bausch’s sets like these 
‘poetic playgrounds’ (see visual theatre).

Bausch’s shows characteristically use montage and repetition and are several 
hours long, circling around themes of love, loneliness, fear and exploitation in a style 
reminiscent of dreams, everyday life, popular theatre and cultural forms such as 
music hall. In these and many other respects, Bausch’s dance aims to be democratic, 
using material devised by her international dancers, many of whom are long-time 
collaborators, and developing a form and a physical vocabulary that is not elite, like 
ballet’s, but is inspired by everyday contexts, movements and music. Her familiar 
costumes of satin evening gowns and tuxedos are reminiscent of social dance as 
distinct from theatrical dance, and she sources music from 1930s and 1940s popular 
culture. While Bausch’s dance aims to explore democratic expressiveness, however, 
part of what it demonstrates is that individual expression is profoundly controlled – 
or, more precisely, produced – by material conditions (physical obstacles), social 
expectations (taboos and codes of dress and behaviour) and social contexts (the 
group). Movement may be expressive but, because it is socially conditioned, it is 
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rarely genuinely spontaneous. Identity, likewise, is shown to be ‘accumulated’ 
through the performative repetition of patterns of social movement, play and games, 
rituals and – in this context, of course – dance sequences (see Judith Butler).

Bausch’s dance has aesthetic appeal – being by turns beautiful, harrowing, kineti-
cally exciting, eccentric and funny. But she was not satisfi ed with providing attractive, 
escapist illusions, and her work was designed more precisely to provoke emotional 
reactions. She admitted she was less interested in how people move than in what 
moves them. Thus she aimed to articulate and challenge some of the problems of 
daily life, especially those arising from gender relations. By repeatedly costuming 
her female performers in stereotypical social costumes of high heels and cocktail 
dresses and her male performers in suits, for example, her work evoked the oppres-
sions of gender categories even as it stimulated nostalgia for them (see feminism). 
Further, she challenged her audience to engage with and respond to her work by 
provoking them out of their passivity, whether by using iconoclastic movements, sets, 
costumes or music and sometimes surreal compositions, or by making her shows 
overlong or open-ended (see postdramatic theatre and postmodernism). By 
constantly invoking the dress and music of the 1930s and staging her work in land-
scapes that frequently ended up devastated, she also invited her audiences to think 
about historical events and transitions, especially in Germany.

Bausch’s demonstration of dance theatre’s potential has inspired many other 
choreographers and companies – including London-based DV8 Physical Theatre – 
to adopt and develop the form, and has inspired many theatre directors to enhance 
their use of the body in performance. Her work is known and celebrated interna-
tionally, not least through her company’s long-time touring to major world festivals. 
Following her death in 2009, the Wuppertal Dance Theatre continues to present 
Bausch’s choreography, led by long-term members Dominique Mercy and Robert 
Sturm.
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