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for, Shapiro’s publishers have eschewed notes and a bibliography for a
“Bibliographical Essay,” which presents his exhaustive research in a readerly fashion
more than a “researcherly” one; it would be a frustrating document to use to track
down an individual reference.

In a way, both books stage a question about audiences in the form of histori-
ography that their subjects were putting on actual stages across the United States:
Who is this work for? How might it be used? Personally, I will not hesitate to
recommend The Playbook to politically like-minded theatre-loving friends, and
I may assign a chapter or two in my theatre history classes. But as a fellow scholar
in this corner of the field, I will turn to Cox’s work regularly, and likely for a long
time.
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The Introduction of Kellen Hoxworth’s Transoceanic Blackface: Empire, Race,
Performance outlines the three terms noted in the subheading, carefully detailing
the origins and usage of each keyword, and reading like a well-authored
and cited textbook on the subject of international blackface minstrelsy and racial
impersonation. Drawing on explorations of blackface in both US and international
contexts by scholars including Eric Lott, Catherine M. Cole, and Jill Lane,
Hoxworth approaches blackface as a phenomenon that predates the Jacksonian
period in US politics and that is not limited by nationalistic thinking or
borders. Instead, he argues that blackface was an international currency that
trafficked in the widely understood logic of racial impersonation throughout
the eighteenth and nineteenth centuries in the Anglophone empire. Hoxworth
writes:

Whether staged in imperial metropoles or on colonial frontiers, transoceanic blackface
constituted a popular, everyday mode of performance that involved all classes of
white imperial society. The white, male, working-class environment in which
minstrelsy flourished throughout the United States during the Jacksonian era
(ca. 1820s-1830s) was not the only—nor the primary—basis for its transoceanic
popularity, which drew together “high” and “low” performance cultures of the
Anglophone empire. (9)
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This claim, in and of itself not necessarily a novel one, forms the basis of
Hoxworth’s overarching argument. The resulting book is highly teachable (espe-
cially for undergraduate audiences new to theatre research) and makes a valuable
contribution by bringing together many disparate resources and archives in conver-
sation with existing scholarship on nineteenth-century blackface.

Although Hoxworth does not offer a new framing to analyze these texts, his
primary contribution is the historical and archival breadth of the work. Other
scholars have offered a transnational or international approach to the histories
of blackface and racial impersonation, but Hoxworth draws these archives into
conversation under the umbrella of empire, more specifically the British
Empire of the eighteenth and nineteenth centuries. This historiography lends
greater context to the transnational scope of blackface performances of that
era. To that end, each chapter is organized more thematically than chronologi-
cally and offers unique case studies that expand our definitions of racial imper-
sonation. In Chapter 1 Hoxworth traces “the traffics of blackface performance
throughout the circum-Atlantic Anglophone empire from the mid-eighteenth
through the early nineteenth century” (32). Chapter 2 follows a narrower tract
as he traces the origins and exchanges taking place around the dramatic figure
of “Jim Crow” in the nineteenth-century Anglophone empire (67). His tracing
denies, or rather resists, nationalistic boundaries that would claim Jim Crow to
be a distinctly US cultural benchmark, offering instead case studies from
“Australia, Canada, South Asia, Jamaica, and southern Africa” (67). Chapter 3
“maps global circulations of ensemble blackface minstrelsy and its imperial
racial repertoires” (91). Throughout the chapter, he traces the progression of
blackface from solo acts to ensemble performances. Chapter 4 deals with
“British imperial stagings of Othello,” and how they “demonstrate that theatrical
enactments of miscegenatory anxieties were not limited to the racial formations
of the newborn United States of America but rather constituted a global,
transoceanic phenomenon” (128). The final chapter, Chapter 5, explores the
evolution of vyellowface and brownface performance as they developed
alongside transnational blackface. Hoxworth argues that “The overlapping and
intersecting repertoires of blackface, yellowface, and brownface trace the ‘racial
triangulation’ not only of Asian migrants in the United States but also of
differently racialized Asian subjects and subalterns throughout the Anglophone
empire” (159).

The depth and rigor of the archival research utilized in this work are striking.
Due to this, the reader gains a thorough understanding of the landscape into
which blackface was born in the eighteenth and nineteenth centuries. By extending
the timeline and analysis of blackface beyond the nineteenth century, Hoxworth
excavates key information about the history of racial impersonation in the
Anglophone world. By the conclusion of the monograph, the reader will have a
firm understanding of the case studies and history of racial impersonation as it
relates to the multifaceted racial formations of the Anglophone imperial world,
without privileging solely the US-born racism that dictated the politics and perfor-
mances of the nineteenth-century American stage. Undergirding these racial anx-
ieties was a desire to reinstate white supremacist ideology and control that blackface
minstrels and racial impersonators espoused during their performances. Hoxworth
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expertly explores the themes of empire and race as they relate to performance in
ways that will prove useful to educators and students engaged in courses on the
eighteenth and nineteenth centuries, Black studies, performance studies, and
theatre history.
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Jacqueline Shea Murphy’s new book, Dancing Indigenous Worlds: Choreographies
of Relation, is remarkably ambitious in scope: traversing diverse Indigenous com-
munities in North America, Australia, and Aotearoa New Zealand. It is also exper-
imental in its approach to the question of relationality, as throughout the book she
tries on different ways of representing her experiences and incorporating the voices
of the artists she has encountered on her travels. After she begins by positioning
herself as a “settler dance scholar” (xi), the book unfolds as a succession of stories
of her travels: watching dance, talking with performers and spectators, taking part
in workshops and creating conversations, and thinking about performance and per-
formativity as she bikes to and from campus. In so doing, she works repeatedly both
to show us what she means by “choreographies of relation” and to model this
relationality.

Her journey begins in Aotearoa, New Zealand, with the Te Matatini—the
national kapa haka festival. Much of her attention is directed away from the
stage and toward the community, touched by her experience of mandakitanga (hos-
pitality). Similarly, while she is alert to the collective artistry in Atamira Dance
Company’s performance of Mitimiti at Auckland’s Q Theatre (2015), what absorbs
her is the sense of communion with the people around her. A large part of
Chapter 1 is given over to other voices—notably the reflections of Mitimiti’s cho-
reographer, Jack Gray. Here, as throughout the book, we can see Shea Murphy, the
settler dance scholar in theory and in practice, stepping to one side, giving stage to
Maori and Indigenous artists and academics.

The second chapter takes us to a workshop on the UC Riverside campus,
hosted by Shea Murphy and led by Rulan Tangen, founder and director of
Dancing Earth Creations. Shea Murphy describes the workshop, its place and
participants, in detail as, over the course of the chapter, her self-identification
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