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AŵŽŶŐ ŽƚŚĞƌ ĨĂĐĞƚƐ ŽĨ ĚĂŝůǇ ůŝĨĞ͕ NĞǁ )ĞĂůĂŶĚ͛Ɛ ƉĞƌĨŽƌŵŝŶŐ ĂƌƚƐ ƐĐĞŶĞ ŚĂƐ ƌĞĐĞŝǀĞĚ fair 

ĂƚƚĞŶƚŝŽŶ ǁŝƚŚŝŶ ŚŝƐƚŽƌŝĐĂů ĂŶĚ ĐŽŶƚĞŵƉŽƌĂƌǇ ĂŶĂůǇƐŝƐ ŽĨ ƚŚĞ ĐŽƵŶƚƌǇ͛Ɛ ĐƵůƚƵƌĂů ĂŶĚ social 

landscape. Collectively this work has advanced our understandings by contextualising 

ƉĞƌĨŽƌŵŝŶŐ ĂƌƚƐ ĨŽƌŵƐ ĂŐĂŝŶƐƚ ƚŚĞ ŶĂƚŝŽŶ͛Ɛ ŶƵĂŶĐĞĚ ;ŵƵůƚŝ-)cultural histories, struggles and 

undercurrents of political, social and economic continuity and change. Prevalent in this 

regard are colonial and post-colonial interpretations of the industry and ŵĞŵďĞƌƐ͛ 
corporeal performances, practices and exchanges. In various ways (and at times focusing on 

ĚŝĨĨĞƌĞŶƚ ƐƵďũĞĐƚ ŵĂƚƚĞƌ͕ Ğ͘Ő͘ ŵƵƐŝĐ͕ ĚĂŶĐĞ͕ ĚƌĂŵĂ͕ ĮůŵͿ͕ ƚŚĞƐĞ ŝŶƚĞƌƉƌĞƚĂƚŝŽŶƐ have 

revealed something about the centrality (or otherwise) of the performing arts within New 

)ĞĂůĂŶĚ͛Ɛ ŚŝƐƚŽƌŝĞƐ ĂŶĚ ƉƌŽĐĞƐƐĞƐ ŽĨ ŶĂƚŝŽŶ ŵĂŬŝŶŐ͘ SĐŚŽůĂƌƐ have recognised, however, that 

histories of the performing arts have also been intertwined with, and complicit in, the 

construction of cultural hierarchies, processes of ͚ŽƚŚĞƌŝŶŐ͕͛ ŵĂƌŐŝŶĂůŝƐĂƚŝŽŶ and 

subordination, formation of mythscapes of inclusivity, diversity, identity pluralism and 

ƌŽŵĂŶƚŝĐŝƐĞĚ ŶŽƚŝŽŶƐ ŽĨ Ă ͚ƉƌŽƵĚ͛ ĂŶĚ ƐŽĐŝĂůůǇ ͚ƉƌŽŐƌĞƐƐŝǀĞ͛ ŶĂƚŝŽŶŚŽŽĚ ;AƌĐŚĞƌ͕ 2007; 

Barnes, 2012; Maufort & Donnell, 2007; Treagus, 2008). Most central to this ongoing 

critique are important questions concerning how M¯aori lives, experiences, narratives of 

indigeneity and indigenous expression, celebration, contestation and negotiation have been 

ĐŽŶĮŐƵƌĞĚ ĂŶĚ ;ƌĞͿƉƌĞƐĞŶƚĞĚ ǁŝƚŚŝŶ ƚŚĞ ŶĂƚŝŽŶ͛Ɛ ƉĞƌĨŽƌŵŝŶŐ ĂƌƚƐ ŚŝƐƚŽƌŝĞƐ͘ SŽŵĞ ŽĨ these 

ĐŽŶĐĞƌŶƐ ĨŽƌŵ ƚŚĞ ďĂƐŝƐ ĨŽƌ MĂƌŝĂŶŶĞ SĐŚƵůƚǌ͛Ɛ ƌĞĐĞŶƚ ǁŽƌŬ͕ PĞƌĨŽƌŵŝŶŐ IŶĚŝŐĞŶŽƵƐ Culture 

on Stage and Screen (2016, Palgrave Macmillan). 

‘ĞŇĞĐƚŝŶŐ ŚĞƌ ƐĐŚŽůĂƌůǇ ĂŶĚ ƉĞƌƐŽŶĂů ďĂĐŬŐƌŽƵŶĚƐ͕ PĞƌĨŽƌŵŝŶŐ IŶĚŝŐĞŶŽus Culture on Stage 

and Screen is a continuation ŽĨ SĐŚƵůƚǌ͛Ɛ ĐƌŝƚŝĐĂů ĞǆĂŵŝŶĂƚŝŽŶƐ ŽĨ ĐƵůƚƵƌĂů ĞǆƉƌĞƐƐŝŽŶ and 

efforts to articulate and understand the myriad roles that performing arts play in ƉĞŽƉůĞƐ͛ 
lives, interactions and identities. Taking on what she terms the ͚ŵĂŶƵĨĂĐƚƵƌĞĚ 
theatricalization reprĞƐĞŶƚĂƚŝŽŶ ŽĨ MȍĂŽƌŝ ĂŶĚ PȍĂŬĞŚȍĂ ĐƵůƚƵƌĞ͛ ;Ɖ͘ϮϬͿ͕ ĂĐƌŽƐƐ seven 

ĐŚĂƉƚĞƌƐ SĐŚƵůƚǌ ŝŶǀŝƚĞƐ ƌĞĂĚĞƌƐ ƚŽ ĐŽŶƐŝĚĞƌ ƚŚĞ ŶĂƚŝŽŶ͛Ɛ ƉĞƌĨŽƌŵŝŶŐ ĂƌƚƐ ŚŝƐƚŽƌŝĞƐ anew. 

SĐŚƵůƚǌ͛Ɛ ĨŽĐƵƐ ŝƐ ŶŽƚ ĞǆĐůƵƐŝǀĞůǇ ŽŶ MȍĂŽƌŝ ĂŶĚ PȍĂŬĞha¯ performance. Although this 

dominates many of the chapters and empirical material, Schultz also draws on examples 

from Aboriginal groups in Australia, Hawaii, and Native America to evidence the depth and 

ďƌĞĂĚƚŚ ƚŽ ǁŚŝĐŚ ƚŚĞ ƉĞƌĨŽƌŵŝŶŐ ĂƌƚƐ͕ ĂŶĚ ƐƉĞĐŝĮĐally the performing body, is imbedded 

within processes of nation making. Transnational and intersectional thinking affords Schultz 

the opportunity to consider more broadly how discourses and assumptions of ͚ŽƚŚĞƌŝŶŐ͕͛ 
stereotyping, cultural production and meaning making have been manifest within New 

Zealand, but have also framed performing arts industries, post-colonial identities and more 

recent forms of contemporary expression writ large. Such a focus is not necessarily novel 

within contemporary critiques ŽĨ ƚŚĞ ĐŽƵŶƚƌǇ͛Ɛ ĐŽƌƉŽƌĞĂů ĐƵůƚƵƌĞ͖ ĐĞƌƚĂŝŶůy not, at least, 

within my sub-discipline of sport history. However, drawing on an extensive array of local, 

regional and international archival sources and secondary material, what Schultz offers is an 

original and cogent thesis on some of the inordinate complexities of culture, identity and 



;ŵŝƐͿƌĞƉƌĞƐĞŶƚĂƚŝŽŶ ŽĨ ͚ŶĂƚŝŽŶĂů͛ ĂŶĚ ŝŶĚŝŐĞŶŽƵƐ ŝĚĞŶƚŝƚǇ ĐŽŶƐƚƌƵĐƚŝŽŶ ǁŝƚŚŝŶ ƚŚĞ performing 

arts sector. For Schultz, notions of hybrid cultural expression/cultural hybridity play a central 

ƌŽůĞ ŝŶ ŚĞƌ ĞǆƉůĂŶĂƚŝŽŶ ŽĨ ƚŚĞ ŶƵĂŶĐĞƐ ŽĨ ƚŚĞ ŶĂƚŝŽŶ͛Ɛ ƉĞƌĨŽƌŵŝŶŐ ĂƌƚƐ͕ ĂŶĚ ŚĞůƉƐ better 

understand the social, cultural and political dynamism of the performative body both  in  

New Zealand and beyond. 

TŚĞƌĞ ŝƐ ŵƵĐŚ ƚŽ ĚĞůŝŐŚƚ ŝŶ SĐŚƵůƚǌ͛Ɛ work. Historians looking for exemplars of how to 

articulate contextual complexities while keeping the centrality of subject matter, for 

ĞǆĂŵƉůĞ͕ ĐŽƵůĚ ůĞĂƌŶ ĨƌŽŵ SĐŚƵůƚǌ͛Ɛ ĐŽŶƐŝĚĞƌĂƚŝŽŶƐ ŽĨ ƚŚĞ ƌŽůĞƐ ĞŶƚĞƌƚĂŝŶŵĞŶƚ͕ (soft) 

diplomacy, played in New Zealand and British imperial relations during the early twentieth 

century. Not only did a regular and diverse array of performances serve to reiterate colonial 

and post-colonial persuasions, but also key individuals and groups (e.g., Alfred Hill and 

Princess Iwa ʹ covered extensively in chapter three ʹ tour directors and promotors, media 

outlets, and the performers themselves) served as agents in the production, reproduction 

and eventual reimagining of New Zealand and its cultural identities on stage, screen, picture 

and in sound. Frequent recourse to conventional, and romanticised, mythologies such as the 

legend of Tutanekai and Hinemoa, and emphasis on the iconic elements of M¯aori 

performing arts culture (e.g. Poi, Haka, Waka) also furthered agendas to this end. Schultz 

ĚĞŵŽŶƐƚƌĂƚĞƐ ŝŶƚĞƌƉůĂǇƐ ďĞƚǁĞĞŶ ĂŐĞŶĐǇ ĂŶĚ ĐŽŶƚĞǆƚ ĂƐƚƵƚĞůǇ ŝŶ ĐŚĂƉƚĞƌ ĮǀĞ when 

analysing experiences and receptions of M¯aori performing arts groups in New York in 

1909ʹ10. Exacerbated by dramaturgical effects, commercial ploys, and prevailing racial 

hype, tours of M¯aori performers abroad consolidated preconceptions of exoticness and 

ethnic binaries; but, in contradistinction, the presence of M¯aori on foreign shores in a 

͚ƉƌŽĨĞƐƐŝŽŶĂů͛ ĐĂƉĂĐŝƚǇ ĐŚĂůůĞŶŐĞĚ ƉƵďůŝĐ ƵŶĚĞƌƐƚĂŶĚŝŶŐƐ ĂŶĚ ƐƚŽŽĚ ŝŶ ĐŽŶƚƌĂƐt to their 

ŵĂůŝŐŶĞĚ ƚŚĞĂƚƌŝĐĂů ƉƌŽĮůĞ͘ TŚĞƐĞ͕ ŽĨƚĞŶ ĐŽŶƚƌĂĚŝĐƚŽƌǇ͕ ĐƌŽƐƐ-cultural encounters continue  

as a theme throughout the book and provide Schultz with an effective lens through which to 

view the progression of indigeneity within popular culture expression. 

SĐŚƵůƚǌ͛Ɛ ĂŶĂůǇƐŝƐ ŝƐ ĂƐ ĐŽŵƉƌĞŚĞŶƐŝǀĞ ĂƐ ŝƚ ŝƐ ŝŵƉƌĞƐƐŝǀĞ͘ ‘ĞĂĚĞƌƐ ǁŝůů ĂƉƉƌĞĐŝĂƚĞ the 

meticulous care taken in the footnotes (many of which will prompt readers to take SĐŚƵůƚǌ͛Ɛ 
ideas further). Moreover, by bringing readers to more contemporary performing arts 

examples (e.g., the 2011 Rugby World Cup ceremonies, the 2012 te reo M¯aori performance 

ŽĨ TƌŽŝůƵƐ ĂŶĚ CƌĞƐƐŝĚĂ Ăƚ ƚŚĞ IŶƚĞƌŶĂƚŝŽŶĂů SŚĂŬĞƐƉĞĂƌĞ FĞƐƚŝǀĂů͕ ĂŶĚ ŵŽĚĞƌŶ ĮůŵƐ ƐƵĐŚ as 

TĂŝŬĂ WĂŝƚŝƚŝ͛Ɛ BŽǇ ;ϮϬϭϬͿͿ͕ SĐŚƵůƚǌ ƌĞŵŝŶĚƐ ƵƐ ƚŚĂƚ ƚŚĞ ƋƵĞƐtions that lay at the heart of her 

text remain open and subject to our continued interrogation. While some scholars may 

desire more examples, analysis or cross-cultural/transnational inclusions to widen audience 

appeal, the text stands commendably as it is and sits in harmony with contemporary works 

;ƐƵĐŚ ĂƐ BĂƌŶĞƐ ;ϮϬϭϮͿ ĂŶĚ SŵŝƚŚ ;ϮϬϭϯͿͿ͘ AůŽŶŐƐŝĚĞ ƚŚĞƐĞ ǁŽƌŬƐ͕ SĐŚƵůƚǌ͛Ɛ ďŽŽŬ ŝƐ a 

valuable contribution that nudges historical and post-colonial debate in New Zealand and 

should further stir our collective intrigue with body knowledge, ideology and politics. 
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