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Aﾏﾗﾐｪ ﾗデｴWヴ a;IWデゲ ﾗa S;ｷﾉ┞ ﾉｷaWが NW┘ )W;ﾉ;ﾐSげゲ ヮWヴaﾗヴﾏｷﾐｪ ;ヴデゲ ゲIWﾐW ｴ;ゲ ヴWIWｷ┗WS fair 

;デデWﾐデｷﾗﾐ ┘ｷデｴｷﾐ ｴｷゲデﾗヴｷI;ﾉ ;ﾐS IﾗﾐデWﾏヮﾗヴ;ヴ┞ ;ﾐ;ﾉ┞ゲｷゲ ﾗa デｴW Iﾗ┌ﾐデヴ┞げゲ I┌ﾉデ┌ヴ;ﾉ ;ﾐS social 

landscape. Collectively this work has advanced our understandings by contextualising 

ヮWヴaﾗヴﾏｷﾐｪ ;ヴデゲ aﾗヴﾏゲ ;ｪ;ｷﾐゲデ デｴW ﾐ;デｷﾗﾐげゲ ﾐ┌;ﾐIWS ふﾏ┌ﾉデｷ-)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 ﾏWﾏHWヴゲげ 
corporeal performances, practices and exchanges. In various ways (and at times focusing on 

SｷaaWヴWﾐデ ゲ┌HﾃWIデ ﾏ;デデWヴが Wくｪく ﾏ┌ゲｷIが S;ﾐIWが Sヴ;ﾏ;が gﾉﾏぶが デｴWゲW ｷﾐデWヴヮヴWデ;デｷﾗﾐゲ have 

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

)W;ﾉ;ﾐSげゲ ｴｷゲデﾗヴｷWゲ ;ﾐS ヮヴﾗIWゲゲWゲ ﾗa ﾐ;デｷﾗﾐ ﾏ;ﾆｷﾐｪく SIｴﾗﾉ;ヴゲ have recognised, however, that 

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

construction of cultural hierarchies, processes of けﾗデｴWヴｷﾐｪげが ﾏ;ヴｪｷﾐ;ﾉｷゲ;デｷﾗﾐ and 

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

ヴﾗﾏ;ﾐデｷIｷゲWS ﾐﾗデｷﾗﾐゲ ﾗa ; けヮヴﾗ┌Sげ ;ﾐS ゲﾗIｷ;ﾉﾉ┞ けヮヴﾗｪヴWゲゲｷ┗Wげ ﾐ;デｷﾗﾐｴﾗﾗS ふAヴIｴWヴが 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 

Iﾗﾐgｪ┌ヴWS ;ﾐS ふヴWぶヮヴWゲWﾐデWS ┘ｷデｴｷﾐ デｴW ﾐ;デｷﾗﾐげゲ ヮWヴaﾗヴﾏｷﾐｪ ;ヴデゲ ｴｷゲデﾗヴｷWゲく SﾗﾏW ﾗa these 

IﾗﾐIWヴﾐゲ aﾗヴﾏ デｴW H;ゲｷゲ aﾗヴ M;ヴｷ;ﾐﾐW SIｴ┌ﾉデ┣げゲ ヴWIWﾐデ ┘ﾗヴﾆが PWヴaﾗヴﾏｷﾐｪ IﾐSｷｪWﾐﾗ┌ゲ Culture 

on Stage and Screen (2016, Palgrave Macmillan). 

‘W｡WIデｷﾐｪ ｴWヴ ゲIｴﾗﾉ;ヴﾉ┞ ;ﾐS ヮWヴゲﾗﾐ;ﾉ H;Iﾆｪヴﾗ┌ﾐSゲが PWヴaﾗヴﾏｷﾐｪ IﾐSｷｪWﾐﾗus Culture on Stage 

and Screen is a continuation ﾗa SIｴ┌ﾉデ┣げゲ IヴｷデｷI;ﾉ W┝;ﾏｷﾐ;デｷﾗﾐゲ ﾗa I┌ﾉデ┌ヴ;ﾉ W┝ヮヴWゲゲｷﾗﾐ and 

efforts to articulate and understand the myriad roles that performing arts play in ヮWﾗヮﾉWゲげ 
lives, interactions and identities. Taking on what she terms the けﾏ;ﾐ┌a;Iデ┌ヴWS 
theatricalization reprWゲWﾐデ;デｷﾗﾐ ﾗa Mっ;ﾗヴｷ ;ﾐS Pっ;ﾆWｴっ; I┌ﾉデ┌ヴWげ ふヮくヲヰぶが ;Iヴﾗゲゲ seven 

Iｴ;ヮデWヴゲ SIｴ┌ﾉデ┣ ｷﾐ┗ｷデWゲ ヴW;SWヴゲ デﾗ IﾗﾐゲｷSWヴ デｴW ﾐ;デｷﾗﾐげゲ ヮWヴaﾗヴﾏｷﾐｪ ;ヴデゲ ｴｷゲデﾗヴｷWゲ anew. 

SIｴ┌ﾉデ┣げゲ aﾗI┌ゲ ｷゲ ﾐﾗデ W┝Iﾉ┌ゲｷ┗Wﾉ┞ ﾗﾐ Mっ;ﾗヴｷ ;ﾐS Pっ;ﾆWha¯ 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 

HヴW;Sデｴ デﾗ ┘ｴｷIｴ デｴW ヮWヴaﾗヴﾏｷﾐｪ ;ヴデゲが ;ﾐS ゲヮWIｷgIally 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 けﾗデｴWヴｷﾐｪげが 
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 ﾗa デｴW Iﾗ┌ﾐデヴ┞げゲ IﾗヴヮﾗヴW;ﾉ I┌ﾉデ┌ヴWき IWヴデ;ｷﾐﾉy 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 



ふﾏｷゲぶヴWヮヴWゲWﾐデ;デｷﾗﾐ ﾗa けﾐ;デｷﾗﾐ;ﾉげ ;ﾐS ｷﾐSｷｪWﾐﾗ┌ゲ ｷSWﾐデｷデ┞ Iﾗﾐゲデヴ┌Iデｷﾗﾐ ┘ｷデｴｷﾐ デｴW performing 

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

ヴﾗﾉW ｷﾐ ｴWヴ W┝ヮﾉ;ﾐ;デｷﾗﾐ ﾗa デｴW ﾐ┌;ﾐIWゲ ﾗa デｴW ﾐ;デｷﾗﾐげゲ ヮWヴaﾗヴﾏｷﾐｪ ;ヴデゲが ;ﾐS ｴWﾉヮゲ better 

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

New Zealand and beyond. 

TｴWヴW ｷゲ ﾏ┌Iｴ デﾗ SWﾉｷｪｴデ ｷﾐ SIｴ┌ﾉデ┣げゲ work. Historians looking for exemplars of how to 

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

W┝;ﾏヮﾉWが Iﾗ┌ﾉS ﾉW;ヴﾐ aヴﾗﾏ SIｴ┌ﾉデ┣げゲ IﾗﾐゲｷSWヴ;デｷﾗﾐゲ ﾗa デｴW ヴﾗﾉWゲ WﾐデWヴデ;ｷﾐﾏWﾐデが (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 に covered extensively in chapter three に 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 

SWﾏﾗﾐゲデヴ;デWゲ ｷﾐデWヴヮﾉ;┞ゲ HWデ┘WWﾐ ;ｪWﾐI┞ ;ﾐS IﾗﾐデW┝デ ;ゲデ┌デWﾉ┞ ｷﾐ Iｴ;ヮデWヴ g┗W when 

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

1909に10. 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 

けヮヴﾗaWゲゲｷﾗﾐ;ﾉげ I;ヮ;Iｷデ┞ Iｴ;ﾉﾉWﾐｪWS ヮ┌HﾉｷI ┌ﾐSWヴゲデ;ﾐSｷﾐｪゲ ;ﾐS ゲデﾗﾗS ｷﾐ Iﾗﾐデヴ;ゲt to their 

ﾏ;ﾉｷｪﾐWS デｴW;デヴｷI;ﾉ ヮヴﾗgﾉWく TｴWゲWが ﾗaデWﾐ Iﾗﾐデヴ;SｷIデﾗヴ┞が Iヴﾗゲゲ-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. 

SIｴ┌ﾉデ┣げゲ ;ﾐ;ﾉ┞ゲｷゲ ｷゲ ;ゲ IﾗﾏヮヴWｴWﾐゲｷ┗W ;ゲ ｷデ ｷゲ ｷﾏヮヴWゲゲｷ┗Wく ‘W;SWヴゲ ┘ｷﾉﾉ ;ヮヮヴWIｷ;デW the 

meticulous care taken in the footnotes (many of which will prompt readers to take SIｴ┌ﾉデ┣げゲ 
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 

ﾗa Tヴﾗｷﾉ┌ゲ ;ﾐS CヴWゲゲｷS; ;デ デｴW IﾐデWヴﾐ;デｷﾗﾐ;ﾉ Sｴ;ﾆWゲヮW;ヴW FWゲデｷ┗;ﾉが ;ﾐS ﾏﾗSWヴﾐ gﾉﾏゲ ゲ┌Iｴ as 

T;ｷﾆ; W;ｷデｷデｷげゲ Bﾗ┞ ふヲヰヱヰぶぶが SIｴ┌ﾉデ┣ ヴWﾏｷﾐSゲ ┌ゲ デｴ;デ デｴW ケ┌Wゲtions 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 

ふゲ┌Iｴ ;ゲ B;ヴﾐWゲ ふヲヰヱヲぶ ;ﾐS Sﾏｷデｴ ふヲヰヱンぶぶく AﾉﾗﾐｪゲｷSW デｴWゲW ┘ﾗヴﾆゲが SIｴ┌ﾉデ┣げゲ Hﾗﾗﾆ ｷゲ 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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