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porn, which is cited. Finally Nead 
argues that the new media and new 
visual technologies of the 1990s 
must not be ignored by feminists. 
New producers of and audiences for 
images are emerging. Men are no 
longer the sole arbiters of images of 
female desire and pleasure. The im
portant question is who has the 
power of representation, of defi
nition, and of delineation around the 
female nude. No one could argue 
with Lynda Nead's conclusion that 
we must ensure that women also 
decide what is pleasurable and excit
ing in the new visual technologies. 
But whether they will provide more 
space for feminist voices and images, 
as she asserts, remains to be seen. 

Caroline Evans 

Contemporary Feminist 
Theatres: to Each her Own 
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London: Routledge 1993, 
ISBN 0 415 07306 5, £11.99 Pbk, 
ISBN0415073057, £35.00Hbk 

Since Michelene Wandor's Carry on 
Understudies was published in 1986, 
there have been few books which 
bring together the almost nonexist
ent coverage of contemporary femin
ist theatres. From an academic point 
of view, disparate information about 
the recent history, theories and prac
tices of feminist theatres has had to 
be gleaned from a wide range of often 
ephemeral sources such as articles, 
chapters, papers and even word-of
mouth, frequently deriving from cul
tural, literary and film criticism 
rather than the specifically theatre
related, and although the author has 
extensively and generously acknow
ledged the pioneering work done by 
other writers, there continues to be a 
constant cry for work which begins 
to bring some of these concerns 
together. Equally, there is a need 
to valorize the experiences offemin
ist theatre practitioners: writers, 
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directors, performers and designers, 
whose work and ideas are by their 
nature marginalized or lost through 
a lack of authorization. In this de
tailed and meticulous book Lizbeth 
Goodman sets out to achieve both 
these tasks, and the eagerness with 
which her book has been pounced on 
by women working in theatre and 
particularly academia is a clear in
dication of such needs. However, as 
is generally the case with desires, 
fulfilment is not always entirely 
achieved. 

The book is concerned specifi
cally with political theatre oriented 
toward change; a history of British 
'feminist' rather than 'women's' 
theatre produced since 1968. This 
strategy means that forms of theatre 
practice and critical approaches de
veloping from psychoanalytic, post
structuralist or postmodern theo
ries, and particularly those of the 
French feminists, have been necess
arily but sadly omitted, although the 
book does set out to address cultural 
contexts and informing performance 
theories as well as their differences 
and similarities in theatre and so
cietal practices. 



The book is extremely well
organized with self-contained chap
ters and sections which are not de
velopmental, but which frequently 
cross-reference where necessary 
(and sometimes, frustratingly, do 
not). The reasons for the organiz
ation of the eight broad chapter 
headings are clearly set out in the 
Introduction. The positive aspect of 
this organizational strategy means 
that the book is excellent for 'dipping 
into' for particular information, and, 
indeed I was able immediately to 
recommend the section on the rep
resentation of Black women in con
temporary theatres to a student who 
is working on precisely that topic. 
However, because the book is so 
painstakingly researched and brings 
together a great deal of information 
rather than innovative concepts or 
ideas, it is difficult to read it right 
through, although the extensive 
Introduction and the thoughtful 
Conclusion which seeks new defi
nitions for the 'ambiguous identities' 
of feminist theatres provide a strong 
structural framework. 

Within that framework how
ever, there are some apparent, and 
perhaps inevitable, inconsistencies. 
Although the strategies and par
ameters are clearly set out and most 
chapters focus exclusively on the 
social, historical or contextual, the 
chapter on lesbian theatres is specifi
cally theoretical, applying some of 
the ideas from feminist film and 
literary criticism (based on Laura 
Mulvey's theory of the male gaze), to 
the culturally produced image of'the 
feminine' and exploring the con
struction of the lesbian spectator in 
theatre. This theorizing of the spec
tator was rather at odds with other 
explorations of audience in the book 
which were almost entirely sociologi
cal. Lizbeth Goodman laments the 
lack of any comprehensive gender
and/or ethnicity-specific audience 
survey but, in the manner which is 
adopted throughout the book, she 
collects together a wide range of 
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useful and otherwise disparate infor
mation. 

This need to encompass infor
mation and ideas means that there is 
also a collapsing of theoretical no
tions of authorship with the concrete 
problem of whose name should ap
pear on published materials, par
ticularly for plays or performances 
which have been collectively devised 
and written. 

The advantage of such exhaus
tive coverage, however, is that much 
of the work done in and by feminist 
theatre(s) in Britain is recorded and 
is supported by an excellent bibli
ography which indicates extensive 
riches for further reading; the pains
taking research done by Lizbeth 
Goodman offers the reader a history 
of the struggles and achievements of 
a wide spectrum of women engaged 
in the representation(s) of self in 
feminist theatre since 1968. Lizbeth 
Goodman also moves towards a 'new 
theory' for feminist theatre(s) which 
aims to take account of aesthetic and 
political considerations within the 
diversity and range of practices de
scribed in the book. Although she 
proposes a more 'practical' approach 
than the 'new poetics' suggested by 
Sue-Ellen Case (Case, 1988: 112), 
they are both arguing for a flexible 
theory which encompasses a dialec
tical relationship between theory 
and practice. 

This is a hugely useful book, 
filling in many gaps, and students in 
particular will find it a rich resource 
and a sound introduction to further 
study. Practitioners and academics 
alike will find in its range of detail an 
informative account of often un
recorded recent feminist theatre his
tories. 

Sue Smith 
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