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In coming to grips with such a rich and complex practice, and after a fifteen-page
introduction, Thurow organizes her analysis into four chapters, ‘Culture and Historical Context’
and ‘Contemporary Indigenous Australian Theatre’, and a chapter each for two case studies,
Scott Rankin’s the Namatjira Project () , and Wesley Enoch and Anita Heiss’s I Am Eora
(). In contextualizing race relations in Australia, Thurow highlights many of the challenges
that indigenous peoples have experienced under colonial occupation and the subsequent
subjugation of native voices, culture and society. But far from a history lesson this book quickly
moves into a discussion of current theories that privilege indigenous ways of knowing, seeing
and doing, drawing on the works of indigenous Australian scholars such as Aileen
Moreton-Robertson, Marcia Langton, Iren Watson and Mick Dodson. Thurow shows an adept
understanding of indigenous culture and philosophies and how they manifest in everyday lives
of indigenous peoples in Australia.
This book would be of interest to both indigenous and non-indigenous scholars in the fields
of indigenous, postcolonial, literary, theatre and performance studies. The two case studies may
also have relevance to scholars of feminist studies as the works discussed involve men in
creative leadership roles, and foreground indigenous male identities onstage.
The main merits of this book are in the insightful, intelligent and considered conversations
Thurow presents on collaborative theatre-making, cultural considerations (protocols) for working
with indigenous stakeholders, and, more broadly, the representation of subjugated identities on
Australian stages. Thurow’s clear and concise construction of ideas is held together by a
rigorous and highly skilled understanding of scholarship and a deep engagement with the
indigenous experience. Despite the exclusion of indigenous scholarship, Thurow offers a
comprehensive study of indigenous theatre in Australia while extending that discourse to
include collaborative works by non-indigenous theatre-makers.
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As calls for representational transparency in theatre reach a critical mass, Casting a Movement: The
Welcome Table Initiative elevates endeavours currently promoting and enacting inclusivity-driven
revolutions both onstage and behind the scenes. Editors Claire Syler and Daniel Banks curate a
collection of case studies that investigates the efforts to foreground the bodies and stories from
marginalized cultural groups in classrooms and productions. Using Banks’s previously
published essay ‘The Welcome Table: Casting for an Integrated Society’ as its point of
departure, this anthology challenges educators and practitioners to interrogate the tenets, the
structures and the terminologies that have historically suppressed accurate depictions of the
communities that theatres purport to reflect. Through an assemblage of critical responses to
emerging progressive casting initiatives, this book amplifies the rigorous work under way to
invigorate the movement toward broader inclusion and to expose the underlying and overt
biases that hinder the quest for equity in theatres across the country.
The expansive volume highlights interventions in casting undertaken to initiate systemic
change to theatre’s engagement with people of colour, people with disabilities and the myriad
intersections of these populations. Each of the book’s seven parts follows the same format –
prologue, case study and epilogue – to create critical dialogues between the separate authors of
the pieces that comprise each section. Syler and Banks ambitiously cast a wide net to
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include the perspectives of as many underrepresented communities as possible. Equally impressive
as the breadth of a project that provides so diverse a chorus of voices is its surprising depth that
reveals unexpected universality embedded within the intimate experiences shared by its
collaborators.
The first section, ‘Culturally Conscious Casting’, addresses the implications of using black
and brown bodies to tell stories originally written by white playwrights for white communities.
Justin Emeka’s illuminating case study shares his process for infusing his characters with rich,
culturally specific foundations in his productions of Macbeth and Death of a Salesman. In
‘Approaches to Casting Middle Eastern American Theatre’, the authors underscore the work
created by Golden Thread Productions in San Francisco and offer potential solutions for
increased Middle Eastern-American representation in educational and professional
environments moving forward. ‘Casting Disability and Culture’ exposes the vital need for better
training and inclusion of disabled actors. Carrie Sandahl’s essay dissects the insidious
incongruities that shape theatre’s handling of disability in its schools and on its stages.
The fourth section, ‘Casting and Multilingual Performance’, demystifies the challenges of
cross-lingual productions using revelatory dramaturgical research. ‘Casting Contemporary
Native American Theatre’ emphasizes the efforts of Native Voices at the Autry, a Los
Angeles-based organization that champions Indigenous storytellers, and its mission to create
more equitable spaces and resources for Native theatre-makers. ‘Subverting Stereotypes’
interrogates issues surrounding authenticity in cross-cultural casting. Dorinne Kondo’s
experiences with Anna Deavere Smith’s Twilight: Los Angeles,  and David Henry Hwang’s
Yellowface provide specific examples for crucial conversations surrounding performances of and
by people of colour. The book’s final section, ‘Casting across Identities’, explores the racial and
cultural intersections encountered during the creation and production of Collidescope . at
UMass Amherst in . Banks closes the collection with a penetrating reminder of the work
remaining to ensure that all can be welcomed to the table.
Each of the unique contributions in Casting a Movement merits individual attention and
would benefit from thorough anthologies of their own. One of its many strengths lies in its
ability to inspire hopeful solutions to the seemingly hopeless undertaking of, as its subtitle
suggests, welcoming wider diversity to all casting practices. The few, yet immeasurably
important, successes in these endeavours found among its chapters present a road map for
teachers and practitioners alike to initiate foundational changes to casting practices that will
further the revolutionary measures already under way. ‘Part of achieving equity is a genuine
willingness to listen and to consider one another’s truths’, Banks affirms in his Afterword
(p. ). As this volume reaches classrooms and institutions around the globe, the voices
echoing through its pages will challenge theatre-makers to remember the implications that
bodies of colour and other-ableness carry with them into production and to rethink the ways
they welcome all communities to the table.
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