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Wild Territory
Examining Urban Theatre Projects’ Recent Artist in Residence Theatre-making Work

Celina McEwen, University of Technology, Sydney, Australia

Abstract: Using Baz Kershaw’s framework and concept of ‘performance crisis’, this paper examines the ways in which
'Back Home', an all male cast theatrical performance about manhood, national identity and colonialisation, devised in
residence and dialogue with community members of Blacktown, western Sydney, Australia, was a potentially efficacious
theatrical performance. We discuss whether a very local theatrical performance committed to working with specific com-
munities considered at the margins of society by the media and government departments has the potential to effect social
change and to shape Australian culture. We argue that Back Home had the potential to be an efficacious theatrical perform-
ance as it brought people from a range of walks of lives to witness aspects of a specific community’s culture, to be challenged
and offered moments of reflection. We also argue that beyond Kershaw’s potential efficacy, Back Home, proved to have a
certain social and political impact on its community consultants and spectators.

Keywords: Australia, Communuity Theatre, Site, Community Participation, Community Cultural Development, Social Ef-
ficacy, Political Efficacy, Performance Crisis

Introduction

COMMUNITY THEATRE, OR com-
munity-based theatre as it is also sometimes
called, is often discussed in terms of its
‘worthiness’ or the ways in which it is direc-

ted towards some ‘greater social good’. There is,
however, a dearth of frameworks and theories about
the efficacy of this kind of work beyond anecdotal
evidence or the evaluation of its impact in terms of
social capital, capacity building or resilience. The
issue of efficacy of community theatre and its analys-
is, though very much discussed, remains an area
theoretically underdeveloped. There are numerous
examples of such discussions where a large amount
of data is collected and carefully analysed that sug-
gests a profound effect on participants. The theoret-
ical assumptions underpinning such assessments,
though, are rarely interrogated. Moreover, in many
cases, these analyses have little to say about the
performance as an aesthetic experience and about
the way aesthetics, ideology and socio-political
change might be related. One theorist who has en-
gaged with community theatre on these terms is Baz
Kershaw.

I am interested in using Kershaw’s (1992) theory
on efficacy in community theatre as it is a useful tool
to analyse what is left once the performance is over,
to analyse the conditions established during the de-
vising and rehearsal of a theatrical performance for
the community of local spectators and consultants’
to experience social and political change through the
ideological transactions and negotiations that take
place between performers and spectators during and

after a performance. His framework is helpful in
going beyond the anecdotal evidence or the acquittal
report in that it helps to analyse the ways in which
a theatrical performance might have an impact on
spectators, participants and their communities. Ker-
shaw (1992) defines theatrical performance as an
ideological transaction or a cultural intervention
between performers and spectators. He argues that
theatrical performances are efficacious or have the
potential to articulate notions of power and challenge
dominant power structures by creating a ‘perform-
ance crisis’. A performance crisis is the accumulation
of moments in a theatrical performance that push
spectators to review their taken for granted assump-
tions about their every day life. This hinges on
breaking the rules within and between the rhetorical
and authenticating conventions of performance as
well as striking a balance between a theatrical per-
formance’s oppositional (resistance to dominant
culture and media) and populist (with a tendency to
being incorporated by dominant culture and media)
nature as well as between the ludic and ideological,
the real and the not-real.

Working primarily through Kershaw’s framework,
this article offers an analysis of Back Home, a theat-
rical performance created by Urban Theatre Projects
(UTP). Arguably, this theatrical performance and its
company belong to a similar genre and movement
in Australia as that described by Kershaw in Britain
asBack Homewas created in residence and dialogue
with community members of Blacktown, western
suburbs of Sydney, Australia, between 2005 and
2006. A point of departure from Kershaw’s case
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studies, though, which I address later, is the inclusion
ofBackHome in the 2006 Sydney Festival program1.
UTP, previously known as Death Defying Theatre
(DDT), is one of a few companies that remain active
today in the once vibrant field of community theatre
and community cultural development (CCD) in
Australia. Since the late 1970s community theatre
and CCD have formed part of a recognised field of
activities characterised by a diversity of eclectic
practices and discourses, a common awareness of
the political dimension of this kind of work and a
conscious desire to engage with working class, mi-
grant or youth groups and communities in order to
make their voices heard. Since UTP/DDT’s creation
in 1981, the company’s theatrical performances have
explored to varying degrees issues and discourses of
empowerment (Stumm, 2003) and engaged with a
range of community groups, including young
homeless people, Pacific Islander communities,
‘mechanic’ enthusiasts, Indian communities and
refugees and asylum seekers.
Back Home is UTP’s third theatrical performance

in a series of work created in residence and consulta-
tion with specific communities2. It was created using
a participatory approach to artmaking located in,
with and for a specific site and people. Alicia Talbot,
the current artistic director of UTP, developed this
model of practice in response to a desire to create
work in dialogue with the physical and lived experi-
ences of the inhabitants of a site in order to hear
other original voices and embrace the matrix of social
and political meanings of that site. This particular
practice can be described as processes of engagement
with a site and of collaboration and dialogue between
local residents and a team of professional artists that
inform the content and form of a theatrical perform-
ance. It has two intertwined sets of processes: the
community processes that establish relationships
between artists and community members and gener-
ate theatrical material, and the artistic processes, that
transform generated theatrical material into a theat-
rical performance. There are parallels between these
two sets of processes and what Kershaw (1992) refers
to as the authenticating conventions and the rhetorical
conventions of performance. The authenticating
conventions are the source of the ‘real’ in a theatrical

performance. They form the set of shared understand-
ings about how symbols fit into a community’s cul-
ture and how they can be drawn from it in order to
devise a story. The rhetorical conventions refer to
the ‘not-real’ component of a theatrical performance.
They are “the conventions or signs which enable the
spectator to recognise and react to a theatrical per-
formance as a particular type of theatre event; they
establish distinctions between the different genres,
styles and kinds of theatre/performance” (p.257).
This includes what spectators expect to see when
they attend a theatrical performance, as well as what
is expected of them in such circumstances.

In the following, I analyse the potential social and
political efficacy of Back Home as it was performed
in January 20063 according to Kershaw’s criteria. I
discuss whether a very local theatrical performance,
committed to working with specific communities
considered at the margins of society by the media
and government departments, and raising questions
about notions of manhood, national identity and
colonisation has the potential to effect social and
political change or shape Australian culture.

Presenting the Local Community and
Culture
According to Kershaw, one of the conditions required
to establish a performance crisis is an acceptance
and engagement by spectators with the theatrical
performance’s form and content. For this to take
place it is essential that the theatrical performance
draws on cultural elements and symbols of a given
community. This desire to work with community
members to make their voices heard and culture seen
can be problematic, as Tom Burvill (1986) and
David Watt (1991) argue. The risks involve replacing
or exploiting people’s voices instead of amplifying
them. Such a risk may lead to the inadvertent homo-
genising of a multiplicity of communities and voices
that have come together around a project like Back
Home to form a community of experts. Back Home
avoided this problem by using participatory devising,
rehearsal and performance processes.

Community and culture are vital considerations
for UTP’s artistic director in shaping the develop-
ment of new work, selecting the artistic team and

1 The Sydney Festival is an international arts festival held over three weeks in January each year and is described as “Australia’s largest
and most attended annual cultural event. […] [which] presents the very best international and national performing and visual arts” (Sydney
Festival, 2006).
2 The first in the series was The Cement Garage, a theatrical performance made in consultation with young people attending High Street
Youth Health Service, in Harris Park, western Sydney, that dealt with issues of basic needs and homelessness for young people. It was
performed in 1999 in the double garage of the health service facilities (Talbot, 2000). The second work in the series was The Longest Night,
a theatrical performance made in residence with young people attending The Parks Community Centre, western Adelaide. It dealt with issues
of change for people living in public housing. It was performed as part of the 2002 Adelaide Festival in a motor maintenance workshop in
the Parks Community Centre (McEwen, 2003).
3 It was also performed as part of The Dreaming Festival in June 2006, Australia’s international Indigenous arts festival held every year in
Woodford, Queensland.
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generating content and meaning4. In developing
theatrical performance work that is site specific, site
is not a separate entity; it is an integral part of the
work. Sites can be complex matrices of social and
political meanings. They can be physical, economic,
cultural, historical and political environments with
visible and invisible codes or protocols. In that sense,
they are active and constructed environments that
are crowded with objects, nature and communities
that influence each other. This is a complex environ-
ment of ‘things’ brought together for a purpose or
by coincidence. The site and elements within are of-
ten labelled and categorised. Objects are labelled as
suburbs, housing commissions, malls, etc. Nature is
labelled as park, reserve, bush, etc. The sites UTP
engages with are usually labelled by the media and
government officials as disadvantaged, marginal,
suburban, out of reach, etc.; terms that denote deficit
or the lack of resources or culture. These labels and
categories don’t exist in isolation. They are inter-
locked in a complex relationship that involves mul-
tiple experiences, meanings and readings. These re-
lationships are what directly inform the aesthetic and
content of the work made on site. The work then
becomes a unique combination of artists, community
and site.

Blacktown is part of a greater area called Darug5

land in Aboriginal geography (Shearer cited in, UTP
2006a). It is approximately 35km from Sydney’s
CBD. It is in an area that once had a reputation of
being the ‘wild Wild West’ and is still considered
today by many ‘outsiders’ as a vast suburban waste-
land. Yet, the region is now characterised as
Sydney’s fastest growing suburban development,
manufacturing industries and high technology. It is
also the most populous area in New South Wales6

and contains one of the most culturally and linguist-
ically diverse populations in Australia including
people from over 50 countries with 63 languages and
the largest population of Aboriginal people in New
South Wales (Blacktown City Council, 2006), includ-
ing 74 different Aboriginal language groups and 32
clans (Shearer cited in, UTP 2006a).
Back Homewas made in partnership with 44 local

community consultants, the local City Council and
State Government departments using an extensive
process of discussion, improvisation and rehearsal.
Community consultants were paid and treated as
experts in their own lives and custodians of local
wisdom and knowledge. In over three months of
regular consultation and rehearsal sessions, the team
of artists and the consultants developed a common

understanding of the local community’s culture and
generated theatrical material and scenes that gave
shape to a theatrical performance.

For the performance, spectators were convened at
Riverside Theatre, a conventional theatre located in
Parramatta, western suburb of Sydney. From there
they were ushered onto coaches and driven to the
performance venue. During the 45-minute trip spec-
tators were taken in the heart of western Sydney, on
a literal journey through the sites and stories of
western Sydney. Spectators were being connected
by local community members, cum tour guides to
the historical, symbolic and spiritual nature of the
land. These guides pointed out the past and present
landmarks of Darug land. They told the spectators
about their past and present day lives on this land;
locations and names of walking tracks, waterways,
woods, local food sites, campsites and meeting places
for Corroborees. They told spectators about past and
present acts of invasion and resistance; names of
local heroes such as Pemulwuy, the Rainbow Warrior
of the Bidigal Clan, and Kiraban, an Awabakal man
from the Newcastle area who fought alongside
Pemulwuy.

At the end of the coach tour, spectators were let
out in front of a suburban house and shown through
to a fenced off backyard where raked seating banks
faced the back wall façade of a house and its back-
yard setting, complete with a familiar BBQ area.
Spectators could see two young men through the
kitchen window talking and preparing for the arrival
of other long time friends, Leo and Aaron. During
the following hour and a quarter, spectators followed
the lives of these four characters who, it is worth
noting, used the same names as the performers.
Again, spectators were taken on a journey with these
men who were coming to terms with their past and
facing up to their future; a passage from boyhood to
manhood, from love to anger and redemption.

The first half of Back Home established the rela-
tionship, mateship and bravado between the four
characters; four friends who reunite, celebrate, re-
member old times and discuss the every day rewards
and challenges of suburban life. As such, the ‘boys’
talked about the area as a close-knit community, but
they also talked about the struggles of keeping a
family together, of managing substance and domestic
abuse and of surviving issues surrounding cultural
identity. This section is characterised by fast paced,
high energy delivery, as the four characters sing
around a fire, play music, remember past loves, laugh
and tease each other, share a meal, play sport and

4 This reference and all subsequent references to Alicia Talbot’s practice and opinions are drawn from unpublished interviews and personal
correspondence with the author in early 2006.
5 There are many variants to the spelling of Darug, Dharug, Dharuk, etc. The one used here is the one used by the Darug Custodian Abori-
ginal Corporation and the Dhulllai Wiriwa Aboriginal Elders.
6 One of Australia’s eight states and territories to the south east of Australia.
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join in fantasy scenes, such as that of Aaron shadow
boxing Mike Tyson. This section also portrays the
local diversity and complexity of ‘ethnic’ cultures
through its collection of non-Anglo-Celtic Australian
characters. NOMISe is of Palestinian descent,
Shannon is an urban Indigenous man, Leo is a New
Zealand born Samoan resident in Australia and Aaron
is of Tongan and Torres Strait Islander (TSI) herit-
age. These were elements of the local culture to
which the local community members could relate.

The inter-textuality of the issues of mateship,
family and belonging as well as the archetypal qual-
ities of the characters allowed for a multiplicity of
reading. Thus, for those spectators, whom might be
termed ‘outsiders’, these themes however specific
to the given community and culture, enabled them
not only to be transported into an ‘other’ world, but
also to relate to and engage with the stories told. It
is also possible that, though devised by drawing on
traditions of community theatre and CCD, the theat-
rical performance was made more engaging for
spectators because it was performed by professional
artists, a radical departure from a more conventional
approach such as that of Ann Jellicoe (Jellicoe, 1987)
say. Another point of entry for ‘outsiders’ was the
inclusion, in a light manner, of some of their percep-
tions of the area. For instance when Aaron talked
about the taxi driver’s behaviour on entering the area:

Aaron: You wouldn’t believe this, bala. You
know that cabbie that brought me out here?

Shannon : Yeah

Aaron: He wanted me to pay the fare before I
even jumped in the cab.

Shannon : Yeah. That’d be right. Typical fuckin
Sydney cabbies.

Aaron: Yeah. And then he’s schoolin’ me right.
And we jump out here on the M4. And all of a
sudden he presses this button and all four doors
go on lockdown.

Shannon : Welcome home, brother. (UTP,
2006b)

Challenging Community and Culture
According to Kershaw, the second condition required
to establish a performance crisis is the incorporation
of material that challenges the community’s social
and cultural norms. Back Home engaged with strong
emotional, as well as social, cultural and political
issues. It expressed accepted areas of conflict, such
as the confrontation between the old and new self
and the conflict of interest between characters, that
culminated in a challenge to the spectators’ ideas of

manhood, national identity and colonisation. The
humour, the laughs, the fast pace, the gentle teasing
and the music that we see at the beginning starts to
disintegrate, as friendships are undermined. We’re
not too sure whether those four characters are still
friends in the end because there is such an attack on
who they are as individuals on their identity and their
position in society.

Consider this moment that marks the turning point
in the theatrical performance where the characters
are forced to confront their demons from their past
and their expectations of what their future holds.

Aaron: When are your mob and my mob gonna
start getting on?

Shannon : What are you talking about brother.
I thought our mobs did get on.

Aaron: Oh wake up Shannon . We haven’t
gotten along for years. Remember all them
times your family used to go off at me – calling
me an island mud cunt. Not once did you ever
stick up for me, brother.

Shannon : Hey... what do you mean brother.

Aaron: Bullshit, Shannon . Fuckin bullshit. We
haven’t stood united in this country for years.

NOMISe: Hey Aaron. How long have your
people been getting fucked with in this country.
Two hundred years? Three hundred years?

Aaron: Yeah…about that.

NOMISe: Man, my people have been getting
fucked with since the beginning of time. And
we’re still getting fucked with.

Aaron: So what you’re saying is that, just cos
my people have been fucked with for the last
two, three hundred years, that’s OK?

NOMISe: Nah man. I’m not saying that.

Aaron: What are you saying then? (UTP,
2006b)

This discussion concerning the oppression of the
characters’ respective people in their lands of origin
as well as in Australia is but one of several moments
in the theatrical performance of heated discussions,
physical violence and verbal abuse that presents a
potential threat or challenge to the community of
friends portrayed on stage, and also to a sense of
belonging and culture for the spectators. As the night
goes on in the performance, stronger substances are
consumed, and spectators come to experience a litany
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of shattered dreams and broken promises that rein-
force the characters’ realisation of their place and
role in society and the need for change. Such mo-
ments expressed the trauma caused by years of
fighting, oppression and struggle, but also raised
questions as to how to “wake up to yourself” as
NOMISe raps (through a collective approach of
uniting against the ‘system’ or an individualistic ap-
proach of making “better choices”?).

As the performance continues, the struggle
between western customs and indigenous customs
surfaces. Leo slowly gets rid of his attire of the social
worker to don a lavalava7 and singlet, revealing tra-
ditional Samoan tattoos. Aaron’s every day casual
clothes get more and more soiled through increasing
outbursts that are offset by moments when he sings
and dances to a song in Kala Kawau Ya dialect from
Saibai Island, TSI, as well as to a song from the
Koedal Clan, or the Crocodile Clan, of Saibai Island.
Shannon also joins in with a Kangaroo dance from
the Rainforest people (the Guguyalanji People) of
the Cape York Peninsula in North Queensland accom-
panied with clap sticks. For this segment he paints
his face with a mixture of dirt and beer. He also
refers to the importance of Aboriginal Indigenous
people the Australian music industry but is only able
to refer to media trivia. NOMISe, utters a few words
of Arabic throughout and towards the end removes
and burns all his clothes except for his shorts reveal-
ing a naked, vulnerable and sensitive man.

The work challenged notions of mateship in the
sense that mates are traditionally expected to help
and support one another rather than undermine each
other. These more personal challenges led to challen-
ging notions of culture, multiculturalism and colon-
isation. When issues of colonisation were discussed
quite openly, during powerful moments on stage
spectators might have thought that some of those
notions had been laid to rest or been accepted, but
the discussion revealed seemingly irreconcilable
differences and factions between the four friends and
the four nations they represent. The animosity ex-
pressed showed that colonisation and its scars haven’t
been overcome. This revealed no longer a homogen-
ous group of friends, but a group of heterogeneous
people that had formed temporary alliances that
broke down at a time of crisis.

In between these segments were moments of calm
and laughter, moments where characters made peace
and reached out to each other. These moments al-
lowed the spectator time to recover from the mount-
ing tension that led to Aaron and Leo’s silent depar-
ture while Shannon is still dancing and NOMISe is
slumped in a chair. This constituted an uneasy con-
clusion that lacked didactic solutions to conflicts, as
this reviewer wrote: “The precision in the direction

of Back Home is in the rhythm of mounting tension
and release, a repetitive cycle that builds and builds
to create a sense of growing unease without any
promise of escape” (Trezise, 2006, p2). Thus, an end
that potentially raises more questions for the spectat-
ors than it answers.

Blurring the Lines & Populism
Kershaw’s third condition for the establishment of
a performance crisis is the blurring of boundaries in
a theatrical performance between the playful and the
every day. This is where lies the challenge for per-
formance creation and reception.
Back Home blurred theatrical genres. The coach

tour was a guided tour, or running commentary
whereas the theatrical performance in the backyard
was more of a contemporary performance form.
Further, the first half of Back Home relied on com-
edy, gentle teasing, sport / playfulness and popular
music (rap/hip hop, reggae, rock, guitar vocals)
whilst the second half relied on drama, violence,
traditional songs and earth stomping dances. The
difference in pace, the ups and downs and the relent-
lessness of the theatrical performance, marked by no
intermission, acts or scene changes (no black outs,
drawing the curtains, etc.) as well as the opposing
concepts of high performance quality standards as
suggested by the use of professional performers and
the inclusion in the Sydney Festival and that of
community devising and consultation which inevit-
ably suggest lower standards of art, further blurred
the boundaries between the genres and challenged
the ‘outsider’ spectators in defining the relevant cri-
teria for judging or evaluating this work.

The coach tour also blurred the lines between on
and off stage. Again, the coach tour played with the
conventions of theatre and the distance between
performers and spectators. Lines were further blurred
when spectators understood the theatrical perform-
ance to be drawn from material gathered through
dialogue with local community members, but also
when they found out that the characters on stage had
the same name as the performers. This would have
left spectators guessing as to how much of them-
selves the performers were portraying and how much
of local voices they were hearing. This lack of dis-
tinction between the fictional characters and their
real self also questioned the notion of presentation
of culture and community, as argued by Auslander
(1992). This blurred the lines between the performers
as themselves the performers as ‘other’, the per-
formers as channelling the voices and stories of a
community. That blurring of the lines between the
real and not-real was further enhanced by the fact
that spectators from the inner west or eastern suburbs

7 Samoan term for a length of fabric wrapped around men’s waist.
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of Sydney were seated next to people from the area.
As a female spectator stated: “I sat with a young
Koori family (three young boys). In the first half
they “got” jokes and language I struggled with. They
laughed hysterically. In the second half they held on
to their seats, riveted to the drama. At the end we all
leapt to our feet– let off a very tight leash– and
yelled”.

Theatrical performances that play with the
boundaries between authenticating and rhetorical
conventions as well as challenge some of our assump-
tions or force on us particular social and political
agendas when we are not necessarily prepared for it,
outside of what spectators might consider real life
situations, tend to create an uneasy feeling, as this
audience member reported “I am still strangely un-
settled - strangely, because I deal with these matters
all the time and I thought I had insulated myself
somewhat”. This uneasy experience created by the
blurring of the conventions and the real and not-real
was balanced by moments in the performance that
were humorous, tender, that showed the soft side and
vulnerability of the characters, that appealed to our
understanding and emotions and brought spectators
into the play as participants emotionally engaged
with what was happening.

Conclusion
Back Home challenged spectators and the local
community it engaged with in their understanding
of mateship, colonisation and culture. The challenges
to notions of mateship were used to explore issues
of masculinity and identity which in turn were used
to explore the tensions between cultures. This was
done through its presentation of a place not ridden
with crime, but a multicultural hub of activity; a
place where people have rich traditions, community
spirit and life; a place where people have maintained
or redeveloped relationships to ancestral culture as
well as strong relationships to contemporary culture
where they are co-authors in a performance commis-
sioned by an international arts festival.

Beyond Kershaw’s conditions and requirements,
Back Home also challenged the artistic team in their
practice. It challenged them artistically through the
use of dialogue with expert community consultants
as well as the renegotiation of the tacit contract of
rhetorical conventions with their audience. In fact,
community consultants, spectators and artists all took
a risk. Even though taking risks isn’t one of Ker-
shaw’s conditions required to establish a performance
crisis, I believe it is an important element in the
provocation of situations where spectators question
how real is real or how real is a performance. This
‘risk’ might be the determining factor in tipping the
balance from potential to actual theatre efficacy. The

community consultants were destabilised by the
presence of artists in their everyday environment,
but also the artists were destabilised by having to
work outside of a black box, in an every day site of
life and work. Also by relating to some of the char-
acters’ stories and behaviours, it helped them recog-
nise and reflect on their own stories and behaviours.
As a result of this, some of the community consult-
ants brought their partners and siblings to observe
and learn from these consultations. Another result
of these community consultations was the establish-
ment of regular gatherings with both Aboriginal and
Samoan local community members to discuss com-
mon issues. The impact on the wider community was
also noticeable as one Bigambul community elder
commented, “It’s great hey daughter, finally sharing
our community issues in such a fantastic story that’s
not hurting anyone, even the actors… It’s about
time”. For another local spectator ‘[Back Home] re-
iterated that I have the choice not to endure the
trauma of these situations” (Bunjalung/Dhungutti
mother of five teenagers and grandmother of two);
“That’s how they go on, I see it all the time in the
community. It’s so real, as I hang out in a similar
cultural group” (19 yr old Bunjalung/Anawan man).
“Very raw and powerful show reflects community
cultural relationship to the T. Issues are very close
to the bone” (Gundungara/Yuin community elder).
The impact was not only due to their presence in the
audience, but also due to ‘outsiders’ witnessing their
lives on stage as well as the repetition of the perform-
ances over six nights that confirmed the community
expert’s status as co-authors (Shearer et al, 2006).

Having applied Kershaw’s framework and tested
the relevance of his conditions on a currently relevant
theatrical performance, I am mindful of its limita-
tions. Kershaw’s concept of potential efficacy in it-
self is problematic. He came to develop this concept
as he argued that the actual social and political im-
pact on audience was difficult to trace once out of
the theatre ‘walls’. He, thus, suggested looking at
the conditions that might bring about change rather
than looking for evidence of change. These condi-
tions are ‘ideal’ conditions. Also, efficacy is highly
contextual, historical and situated. What is effica-
cious in one time and space might not be elsewhere.
Moreover, the presence of a proposition and counter-
proposition or the blurring of the lines between au-
thenticating and rhetorical conventions on their own
is not enough to establish a performance crisis.
Lastly, Kershaw’s framework lacks the level of
complexity to analyse the tensions between local and
global community and culture and their relationship
to the devising rehearsal and performing of theatrical
performance. This emphasises the need for me to
revisit works such as Back Home focusing on issues
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of glocalisation and their relationship to concepts of
territory.
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