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Introduction

The aim of this review is to summarise research that explores the role of performance in the constitution of community and authority. It will emphasise the importance of creative, artistic and experimental practices and performance in the making of community. One aim of the review is to provide some resources from which to elaborate a defence of the social impact of aesthetic and performative practices in fostering civil society, community empowerment and participatory political life.

My concern here, then, is with the ‘aesthetics’ of community. That is to say, it is with the ways in which community makes itself felt, how it is staged, and how it is made visible, as well as how different means of creating and communicating experience place demands upon, and create capacities for, communities. Performance, we will see, is one important means through which community is made visible to itself, and through which an experience of community, solidarity and being-together is produced and reproduced. For this reason, performance is a means by which communities acquire added capacities and powers to transform themselves and others. By performance, I refer to a broad range of practices including: public art; theatre; protest; parade; testimony; meetings; and assemblies.

This review is concerned with empirical accounts of the performance of community, and a theoretical exploration of the aesthetics of authority will be developed elsewhere. Here it is useful, however, very briefly to explain the analytical categories through which the material in this review will be organised. My proposal is that research on aesthetics, authority and the performance of community can usefully be divided along three (intersecting) axes amplitude; gravity; and distance. 

1. Amplitude. Authority, as a form of positive power, involves an experience of augmentation – an increase of power. In other words, it is related to the production of amplitude: heightened, increased, amplified experience. Different kinds of authority emerge by making community visible and experienc through production of amplified visibility, affect, or spectacle. This production of amplitude makes visible forms of supra-individual (i.e. communal) identity.     
2. Gravity. Authority is connected to an experience of ‘weightiness’. The decline of (transcendent) authority in modernity, by contrast, is experienced as a feeling of weightlessness where ‘all that is solid melts into air’. Some performances create a feeling of gravity through re-imposing links to a foundational past, tradition, ritual, blood, soil, or ideology. Other forms of non-foundational authority, by contrast, derive from experiences of gravity that are created out of, rather than in opposition to, the mobile, fleeting and exceptional.
3. Distance. Authority is produced through reference to an outside and via differential access to truth or the absolute. Transcendent authority is linked to a notion of sovereignty bound up with the idea of a wholly distant (i.e. transcendent) foundation, such as a sovereign God or a founding act in the distant depths of time. Immanent authority, by contrast, involves reference to different kinds of distance and novel performances of the outside. Distance is created through experiences of excess, transgression, play, and risk. 
Amplitude 

A number of writers have explored how performance is used as a means of making community visible to itself and to others, and of generating an amplified experience of connectivity and being together. In this section, I will discuss some different ways in which researchers have written about the means by which performances can generate amplified experiences of community. Firstly, since it is the long nineteenth century that is generally associated with the decline of transcendent authority, I will highlight the rise of performances of communal identity during this period, and the interest that started to be taken in street parades, public art, organized protests, and semiotically dense municipal architecture. Secondly, I will discuss how artistic groups including avant-garde movements and community arts organizations used performance in order to confer increased visibility upon marginalized or disempowered communities. Thirdly, I will briefly discuss accounts of ‘spectacular’ performance that argue that modern performances of community, overdetermined by capital, disempower community even as they create new forms of communal experience. Finally, I will discuss accounts of ‘affective’ performance which problematize the oppositions between active/passive and performer/spectator upon which these accounts rely. Common to each of these strands of enquiry is an attempt to understand the creation of community in terms of whether and how dramatizing community enables amplified experiences of community, solidarity and togetherness to come into being.
Histories of Performance: Ritual, Community and Claims Making in the Long Nineteenth Century

During the mid eighteenth century, the ancient metaphor of the theatrum mundi (world as theatre) became prevalent and acquired new resonances. Jean-Jacques Rousseau denounced modernity’s destruction of community and in 1757 wrote a treatise showing how the conditions of life in Paris forced people to become actors in order to be sociable with each other in the city (Rousseau, 1759). In 1759, Fielding wrote of London having become a society in which stage and street were ‘literally’ intermixed; the world as theatre was no longer ‘only a metaphor’ as it had been in the Restoration (cited in Sennett, 1977:64). In subsequent decades, strategies of community and authority production took markedly performative turns. Simon Gunn’s study of middle-class ritual and authority in English cities between 1840 and 1914 notes how the explosion of population in industrial cities, and a widespread disquiet at the new anonymity of the industrial metropolis, led to worries concerning an ‘unconnected population’. A frequently stated aim of nineteenth century social and cultural institutions was to reconnect individuals of similar status, taste and interests. Gunn shows how from 1850 public culture came to be conducted outdoors, as in the case of promenades and civic processions, or in settings such as the concert hall or the giant exhibitions of art and industry where the events could be presented as spectacle. ‘Middle class appearance in public’, he argues, ‘was strongly ritualised and formalistic, whether this concerned individual self-presentation or collective display. Linking divergent activities, from civic ceremonial to promenading in the shopping streets ... was the impulse to convert appearance in public into images of authority, to make social difference and the assertion of power over others visible by symbolic means’ (Gunn, 2000:30). 
As Charles Tilly demonstrates, this performative turn was not limited to hegemonic, bourgeois forms of public culture (see also, for example, Goheen, 1993; Horner, 2010). His study of contentious public political performances shows how political claims making is performed through a relatively small range of activities whose scripts, whilst continually changing, remain heavily indebted to earlier struggles. ‘[P]eople who make contentious claims in a given time and place draw on a very limited repertoire of performances. Most of the performances are sufficiently familiar that participants know more or less how to behave and what to expect’ (Tilly, 2008). The street demonstration, for example, was developed from earlier forms of collective action such as religious processions, military parades, and excursions by fraternal orders. It involved deliberate borrowing and adaptation, as well as negotiation with authorities over participants’ rights to borrow and adapt these routines (Tilly, 2008:29). The available range of repertoires, he argues, both enable and constrain the possibilities of collective claims-making through public performance. Claims making is something that is learned and not spontaneously improvised. 

More evidence for a growing demand to make shared identities and values visible is found in the nineteenth-century preoccupation with erecting public monuments and statues. A wide body of research in cultural geography has demonstrated how public artworks, municipal architecture and the ‘cultural landscape’ more generally became key discursive sites for establishing, maintaining and contesting social and political legitimacy and authority (e.g. Cosgrove, 1984; Cosgrove & Daniels, 1988; Johnson, 1995; Mitchell, 1994; Whelan, 2003). Such buildings and artworks were coded with dense layers of meaning. In contrast to the more ephemeral performances of parades, processions and so on, these were intended as lasting performances of a specific vision of urban community. The layout of the city itself was often (as with Haussmann’s Paris, for example) designed to embody specific relations of authority (Loyer, 1988). However, as such monuments proliferated, this explosion of urban semiotic code quickly became increasingly indecipherable – a worry expressed in France, for example, by the literary construction of the ‘flaneur’, the heroic decoder of the urban text (Tester, 1994). This particular way of conferring visibility upon authority, therefore, declined in the period following the First World War. 

Community Arts

Many of these nineteenth-century performances of authority were carefully controlled and regulated with a view to preserving dominant hierarchies and power relationships. The emergence of what is often referred to as the ‘historical avant-garde’ from the 1880s was one response to this. Walter Benjamin’s (2002) analysis of the avant-garde in his influential ‘work of art’ essay can be interpreted as showing that one key aim of the avant-garde was to destroy the last traces of traditional forms of authority, and thereby to create a space for new combinations of art and everyday life. 
 

This concern with effecting social change provides one link between avant-garde art and community arts. Whilst avant-garde art and community arts are sometimes considered to occupy opposite poles of the artistic continuum, from elite to popular, in fact the two can converge in surprising ways. Thus Anna Harpin notes the overlap in methods, aims, techniques – including collaborative working, politics of space, and exploration of ‘the potential of theatre as a space of ethical negotiation and socially relevant dialogue’ – between the celebrated avant-garde theatre director Peter Brook and a Bristol-based mental health theatre group called Stepping Out (Harpin, 2010:56). 
Recent decades have seen a surge of interest in community arts (e.g. Clinton, 1993; Dwelly, 2001; Eberstadt & Schickel, 1965; Graves, 2005; Rose, 1997; Shepard, 2005; Stanziola, 1999; Zuidervaart & Luttikhuisen, 1999). Thomas & Rappaport argue that ‘engagement in local arts projects is a way for communities that are typically excluded from control over the means to uncover, interpret, and create their own identity to obtain access to a powerful resource’. Through community arts, communities ‘can uncover and create their own stories, expressed through artistic performance owned by the people themselves, rather than by an elite class of artists and patrons’ (Thomas & Rappaport, 1996:317). Participation in arts enables minority communities to amplify experiences of connectedness and empowerment. As Doreen Mattingly puts it in her discussion of a community theatre project targeted towards ‘at risk’ teenagers, ‘increasing the narrative authority of the powerless will increase their ability to define themselves and the world’ (Mattingly, 2001:449). Community arts projects are an important means by which amplified experiences of authority and collective empowerment are created by dramatizing community in creative, experimental and exploratory ways. 

Not everyone paints such a positive picture of community arts. Researchers have for a long time worried about the conservative, disciplining and exclusionary effect of invocations of community, observing how difficult it is to imagine community without imposing borders between those who are inside and those who are outside a particular community. Chantal Mouffe argues that community as ‘an organic unity can never be attained, and there is a heavy price to be paid for such an impossible vision’ (Mouffe, 1992:5). Etienne Balibar draws a link between community and racism, arguing that ‘The racist mode of thinking basically produces its own community, the racist community, together with an interpretation of the world in which this community is situated’ (Balibar, 1994). Miranda Joseph’s influential monograph Against the Romance of Community makes a similar point, drawing on ethnographic research on a gay/lesbian community theatre called Theatre Rhinoceros to analyse how it excluded bisexual, transgendered, and queer identities (Joseph, 2002:xviii). 
Joseph goes beyond this familiar critique, however, by bringing together Marx and Judith Butler in order to draw links between community, performance and capitalism. Joseph argues against a strain of performance theory, associated with writers such as Peggy Phelan (1992), which argues the potential of live performance to lie in the fact that it is inherently un-productive. Joseph, by contrast, insists that performance is productive, and goes on to analyse the productivity of performances of community and their complicity with capital. She shows, firstly, how ‘community’ is deployed to shore up and facilitate the flow of  capital (2002:1-29), and secondly, how capitalism, through the performativity of production, can be the very medium in which community is enacted (2002:30-68). Not only is capitalism dependent on community, then, but community is dependent on capitalism. Community arts projects, by dramatizing and creating community, risk becoming complicit with capitalist production. 

Spectacular Performance

Related to this worry is the observation that theatrical concepts such as performance, staging and dramatization make an implicit distinction between actor and spectator, the one an active participant in the making of community, the other a passive spectator of a performance that they merely consume. Elements of this critique can be traced back to texts including Plato’s Republic and Rousseau’s Lettre à d’Alembert, but it has been revived most forcefully in theories of ‘spectacle’ associated with Debord (1970) and, more recently, Retort (2005). It also has a presence in the urban theory of writers such as Richard Sennett. Central to each is the idea that modernity creates new forms of highly amplified, intensive experience that are highly authoritative, but that this experience is generated at the cost of a withdrawal from active public life into passive receptivity. In modernity, community is dramatized in such a way that its nature and composition is pre-determined by a transcendent power. 

In The Fall of Public Man, Sennett narrates a story of how people started, during the nineteenth century, to retreat from public life into the security of the domestic interior or the invisibility and anonymity of the dark auditorium. This retreat of most people into faceless anonymity is juxtaposed to the rise of the ‘virtuoso’ performers such as Liszt and Paganini in music and Lemaitre in theatre. The right to perform in public started to be reserved for extraordinary personalities with almost super-human technical ability. These performers were elevated to a place far above the audience, rather than below them, as they had been in earlier times. ‘In becoming the only active persons, then, the images of these performers consisted of the following elements: they used shock tactics to make the moment of performing all-important; those who could arouse shock the audience perceived as powerful persons and, therefore, as of superior status, rather than in the servant status of the 18th Century performer. In this way, as the performer came to rise above his audience, he came to transcend his text’ (Sennett, 1977:205). As the public retreated from public life into safe anonymity, performance emerged as a means of staging charismatic authority. Performances generated amplified and heightened experience at the cost of rendering the passive consumers of that experience. The authority generated from a intensification of experience was generated at the expense of a decline from activity into passivity. Experience became something that happened to you, rather than something that you created.

Such critique of spectacle owes much to the worry voiced by Rousseau that ‘people think they come together in the theatre, and it is there that they are most isolated’ (see Kohn, 2008). It presupposes that it is transcendent forms of power and authority that characterize modern forms of rule. Such critiques of spectacular power have been vigorously criticised from various perspectives, including: Foucault’s account of the internalisation of disciplinary power, as well as his genealogy of neoliberalism (Foucault, 1977, 2008); Jean-Luc Nancy’s account of singular plural being (Nancy, 2000:49-59); and Jacques Rancière’s account of the ‘emancipated spectator’, which insists upon the activity of spectatorship (Rancie\re, 2009). Each of these writers problematizes the binary distinctions between activity and passivity and performance and spectatorship in the critique of the spectacle. The theory of spectacle is based upon an anarchistic vision of an ideal community in which everyone is an actor and no-one a spectator. From the perspective of the theory of authority, this might be interpreted as an aspiration for a community freed from authority, rather than a community constituting itself through new relations of authority. 

Gravity

A second axis of research connecting authority to the performance of community highlights the way in which community is generated by creating links to a shared past. This temporal embeddedness creates a sense of ‘weightiness’ and thereby help binds together a community. As writers such as Arendt and Benjamin stress, one means by which authority emerges is through the creation of connections to a past that helps ‘authorize’ a present community. This can be achieved through forms of ritual that create ties to a mythical or historical past or foundation; or it can be created through the authority granted to an expert who enjoys a privileged proximity to supra-historical truths that exist throughout time. More ‘immanent’, self-producing forms of authority, however, emerge through community participation in the production and reproduction of a sense of memory. Two fields of memory work are particularly apposite here: institutions such as museums, memorials and heritage sites where knowledges of the past are created and contested; and practices of witnessing and testimony.

The French sociologist Maurice Halbwachs (1992) [1953] was one of the first to suggest that memories can be collective as well as individual. Since then, many scholars have shown how memory can be seen as a social activity, an expression and active binding force of community (e.g. Crang & Travlou, 2001; Dwyer, 2000; Edensor, 1997). Such writers agree with Edward Said that ‘people now look to this refashioned memory, especially in its collective forms, to give themselves a coherent identity, a national narrative, a place in the world’ (Said, 2000:179). Said suggests that an increasing concern with memory is a specially heightened late twentieth-century phenomenon, relating this directly to ‘the decreasing efﬁcacy of religious, familial, and dynastic bonds’ – or, as we might rephrase his remark,  a decline in traditional modes of authority (Said, 2000:179).

Museums, Memorials and Heritage Sites

As the anthropologist Nathan Wachtel observes, ‘the preservation of recollections rests on their anchorage in space’ (Wachtel, 1986:216). During the long nineteenth century, museums acquired a key role in the institutionalization of official knowledge, as well as in the reform of manners and behaviours (Bennett, 1995). The key stated aim of nineteenth-century museums was educational; the museum functioned as a teacher whose authority was not open to question. It was premised upon an educational model of transmitting knowledge from the knowledgeable to the ignorant – a model heavily criticized by theorists such as Jacques Rancière (1991). Acknowledgement of the elitism of this model of the museum, however, has led ‘community’ to come to the heart of contemporary museum practice. As Elizabeth Crooke writes, ‘increasing acknowledgement and integration of audiences within the museum, culture and arts sectors is now framed as involving local people in the creation of community collections, community exhibitions and community education programmes. Furthermore, if a local museum is not connected with its community the rationale for the museum may come into question ... Community has become a way of thinking that is running through every level of a museum service shaping collecting, display and museum programming’ (Crooke, 2010:17). 

Crooke discusses a project in which the Mid-Antrim Museums Service in Northern Ireland worked with community groups (composed of mixed national and religious groups, senior citizens, ex-prisoners, women and young people) to participate in workshops, reminiscences, field trips and to produce an exhibition that was shown at the flagship museum in the area. She shows how community histories were woven into the canon of national experiences, such as migration or the linen industry in Ireland, and significant historical events such as the 1801 Act of Union and the First World War. This connected the local experience to national stories, adding significance to both. (Crooke, 2010:22). Heritage, in this context, emerged as an effective and creative means of generating new forms of community empowerment (see also Witcomb, 2003).

Subaltern and dominant communities alike tend to anchor their memories in place, a point increasingly recognized in the scholarly literature. Here, the work of French historian Pierre Nora (1998) has been especially influential. His notion of ‘sites of memory’ (lieux de mémoire) draws attention to the spatial constitution of memory. For Nora, memory is attached to sites that are both material (burial places, cathedrals, battlefields, prisons etc.  that embody tangible notions of the past) and non-material (celebrations, spectacles and rituals that provide an aura of the past). Sites of memory therefore encompass geographical places (the site of New York’s World Trade Center, the city of Hiroshima); monuments and buildings (San Antonio’s Alamo, the Auschwitz death camp); historical figures (Abraham Lincoln, Vladimir Ilyich Lenin); and public displays and commemorations (Emancipation Day commemorations among newly freed slaves in the American South, Peace Day celebrations in Ireland). Research on these and many more such sites of memory reveal that communities frequently constitute themselves in relation to specific sites of collective memory and that, for this reason, such sites are highly contested.
Testimonial Discourse

A different means by which community is fashioned through memory is certain forms of testimonial discourse. The sense of gravity generated by testimony is related to the authority conferred by direct personal experience. As Millner (2011) observes, ‘testimony’ is a concept with a wide range of resonances, including the Latin American tradition of ‘testimonio’ (Arias 2001; Gugelberger 1996, Menchu 2001); courtroom approaches to evidence; the writings of Holocaust survivors (Agamben 1999; Bernald-Donals and Glesjer 2001:23-48); the use of the ‘commemorative’ voice in post-colonial feminist literature (Al-Kassim 2008); and the Judaic-Christian tradition of confessing faith. The term ‘testimony’, she notes, ‘articulates the ambiguous and embodied nature of translating complex personal experience into claims over politics’ (Millner, 2011). 
The Latin American narrative genre of ‘testimonio’ is an example of a form of testimony where a narrator seeks to articulate a collective political claim by narrating a life or lived experience, in the first person, speaking as the real (as opposed to fictional) protagonist or witness of the events she recounts (Gugelberger, 1996). It is usually a novel-length text and, because often the narrator is functionally illiterate, or at least not a professional writer, it is usually produced by a journalist or author recording, transcribing and editing an oral account. Like autobiography, then, testimonio ‘is an affirmation of the authority of personal experience’ (Beverley, 1998:321). Where it differs from autobiography, however, is that it cannot affirm a self-identity that is separate from the subaltern group or class situation that it narrates. Its aim is ‘to act tactically in a way [the narrator] hopes and expects will advance the interests of the community and social groups and classes her testimonio represents’ (1998:330). Moreover, because of its reliance on voice, it implies a challenge to the loss of authority of orality in the context of processes of cultural modernization that privilege literature and literacy as a norm of expression (330).   

Distancing

Theorists of authority routinely observe how (traditional) modes of authority rely upon a connection with an ‘outside’; something that transcends the here and now. Thus Hannah Arendt writes, for example, that ‘the source of authority in authoritarian government is always a force external and superior to its own power; it is always this source, this external force which transcends the political realm, from which the authorities derive their “authority”, that is, their legitimacy, and against which their power can be checked’ (Arendt, 1956:406). Authority creation, therefore, relies upon the production of distance, a gap between a community in the here and now and a power that relies beyond it. 

For this reason, the notion of ‘immanent’ authority is a difficult one, since immanence is generally understood in terms of presence, immediacy and interiority. However, as Review One has explored, it is possible to find in much post-structuralist writing a refusal to see immanence/transcendence, interiority/exteriority, and presence/distance as binary opposites, though it is perhaps Georg Simmel’s essay ‘On the Transcendent Character of Life’ which gives the clearest exposition of the possibility of a form of power that immanently produces its own outside. The value of performing community through an internally generated production of distance is that it makes it impossible to generate community through recourse to common values and identities. If distance is found within a community, then that community cannot form itself according to a strict boundary distinguishing those who are ‘inside’ and those who are ‘outside’ a community. For this reason, those communities which emphasize inclusiveness and hospitality often attempt to generate community through performances that adhere to values of creativity, improvisation and risk, since these are all means through a sense of immanently generated distance can be generated. 

Creativity, Community Organizing and Protest

Creativity is one means of immanently creating distance. Creative practices can challenge established rules and conventions, test limits, and in doing so, create new forms of outside. Perhaps for this reason, creativity and playfulness are important means through which social movements and protest movements create community. As Benjamin Shepard (2005) observes, community organizers have taken onboard Saul Alinksy’s (1971) warning that maintaining the efficacy of protest requires keeping tactics fresh and creative. Organizers now place emphasis on generating open spaces for creative dialogue, experimentation, community building and direct democracy. ‘Much of the appeal of the global justice and peace movements stems from their emphasis on diversity, flexibility, creativity, and minimal barriers to participation. This new [form of community organizing] offers fresh approaches to organizing diverse communities for social change. It does so through a low-threshold emphasis on elements of place, innovation, peer-based popular education, and respect for pleasure’ (Shepard, 2005:49). 

The association between creativity and social protest is most often linked to the events of May ’68, as well as the theory of ‘festival’ and ‘moments’ in the writings of theorists associated with the Situationist International (see Debord, 1970; Lefebvre, 1965; Pinder, 2005; Sadler, 1998). Baz Kershaw (1997) shows how, since 1968, protest has become increasingly theatrical, so that the decline of ‘political theatre’ has coincided with a theatricalization of protest itself. He argues that this is not only a result of movements’ own tactics and choices, but also because of the ways in which media coverage creates its own version of politics as performance.  Nevertheless, creativity and artistic performances have emerged as key organizing values of many protest movements (Adams, 2001; Chaffee, 1993; Epstein, 1991; Eyerman & Jamison, 1998; Goldman, 1994; Greenwald & Macphee, 2010; Kaplan, 1992; Neustadter, 1992; Peffer, 2009; Rosenthal & Flacks, 2011; Roy, 2010). Adams (2002) offers some reasons for this, including art’s capacity for framing (i.e. altering symbolic and discursive meanings) and its capacity to mobilize resources (e.g. to attract people to the movement and create feelings of solidarity). As James Jasper emphasizes, one important reason for this is art’s affective capacity – its ability to rouse emotions and feelings of anger (as well as more positive emotions such as hope and solidarity) (Jasper, 1997, 1998). Music and song, in particular, has formed a key way of creating a sense of community amongst the members of a protest movement, as well of communicating that sense of community to outside observers.

These accounts are useful in their development of an understanding of how artistic performances are used in order to mobilize the affective resources through which to bring together a political community. These discussions do not explicitly link artistic performance of community to questions of authority. Yet it is clear that many of these communities do not only view the arts instrumentally, as an effective means of bringing people together and articulating political messages. They also see art and creativity as being an important means of making their claims powerful. It could be argued that creativity fulfils the function of making these political claims more authoritative. However, this point has not been developed fully in the literature surveyed for this review. 

Improvised Urban Spaces

Another means by which a sense of internal distance can be created is through improvisatory performances. Improvisation is a means of wresting the new from the old by altering established rules for action. Franck & Stevens’ (2007) account of ‘loose space’, for example, shows how new forms of community can be created in temporary, improvised spaces whose use is subverted from its planned use (see also Stevens, 2007). The emergence of a loose space, according to Franck and Stevens, depends upon, first, people’s recognition of the potential within the space and, second, varying degrees of creativity and determination to make use of what is present, possibly modifying existing elements or bringing in additional ones (Franck & Stevens, 2007:10-11). ‘Loose spaces’, they write, ‘give cities life and vitality ... Loose spaces allow for the chance encounter, the spontaneous event, the enjoyment of diversity and the discovery of the unexpected’ (Franck & Stevens, 2007:4). They create possibility, diversity, and disorder. Franck & Stevens theorize the appropriation of loose spaces to be urban performances that are generally anti-authoritarian. They argue that several chapters in the book illuminate ‘the nature of authority: how it is enacted in public spaces, how it is confronted and whether it is effective. Authority can vary in form, from being covert to being negotiated (e.g. through bribes) to being persuasive (e.g. through aesthetics), to outright force and disappropriation. These chapters show that control by the state, civil institutions or big business does not put an end to looseness: it merely requires that agents adapt. Users’ responses to authority are not necessarily uniform, focused and organized. The emphasis ... is on the importance of negotiation, whether frank or tacit’ (Franck & Stevens, 2007:94). There appears to be little space in their theorization of the performance of urban community for a more positive or affirmative concept of authority. 

In a similar manner, the collection of papers in Hou (2010) highlights ‘instances of self-made urban spaces, reclaimed and appropriated sites, temporary events, and flash mobs, as well as informal gathering places created by predominantly marginalized communities, [that] have provided new expressions of the collective realms in the contemporary city. No longer confined to the archetypical categories of neighbourhood parks, public plaza, and civic architecture, these insurgent public spaces challenge the conventional, codified notion of public and the making of space’ (Hou, 2010:2). Hou’s book emphasizes the ways in which community is formed performatively through improvisational and temporary re-appropriations of urban spaces. Such acts make familiar places strange, creating a sense of distance even in those sites that are nearest to us.  
In addition, a number of researchers have undertaken studies of ‘informal’ urban communities – material urban spaces that are improvised from below, often through creative use of recycled materials, rather than being centrally planned (Brillembourg Tamayo et al., 2005; Hansen & Vaa, 2004; Hernandez et al., 2010; Laguerre, 1994; Thomas, 1995; Walker, 2001). Such practices are not ephemeral or transitory performances, but aim to build relatively stable community architecture – albeit architecture that is improvised, recycled, and continually altered, improved, and rebuilt. Such forms of improvisation are usually conducted out of necessity rather than by choice, and there is a danger of romanticizing poverty in celebrating such performances of urban community. Nevertheless, writers on community-led urban architecture have looked to informal urban settlements, including slums, in order to generate ideas for the creation of high-density, bottom-up, improvised, sustainable community architecture (Brillembourg & Navarro-Sertich, 2011; Cruz, 2005; Holtzman, 2003; Ilieva & Lian, 2010; Lehmann, 2009).

Place Politics and The Performance of Distanciated Belonging

A number of important studies into those performances of community that incorporate distance into the interior of the community, rather than referring to an external power, are found in literature within human geography and urban sociology on the politics of place. This literature is too large to account for here, but it is worth noting some key interventions in this literature that are particularly useful for understanding the politics of performances of community. Writers such as Ash Amin, Nigel Thrift and Doreen Massey, for example, have developed resources for exploring an affirmative understanding of place-based urban community that is not reducible to communitarian or identity-based thinking. 

Amin & Thrift’s book Cities: Reimagining the Urban attempts to find some ways of moving beyond static conceptions of urban community and understanding possibilities for ‘new, more “distanciated” modes of belonging’ (2002:48). Central to this perspective is an emphasis on urban space as something that is at once performed and also has a performative effect of its own (see also Thrift, 2000, 2003). Amin & Thrift suggest that ‘the most exacting, exciting and enticing attempts to produce these new modes of belonging have been taking place in contemporary architecture and performance art as they have tried to redefine – in practice – what is meant by place as living rather than lived space’ (2002:48). Such performances have four characteristics: firstly, they are dynamic; secondly, they produce this dynamic by understanding the city as ‘a gradual unfolding of spaces and times, working at different speeds and in different measures’; thirdly, they rest on a particular understanding of architecture as ‘tactile appropriation’; and fourthly, these habits are developed and practised collectively (Amin & Thrift, 2002:48).
Developing such a conceptualization of place-bound community in more detail, Amin (2004) explores a relational, non-territorial reading of the politics of place. Place politics, he argues, always involve translocal aspects, including diaspora communities, corporate networks, consumption patterns, travel networks, microworlds and the many public spheres that stretch across space (2004:39). In other words, place is enacted through the distant as much as through local proximity. Urban community, then, cannot be confined to the everyday local or intimate.  Amin imagines a democratized regionalism which would ‘extend the franchise, bring in new voices, deal with power asymmetries, decentre authority and responsibility and pluralize the decision-making process’. Consequently, it would have to accept ‘the novelties, antagonisms, unpredictable outcomes and excess generated by allowing heterogeneity and difference to be voiced’  (Amin, 2004:40). Amin’s reading of the politics of place invites an analysis of performances that proliferate the experimental and the heterogeneous and which create a democratic public realm in which new, marginalized voices can be heard. Thus Amin elsewhere articulates a vision for ‘the good city’ as ‘an expanding habit of solidarity and as a practical but unsettled achievement, constantly building on experiments through which difference and multiplicity can be mobilised for common gain against harm and want’, thereby ‘articulating the good city as an ethic of care incorporating the principles of social justice, equality and mutuality’ (Amin, 2006).

Such an approach to the performance of community is clearly at odds with Third Way politics where the community is allocated a specific role that it must perform. Under such political rationalities, Amin argues, ‘the social has come to be redefined as community, localized, and thrown back at hard-pressed areas as both cause and solution in the area of social, political, and economic regeneration’ (Amin, 2005:612). Fundamental to this redefinition is an assumption that the sphere of the local is spatially circumscribed, so that the local is imagined as a jurisdiction beyond which actors have no real business or influence. A corollary of this logic is that local degeneration comes to be blamed on lack of community, so that restoration of community becomes positioned as the primary technique for local economic and political regeneration. The clear risk of this is that ‘community participation will become an instrument of political conformity and control rather than a means for inculcating active citizenship without guarantees in a genuinely agonistic public sphere unconstrained by government fiat’ (Amin, 2005:621). 

This theorization of place and urban community as distanciated belonging, then, offers a framework from which to begin understanding how performances of community can contribute to the cultivation of a positive urban ethos of care and solidarity by pluralizing experimentation, heterogeneity and difference, and thus how they can avoid being led into communitarian agendas that lapse into a spatialized social pathology. However, one thing lacking from this account of urban community is a clear analysis of the production of authority. What an analysis of authority (and the affective relations that constitute it) might add here is an improved understanding of how experimentation, creativity and difference can form the basis of affective bonds of trust and solidarity, and thus can offer an effective ground for the making of community that does not fall into the communitarian agenda that attempts to create these bonds through recourse to consensus, stability and identity. An analysis of authority promises to help understand how a sense of togetherness and belonging can be indexed to the creative, the experimental, and the processual, rather than to the kinds of identity, continuity and boundedness that are guaranteed by external, transcendent foundations. 
Conclusion

This review has highlighted some of the ways in which community and authority are performed, staged or dramatized. It highlighted three principle ways in which community is performed. 

Firstly, performance is used as a means of making community visible to itself and to others. It can create an amplified experience of solidarity and togetherness. Such amplified experiences of community are created, for example, through street parades, public art, protests and architecture. They are also created by avant-garde and community arts organizations that use performance as a means of conferring increased visibility upon marginalized or disempowered communities. In addition, they have been argued to be created through ‘spectacular’ performances destroy community even as they create new forms of communal experience. Through all of these means, community is dramatized in order to create a heightened experience of community. 

Secondly, performance is used as creating a sense of gravity or weightiness that can bind communities together. In particular, community can be created through performances that create links to a shared past, since the past can be used to authorize a present community. Important techniques of immanent memory production involve community participation in the production and reproduction of memory. The review explored two forms of memory work: the creation of museums, memorials and heritage sites where knowledges of the past are created and contested; and practices of witnessing and testimony.

Finally, performance is used to create a sense of distance that is felt even within local communities. Such a sense of a distance is not only created through reference to a transcendent power; it can also be created immanently through creative, improvisational, and experimental performances of community. By mobilizing these resources, performances of community can contribute to feelings of ‘distanciated belonging’ that are in opposition to communitarian political rationalities that reduce community and place to spatially delimited locality. Thus artistic performances, by mobilising the authenticity of creativity, experiment, excess or risk (rather than authenticity of foundation), can contribute to the production of alternative forms of community that are not reducible to stable communities of shared meanings, experiences, identities or values, but instead reach out to distant strangers, encompass heterogeneous values and voices, and refuse to allow themselves to perform the role allotted to them by contemporary communitarian politics. 
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� This argument would require reconceptualizing Benjamin’s elusive concept of ‘aura’ as a figure of traditional authority, so that the withering of aura corresponds to a decline of traditional forms of authority. 
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