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Abstract 
Societies throughout the world have almost always had culture as a key feature of their identity (Hofstede, 2001). The arts in their various forms play an important role both in reflecting such culture and in giving expression to basic human emotions, ideas and experiences (Saltz, 2006). This paper seeks to show the various nuances of this situation and the ways in which theatre in particular can be a valuable tool for the reflection of the human condition (Biswas, 2017). The complex issue of definitions, both of culture itself (Johnson, 1983), cultural heritage (UNESCO, 2019) and of the various ways in which the culture of one group can be used by another, be it appropriation or genuine exchange (Rogers, 2006; Holmes & Galchen, 2017) will be a key feature of the Literature Review’s Themes and the motifs that are the focus of the following Discussion. Inequalities associated with the domination of a perspective particular to the white, Western male are discussed (Alptekin, 1982). The ‘intangibility’ of culture is also an important aspect of these explorations (UNESCO, 2003). The importance of context and intention are emphasised (Scafidi, 2005) with references to the ways in which culture can be used, whether usefully, by taking the best features of one culture and using them to inspire and create without merely copying (Britten, 1965), or in damaging ways by ignoring the wishes of the original creators (Friedman, 2019). The paper also explores the means by which the policies of governments and other agencies use culture in both positive and negative ways (Throsby, 2010) including the use of culture as a political tool related to social issues and hidden agendas (Ibid.). The ways in which the arts, including theatre, communicate is not always straightforward and there are many non-verbal elements which can contribute to their ability to speak to an audience (Thorne, 2001). Nevertheless, it is important for the arts to be given the opportunity to ‘speak’ as they both inform and reflect humanity (UNESCO, 2005). The example of Puccini’s opera, Madama Butterfly, exemplifies such complexity, focussing as it does on important social considerations of sexism, racism and European imperialism (Nieves, 2014). The Discussion area of the paper also introduces the possibly controversial areas of elitism in art (Lawson-Tancred, 2024) and the nature of culture and the arts as a fundamental requirement of human existence (Holloway, 1969; Pavis, 1992). The final section of the paper gives some recommendations for further research and lines of discussion which could be taken up by individuals, educational organisations and groups, such as the Campaign for the Arts (2024a), which have vested interests in this subject.

[bookmark: _Toc168664339][bookmark: _Toc170402720][bookmark: _Toc175239399]Key words: Culture; society; the arts; theatre; appropriation
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BCE	Before Common Era (formerly BC)
BBC	British Broadcasting Corporation
Covid	Coronavirus disease (COVID-19)
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[bookmark: _Toc181455050][bookmark: _Toc182147294]SECTION 1
[bookmark: _Toc182147295]1.0 Introduction 
This Literature Review and Discussion will explore issues of society, culture and the arts examining definitions of the various areas and importantly, their relationships between each other. This will be considered by examining relevant literature and a variety of sources on these topics. This is a wide-ranging subject area with a large scope and it has been necessary to narrow the focus for a literature review of this length. Specifically, theatre will be used as the main example of the arts (Monks, 2009; Krasner & Saltz, 2006), with the performing arts being more of a focus than visual, literary and filmic areas. In relation to cultural policies, the UK will be illustrative of more general approaches and issues (Throsby, 2010), although it is accepted that other countries do differ in many ways and UNESCO[footnoteRef:1]’s programmes are of central importance (see Section 2.2 outline below).  [1:  The United Nations Educational, Scientific and Cultural Organization] 


It will commence, in Section 2.2 (Theme 1) by defining the key areas of society and its diversity (Billington et al., 1991), culture within human society (Tylor, 1871; O’Young, 2010; Whiting, 1986) and the relationships and differences between these two areas (Tyler, 1871). The aim of this will be to support the discussion of issues relating to culture and the role of theatre as a reflection of culture and society. In Section 2.3 (Theme 2) attention will be paid to the key policies and research of UNESCO (1982; 2024a; 2003; 2005; 2019) as well as to recent cultural policies of the UK and to the various ways, both positive and negative, in which governments employ the arts (Arts Council England, 2024). Sources and their reliability will be discussed briefly in this context.

Section 2.4 (Theme 3) then explores issues relating to culture from its negative use, such as exploitation by one culture of another, (Rogers, 2006) through the equally negative approach of dominance showed by one culture to others (Motoyama et al., 2021; Chen, 2024; Rogers, 2006), moving on to the more positive approaches of cultural exchange (Yong Jin, 2007) and appropriation within an affirmative context (Vézina, 2019). The positive uses of cultural exchange can enhance many areas of society (Ibid.), indeed, UNESCO has cultural exchange as one of its main principles and its programmes throughout the world facilitate this (2001; 2005; 2023). The relevance of copyright is mentioned in this context.

Section 2.5 (Theme 4) will explore the ways in which theatre reflects culture and society (Krasner and Saltz, 2006). Issues relating to cultural appropriation within theatre will be discussed (Pavis, 1992; Nieves 2014) as will the function of theatre and costume design where relevant (Alford, 2004; Haroon & Nizam, 2023). 

Finally, the last Theme of the literature review (Section 2.6) will use Puccini’s opera Madama Butterfly as a case study to address crucial points from Themes 1 to 3. Despite its status as a key work of the operatic theatrical repertoire (Mears, 2022), it includes many controversial aspects, including the portrayal of one culture by another, European imperialism and racism (Ibid.). Nieves (2014) underlines the cultural hegemony present in this opera. A discussion of these Themes will follow in Section 3. 

Four key motives will be discussed in Section 3, the first being an examination of whether ‘culture’ can be defined, particularly in the light of the ‘intangibility’ of the subject and the relationship of the arts to government policies. Secondly, the protection of cultural heritage will be discussed, touching as it does on policies and Key motif 3 will be a consideration of the features of culture from the negative to the positive, using largely material presented in Section 2.3 and reflecting on the importance of context and intention. Key motif 4 centres on the place of theatre as a reflection of human experience. Recommendations will follow which will be based on all areas of the Themes and Discussion and indicate sources for further reading. Areas relating to culture are likely to be difficult because the subject is heavily fused with power dynamics and history (O’Young 2010). UNESCO believes that the topic is intangible (2024) but there will be clearly defined areas that are explored in the literature which will be presented here.

This literature review will seek to discover whether society, with its diverse cultures, is reflected in the context of the arts as represented mainly by theatre.
[bookmark: _Toc181455051][bookmark: _Toc182147296]SECTION 2 REVIEW OF LITERATURE 
[bookmark: _Toc173425534][bookmark: _Toc182147297][bookmark: _Toc168664343]2.1 Introduction 

Overview
Section 2.2 (Theme 1) will give context to this review by establishing a series of definitions of the areas involved (Murdock, 1940; Tylor, 1871). The work of Murdock and his seven theories of culture (1940) forms an important basis for understanding key concepts. Definitions of human society and the relationship and differences between society and culture will draw on the work of Billington et al., (1991).

Section 2.3 (Theme 2) will explore issues surrounding the position of culture and policy, using the UK as the prime example. Government policies will be explored in order to ascertain the link between culture and country-wide administration (Throsby, 2010). Policies outlined by UNESCO (1982; 2003; 2005; 2009; 2019; 2024b) will help to provide a suitable definition of culture within society, despite its intangibility. 

Section 2.4 (Theme 3) will explore various issues relating to culture and its appropriation, using the theoretical lens of Rogers (2006) in particular. Vézina’s reflection (2019) of The World Intellectual Property Organisation (WIPO) is an important resource here. The notion of context is introduced, moving towards discernment of the differences between exploitation (Kutty, 2002); cultural dominance (Rogers, 2006); appropriation (Ibid.; Vézina, 2019) and the more positive cultural exchange (Holmes & Galchen, 2017). Relevant links to UK policies are made here also. The controversy surrounding this whole area is highlighted, drawing on recent references (Siems, 2019; Hiadki, 1994; Lalonde, 2019; Fraser, 2020). 
 
Section 2.5 (Theme 4) provides an analysis of the ways in which the arts as represented by theatre can be used to reflect society and culture. The work of Monks (2009) is a key resource and Krasner and Saltz’s collection of essays (2006) give insight into the role of theatre in relation to “the world and ourselves” (Saltz, 2006, p.203). The direct experience of actors is a valuable resource here (Dench & O’Hea, 2023) with Krasner & Saltz (2006) contributing to the analysis of theatrical elements other than script, using a semiotic lens (Barthes, 1972; Kowzan, 1968). 

Finally, Section 2.6 (Theme 5) uses an exploration of Puccini’s opera, Madama Butterfly, as a case study against which to further understand the issues explored in the previous Themes. Nieves’ thorough questioning of these areas (2014) is useful as is first-hand insight, given by English National Opera (2024) and the Opera Director of London’s Royal Opera House, (Mears, 2022). The ways in which semiotics can explain and interpret the relationship between theatre, society and culture (Biswas, 2017; Saltz, 2006), relates these points to the opera in focus.

A note on sources
[bookmark: _Toc173425535]Whilst this is a ‘literature’ review, the nature of the subject with the accompanying requirement for up to date information in areas such as the reflection of culture and society by the arts, has needed the use of the media as relevant literature. Examples are taken from reputable sources including the BBC, The Guardian, The Stage and The New York Times. In one instance, an online blog has been mentioned, a source which would normally be anathema in an academic paper, however, its inclusion in Section 2.5 is for illustrative purposes which have been made clear. Additionally, as mentioned above, the direct experiences of arts practitioners have been referenced (Dench & O’Hea, 2023; Mears, 2022): a valuable addition to the literature. Nevertheless, the use of peer reviewed journal articles and relevant books has been a crucial and academically reliable focus throughout (Adams, 2023; Barbieri & Pantouvaki, 2020; Bexruchko et al., 2024; Delhay et al., 2018; Graham, 1987; Holloway, 1969; Murdock, 1940; Rogers, 2006). 
 

[bookmark: _Toc182147298]2.2 Theme 1: Society, culture and diversity: meanings, and relationships                                                               
Definition of society and its diversity 
The concepts of society and culture are essential in understanding human interactions and the structures within them. They are interwoven but distinct in their meanings and implications (Billington et al., 1991). There are many definitions of society within the literature, but Billington et al., (1991) refers to it as a group of individuals who organise their lives in a particular geographical area and who interact with each other. This definition also includes groups of people who share a certain lifestyle, behaviour pattern or organisation and members of a group who usually have a common, shared culture. However, a culture is not always confined within a single territory (Ibid., 1991). Johnson points out that society and culture are two of the most important concepts within the social sciences, but notes that definitions are notoriously “poorly constructed” (1983, p.3).

Although there is a clear difference between culture and society, they are very much interrelated. They both influence each other and co-exist in relation to cultural practices, such as religious belief and ritual and can provide the “shared and social values... that bind people together” (Kenter, 2019, p.3). Understanding the difference between society and culture is crucial for analysing how human groups function. There are many societies in the world and ‘culture’ is a defining part of each, contributing to their differences and rich heritage as outlined particularly by Hofstede (2001). 

Definition of ‘culture’ within society 
Attempting to define ‘culture’ is also complex, indeed Hofstede quotes up to 200 different definitions of the term (2001). It can be understood on many levels and the whole subject is both intangible and abstract (Young, 2008). Although dating from over 150 years ago, Tylor’s definition that culture is the “complex whole which includes knowledge, belief, art, morals, law, custom, and any other capabilities and habits acquired by man as a member of society” is still pertinent (1871, p.1). This “complex whole” (Ibid.) can also include cuisine, language, social norms, religion and spirituality amongst other areas. Culture is a combination of collective experiences learned and lived (Kawamura & De Jong, 2022) within an identifiable group in society and there can be a tendency to think of ‘primitive’ societies as lacking ‘culture’ in some way (Tylor, 1871). Culture generally relates to “the higher processes of human feeling and action, of thought and language, knowledge and art”, areas which even our close biological relations, the great apes, do not possess (Ibid., p.3). The origins of the word in relation to society, can be said to date back to 1843 with Klemm’s Allgemeine Culturgeschicchte der Menscheit[footnoteRef:2] (Kroeber & Kluckhohn, 1952). The term relates to the Latin ‘colere’, to cultivate; that is ‘culture’ is the result of development; it does not just exist.   [2:  ‘General Cultural History of Humanity’] 

Murdock: seven theories of culture 
Although his original book is now some 80 years old, Murdock was recognised for many years as “the preeminent spokesman of the empirical tradition of direct comparison of societies”, clearly defining ‘culture’ within the sociological tradition (White & Brudner-White, 1988) and coding 186 different cultures for around 2000 variables (Whiting, 1986). 

The results from Murdock’s work led to seven main theories: that “culture is learned... inculcated... social... ideational... gratifying... adaptive... [and] is integrative” (1940, p.368). The first theory, that culture is learned, relates to the principle that humans do not own culture instinctively, but that culture “is composed of habits... acquired by each individual through his own life experience after birth” (Ibid., p.364). Such ‘habits’ can include the processing of emotions and theatre can play an important role here. 

Culture as a social phenomenon within human society forms Murdock’s third (and part of his second) theories. There are largely unwritten ‘rules’ that create the culture of a particular group. If theatre is being considered as an emotional catharsis, then it may well be that different cultures use theatrical tradition in different ways to reflect this (Pavis, 1992). Odom, for example, relates his experience of theatrical traditions for Asia and Africa as well as Europe. They presented him, as a white American, with “worlds of thought” that required complete abandonment of his “current modes of thinking” (2017, p.viii). Theatre in the 21st century is generally more aware of interculturality than previously as well as its role as a reflection of society and the many different aspects of individual cultures. For example, the organisation, Act for Change specifically aims “to make theatre... reflect society, not just in terms of gender but also age, class, race, sexual orientation and disability” (Ellis, 2015[footnoteRef:3]).  [3:  References to websites, having no page numbers, do not include anything more than author and year for quotations, as advised by the University Dept.] 


This reflection of society is perhaps what theatre has always done since the performances of ancient Greece in the 500 years BCE (Vovolis, 2011). Ancient Greek theatre may be stylised, but the use of conventional gesture, masks and ancient legends can still represent emotions and experiences of life at the time. Indeed, UNESCO describes the similarly stylised Japanese Noh texts as “vividly describ[ing] the ordinary people of the twelfth to sixteenth centuries” (2024c). The ‘Representative List’ published by UNESCO includes almost 200 different types of culture represented in artistic traditions ranging from the Kabuki Theatre of Japan to the Cocolo Dance Drama Tradition of the Dominican Republic (2019, pp.169-170). It was because of UNESCO’s Convention for the Safeguarding of the Intangible Cultural Heritage (2003), that the term ‘intangible cultural heritage’ has come to be used across the world.

Such variety of culture is touched on in Section 2.5. The ideas that contribute to the rules of any one culture are merely that: they are ideas and not absolute rules. Individuals can deviate from the ‘standard’ cultural pattern in terms of their ideas and thus Murdock’s fourth theory is that culture is “ideational” (1940, p.365). Cultural norms only continue when there is a particular need or, in Murdock’s terminology, a “margin of satisfaction” (Ibid., p.366) and, this relates to his fifth theory, that culture is “gratifying”. Murdock analyses the reasons for changes to culture on a large scale, referencing natural, biological and social events (Ibid.). As a recent example, the 2020 Covid-19 pandemic changed culture globally in many ways including work ethic, fashion and rituals of everyday life.

Sociologically, it can be seen that individuals take from events what is important at any one time, to alter or condition their culture. Integration of ideas from one culture to another (Murdock’s “integrative” seventh ‘rule’, (1940, p.368)) continues to be a feature even in a global society. Culture is made up of many different elements which, according to Murdock (1940) are not necessarily integrated and each part may not be equally important and may not take the same amount of time to have an effect. 


Relationship and differences between culture and society 
The division, if it exists, between ‘culture’ and society can be reduced to the facts that society is made up of structures and organisations and it is these different types that define different societies. Examples of different societal structure can be seen in the work of Delhay et al., (2018) comparing Western and Asian societies. Despite some aspects of social cohesion which are similar, as might be expected in 21st century society, Delhay et al. (2018) make the point that there are still important differences in relation to culture, religiosity, social conscience and hierarchy. Although culture can be seen as part of heritage and life in its broadest sense, it can also apply just to the arts within a country. It is the expansion of these definitions within countries’ cultural policy that Throsby describes in his analysis of culture in an economic context (2010).

‘Culture’ involves values and belief systems: symbolic culture, as well as language and material culture which refers to specific items comprising tools, (including eating instruments) and clothes. Some will be more immediately obvious than others and clothing can be a clear indicator. However, there is danger here: the example of the Japanese kimono, worn correctly in its country of origin, or appropriated for use on stage is referred to in Themes 4 and 5 where Pavis highlights the ‘manipulation’ of cultures that can be seen in some theatrical productions (1992).

UNESCO and ‘culture’ including cultural heritage 
UNESCO’s 1982 Mexico City Declaration on Cultural Policies defines ‘culture’ as:
the whole complex of distinctive spiritual, material, intellectual, and emotional features that characterise a society or social group. It includes not only the arts and letters, but also modes of life, the fundamental rights of the human being, value systems, traditions and beliefs (UNESCO 1982, p.1).

UNESCO’s aim of bringing “people together and strengthen[ing] the intellectual and moral solidarity of humankind, through mutual understanding and dialogue between cultures” has an important impact on the definition and understanding of ‘culture’ and its appropriation (2024a). UNESCO believes that cultural heritage encompasses rituals, and “living expressions inherited from our ancestors and passed on to our descendants” (Ibid.) Such rituals, heritage and dialogue are often embodied in the expressive and performing arts, including theatre. UNESCO highlighted the intangibility of the subject in its ‘Convention for the Safeguarding of the Intangible Cultural Heritage’, a document which refers to the importance of cultural heritage being passed down through “practices... knowledge, skills... objects... and cultural spaces” (2003). 

At the general conference of UNESCO in October 2005 the key discussion centred on the importance of cultural diversity and confirmed its definition as a “defining characteristic of humanity” (2005, p.2). Furthermore, an action plan was created to protect the diversity of cultural expressions as these are “the cornerstone in the foundation of our shared heritage and future” (Ibid.). UNESCO makes the point that “cultural expressions are those...  that result from the creativity of individuals, groups and societies, and that have cultural content” (2024b). UNESCO believes that the world possesses a “rich intangible cultural heritage, ranging from traditional performing arts to traditional indigenous knowledge of natural resource management” and that this huge resource, “reveals the important role it has played in society and will continue to play” (2009, p.11).

UNESCO thus clearly emphasises the importance of reflecting culture within global societies. Its definition of culture as a “defining characteristic of humanity” (2005, p.2) would appear to find few in disagreement. Examining the characteristic of culture through an anthropological lens, a writer such as Holloway (1969) does see it as an important ingredient of the human condition, along with tool making and language. However, as Matsumoto & Hwang point out, “many social animals have some form of culture” (2021, p.58). Almost all the literature accessed begins with a statement about the difficulty of definition (“the second or third most complex word in the English language”, for example, Eagleton, 2016, p.1), but most authors agree on it as defining the way of life that humans seek to lead and thus of ‘civilisation’. 


[bookmark: _Toc182147299]2.3 Theme 2 Culture and policy 
Culture and policy; what can culture ‘do’?
If the cultural life of a country is important, then a country will probably have a policy or policies relating to that. In the key book, The Economics of Cultural Policy, Throsby explains that this is a framework designed to shape and influence the cultural life of a country through “promotion or prohibition” (2010, p.8). Such policies can be created by government or by other institutions such as the Arts Councils in the UK, although some cultural policies may be ‘hidden’ within broader areas (Ibid.). The cultural policy of a country, such as the UK, may not be centred solely on the funding of arts activities or the protection of specific cultural heritage. It can also be a “driver of economic growth, urban regeneration, tourism and job creation”, as well as social policies more generally (Ibid, p.2). Smith, writing in the British Medical Journal, goes so far as to advocate less spending on health “and more on the arts” (2002, p.1432). He believes that more spending on the arts, even at the cost of healthcare would, in fact “improve the health of people in Britain” because of its holistic benefits (Ibid.). Simon Rattle, one of the world’s greatest musicians, commented when he left the UK to become chief conductor of the Berlin Philharmonic Orchestra, that Germany, unlike the UK, is a country “where the arts are essential, even to politicians [they are]... not a luxury” (Kettle, 2002). Arts Council England emphasises the importance of  “cultural opportunities” in many different geographical centres throughout the country, to deliver “social, economic and cultural value” as well as to support the Government’s ‘Levelling Up’ programme by investing in “underserved communities” (Arts Council England, 2024).

An excellent example of this can be seen in the construction and development of the Shakespeare North Playhouse, in Prescot, North-West England. This £35m project involving Knowsley Metropolitan Borough Council (Research Excellence Framework, 2024) is within a borough which the Office for National Statistics describes as the “2nd most income-deprived” local authority in England (2021). It has been successful on many levels: by helping to develop plans within local government; by stimulating economic development in the area and crucially by building a real sense of “local identity and pride through its cultural and educational initiatives” (Research Excellence Framework, 2024).

Not only has the project been developed with strong commitment to the area and to the arts as a medium which “everyone deserves” (Shakespeare North Playhouse, 2024), but it continues to support and deliver “world class theatre, arts [and] heritage to people on their doorstep” (Ibid.). This scheme is neither a ‘one-off’ nor an arts project for the socially privileged, it is completely “embedded in the community”, such as the use of local volunteers and the initiation of a ‘Pay what you decide’ offer for tickets (Ibid.). This latter scheme has proved to be very successful with 8000 local residents taking it up in the first year. Additionally, 10% of audience members in the first year had never visited a theatre before, thus offering them a real chance to experience the life-enhancing aspects of theatre with its reflection of society and culture (Ibid.). Literature describing the project would seem to have nothing but praise for the concepts behind it and Mak, Coulter and Fancourt (2021) found that the “association between community cultural engagement and mental health and well-being is well established” (2021, p.492). Theirs was the first such paper to examine “neighbourhood deprivation” as a key issue in this area (Ibid.). Brown (2023) points to the movement of much of the BBC’s work to Salford and that of English National Opera from London to Greater Manchester, as part of larger plans to decentralise arts in the UK and bring more of the population into their influence.


The economics of culture 
If Throsby’s points above are accepted, then the importance of a country’s culture can be seen as part of that country’s economic plan. Throsby certainly believes that culture has a “significant role... in economic development” (2010, p.3).  Indeed, the UK Government itself, emphasises the fact that its “creative industries are... an engine of our economic growth” with £108bn being generated by them in 2021 as well as them employing “2.3 million people” in the same year: “a 49% increase since 2011” (Department for Culture, Media & Sport, 2023). The 2024 report, The State of the Arts, published jointly by the University of Warwick and the Campaign for the Arts defines the “health” of the arts in the UK (and by implication, other countries) in five areas: “funding, engagement, employment, provision and education” (2024, p.5). It is beyond the scope of this essay to discuss all of these areas, but the important role of funding and employment in the status of the UK arts industry is indisputable: 685,000 jobs in 2023 and median earning for the cultural sector in London being £39,995 in the same year (Ibid., p.101). However, there is an important caveat here, for although “the Cultural Sector grew by 6.4%” in 2021-22, “median earning in the... Sector between 2016 and 2023 dropped by over 17%” (Ibid., p.98) and “Median earnings for the cultural education sector are... below relative poverty... thresholds” (Ibid., p.100). Melvyn Bragg and others emphasise the fact that the arts is a bigger industry “than the biosciences and aerospace all put together” (Art Matters, 2024) and the performer, Armando Iannucci points out that, “for some reason, politicians don’t treat it like a big industry” (Ibid.). The situation is a complex one and requires a balance of information from many areas. 

International culture
Although culture has been discussed within the context of an individual country, such as the UK, globalisation is a phenomenon which affects culture as much as it does economics, society and politics, with culture particularly being affected by “the free transmission of cultural symbols and messages around the world” (Throsby, 2010, p.3). Such global sharing can be a force for good or bad, a theme discussed in Section 2.4 and this is analysed in Equality and Diversity UK’s article ‘Exposing the Shadows of Cultural Appropriation in the UK’ (2024).

The British Council emphasises the importance of culture as a means of supporting good relations between countries, another ‘tool’ of culture both in the UK and globally (2021). Thus culture can bring together different countries in order to support diplomacy: a “soft power” approach (Ibid.). Culture can enhance the image of a country abroad as culture is a “shared value” (Ibid.) and it has been shown to have many roles. Cultural organisations across all the art forms should not be seen solely as maximising “income generation opportunities” (Department for Culture, Media and Sport, 2024). 

Sources and reliability
Statistics presented by UK Government showing investment in 43 libraries, (Department for Culture, Media and Sport, 2024) look positive in the context of the position of the arts in society. However, they should be seen in the context of other statistics at the time, showing that 800 libraries actually closed between 2010 and 2019 (Flood, 2019). Government sources in particular must be read critically. Governments, including the UK Government of whatever political persuasion, foster culture for many of the reasons outlined above. Information from such sources needs to be balanced by evidence from independent organisations such as The University of Warwick’s Centre for Cultural and Media Policy Studies (2024), its report ‘The State of the Arts’ and the related work of the Campaign for the Arts (2024a). The Campaign for the Arts has “informing” as a central precept in its goal to create “A society in which the benefits of the arts and culture are valued and available to all” (2024a).

Reliable media sources are also useful, with The Guardian offering much valuable material. Its report of 9th July, 2024, just after the recent change in political power in the UK, for example, described the new Secretary of State for Culture, Media and Sport, using culture in the country as a social tool “to reflect a more positive and less divisive vision of the UK” (Walker, 2014). Such an approach to the arts can be positive or negative as discussed above.

The Guardian has also clearly documented the difficult relationships between Culture Secretaries and the BBC, and this organisation can also generally be relied upon for balanced information. A BBC report of 19th August, 2024, for example, clearly outlined the debacle of arts funding in Scotland with a £6.6m budget cut imposed in 2022, reversed early in 2023 and then reimposed later in the year, leaving barely £40m funding available for 281 projects out of 361 applicants. The BBC pointed out that “the then first minister Humza Yousaf pledged an additional £100m for the arts sector by 2028... [but that included] the £6.6m that was cut and then reinstated” (BBC, 2024). It is from the use of a wide range of literature such as those quoted, that a balanced view of the function of the arts and culture in society may be achieved. 

[bookmark: _Toc173425536]Theme 3 of this essay will be an examination of some of the many terms involved in this complex subject and the ways in which culture can be used in negative ways (exploitation and dominance of one cultural tradition by another) through to the more positive approaches of appropriation and exchange in the context of real appreciation.


[bookmark: _Toc182147300]2.4 Theme 3: Issues related to culture: exploitation, dominance, appropriation or exchange? 
Cultural appropriation: the different ways in which this can take place 
As has been seen in Section 2.2, the definition of culture is far from simple and there are also a number of terms which can be applied to an analysis of culture and its use by individuals and groups. Rogers breaks down ‘cultural appropriation’ by using the terms “cultural exchange”, “cultural dominance” and “cultural exploitation” (2006, p.474) all of which relate to different power balances between the groups involved and he points out, for example, that “cultural exchange [occurs] between cultures with roughly equal levels of power” (Ibid., p.475). Instances of this could include the cultural exchange involved in the re-imagining of the Romeo and Juliet story in different cultural settings, examples of which are examined by Motoyama, Fielding and Konno in their book Re-imagining Shakespeare in Contemporary Japan (2021). The adaptations described here “engage with issues such as changing family values [and] racial diversity”, themes which are clearly related to Shakespeare’s original (2021, p.8). Adams, quoting St. Pierre Smith (2020) and writing about costume design, makes the point that it is important within the context of theatre to ask the key question about whose story is being told and whether the “owner of the story is from a dominant culture, or” whether they are “seen as the ‘other’” (2023, p.6).

Similarly, the export of films from the US to other countries in the world can be seen as a global cultural ‘blanket’ and is interpreted by Chen as a symbol of that country’s hegemony, extending its cultural “influence across the globe” (2024, p.263). A 1995 study by Williamson described this dominance of the US film market as a “metropolitan imagination exercising its cultural power” (cited in O’Regan, 1999, p.271). However, such cultural exchanges can be on an equal footing, without the implication of power and dominance, although ‘cultural dominance’ is certainly an area which is important within this topic. Rogers’ four terms (2006) reflect a gradual emphasis on abuse and tension within the exchanges. 

Context and intention
Cultural appropriation and cultural exchange can be the same thing: it depends on the intention and the context, areas which are of huge importance in this subject. Scafidi (2005) in particular examines the context of costume by posing a number of pertinent questions, including whether a garment has a connection to the community it is “trying to represent” and whether that community has invited the new user “to share it” (p.47), points echoed by Adams (2023). Additionally, she explains that key questions include examining the role that the item plays “within its originating culture/community” and whether the meaning of the item is being taken out of context, whether it is being “mocked, made cute or made fun of”, for example (Ibid.). Scafidi examines in detail the “no-man’s-land between law and culture” and the difficult questions of why society gives legal protection to a work of literature, for example, but not to folklore. Another key question is how a creation, be it a costume, ritual or some kind of theatrical presentation, can be said to ‘belong’ to one cultural group or another. Appropriation, in whatever form, whether positive or negative, can be viewed through an ethical lens, such as the stance taken by Siems, (2019), or from the viewpoint of legal responsibility. Siems (Ibid.), whilst writing in a journal of law, analyses in some detail the ethical issues of cultural appropriation and concludes by arriving at three areas of behaviour which could be considered possibly unethical: a disturbing conclusion. He arrives at some usefully balanced points concerning cultural appropriation in its different circumstances (Ibid.). It is questions such as these which lead to another difficult and related area: copyright.

Copyright
Cultural appropriation is subject to various laws and policies in the 21st century. Copyright laws in use in the UK include Acts from the 18th century.[footnoteRef:4] Nevertheless, appropriation still exists and although, as Reed points out, laws provide “some protection against appropriation of [for example] Indigenous culture”, ‘fair use’ within copyright law in the UK and elsewhere, can allow use of material from other cultures without permission (2019, p.101).  [4:  Such as the 1709 ‘Act for the Encouragement of Learning by Vesting the Copies of Printed Books in the Authors or Purchasers of Such Copies during the Time Therein Mentioned’ (McDonagh, 2021, p.xxiii).] 


The whole issue of copyright is difficult, with it tending to apply to tangible issues such as a particular chord sequence in a piece of music, rather than the emotion engendered by that music. Marshall and Frith (2004) provide a useful outline of the whole complex subject with Carroll (2005) writing about The Struggle for Music Copyright, with examples of important cases. Copyright gives the authority or ownership of a work of art or indeed an artefact to a particular person or group, meaning that it cannot legally be used by others except in certain circumstances (Marshall & Frith, 2004). 

Even theatrical costume can be included with, for example costumes for the original production of Swan Lake at the Royal Opera House having been copyrighted almost since its premiere in 1895 (Royal Ballet and Opera, 2024). However, items of clothing that are in the public domain are not subject to copyright, even in the case of the kimono which is mentioned further and is related to a specific culture. Nevertheless, in the area of appropriation, there are boundaries: the media personality, Kim Kardashian released a new underwear range in 2019. However, she originally named it ‘Kimono’ and after criticism she was forced to change it to ‘Skims’ (Friedman, 2019). Despite being quoted as understanding and having “deep respect for the significance of the kimono in Japanese culture”, she was excoriated for being “ignorant and offensive” (Ibid.). It certainly seems extraordinary that the name could have been chosen for lingerie, which has nothing to relate it to the kimono, a generally outer garment dating from the 16th century (V&A, 2024).
 
Exploitation
The World Intellectual Property Organisation (WIPO) and UNESCO building on representations from every country in the 1970s, identified the fact that cultural expression and traditional culture need to be protected and not exploited (Vézina, 2019). Theatre is one form of cultural expression that is used around the world. Exploitation occurs when “traditional cultural expressions” are used out of context and result in misinterpretation of their original cultural significance (Ibid.). The result can be harmful to those groups that owned the culture in the first place (Kutty, 2002, p.1). Using cultural expressions without consideration can “erode the identity of a whole community” and its history (Ibid.) and is thus of great importance. 



Cultural dominance
‘Cultural dominance’, as the term suggests, shows an imbalance between two groups, with one being subordinate. An example is the use of English for speakers of other languages with Mauranen pointing out that “The English language has established itself as the global lingua franca” (2003, p.513). This is such an accepted concept that the implications in terms of cultural dominance are often disregarded. However, with the use of the language, comes “the norms and values of the Anglo-American world” and these can affect many “traditional cultures” (Alptekin, 1982, p.56). Here and elsewhere, the dominant culture, historically often that of the Western white male, can be seen to exploit “elements of a subordinated culture” (Rogers, 2006, p.477) without consent. Some writers on this subject have even described the use of English in international communication as being “like a snowball, too big to prevent” (Xue & Zuo, 2013, p.2262). 

There is a familiarity in the 21st century with the concept of hybrid cultures, mentioned by Rogers and he points to the negative features of creating such a society “without identifying a single originating culture” (2006, p.477). The recent rise of the audio-visual industry in Korea is perhaps an example, being influenced as it still is by US ideals and yet creating its own form of imperialism within the area of cultural exchange (Yong Jin, 2007). Equality and Diversity UK, certainly believe that there is a problem of cultural appropriation in the UK, with the use of cultural elements from other areas being used “without adequate comprehension or reverence for the significance of those elements” (2014). Such usage, they believe, continues the imbalance of power between one group and another, as well as reinforcing stereotypes and generally undermining “the value of cultural practices and identities” (Ibid.). An awareness of this issue and related education can, according to this organisation, be one answer, helping to create respect and “Elevate the voices and perspectives of individuals from marginalised communities” (Ibid.).

Different types of appropriation 
 Cultural appropriation can take place in many different ways. O’Young (2010, p.4) analyses these, giving examples of the use of specific objects: content, “style... motif... [and] subject”. Cultural appropriation is, Mishan believes, “one of the most misunderstood and abused phrases of our tortured age” (2022). He points out that the word ‘appropriate’ means “to make one’s own”, without implying that such ‘making’ may include stealing. Thus, the term has within it the notion of 

adapting something so it is particular to oneself, so that it no longer belongs to or is true to the character of the original source – is no longer other but self (Ibid.). 

WIPO states that, “cultural appropriation often occurs as the backwash of colonisation and contributes to widening existing divisions and perpetuating patterns of historic dispossession and oppression” (Vézina, 2019).

As early as 1979, Hebdige quoted a number of examples of appropriation, including the use of safety pins by punks, with this everyday object thus becoming “a form of stigmata” (1979, p.2). Rogers (2006, p.479), points out that the term ‘cultural appropriation’ is used frequently within the media and particularly when aspects of “colonized cultures” are taken over by commercial interest and become a ‘commodity’, taking on a different value in the context of the marketplace of capitalism. Such commodification loses the inherent quality of the original and its value. Within Marxist philosophy, the products of human labour for wages, are ‘commodities’, with a monetary value on their exchange, a situation which has only been exacerbated by advertising (Gottdiener, 2000). Tourism might seem to be the ideal example of the commodification of cultures, although Shepherd argues that “everything, including ‘culture’, is a potential commodity” (2002, p.183). Within traditional communities, commodities, created for reasons other than profit and tourism, can often affect this situation and the authenticity of artefacts and ways of life representing specific cultures. 

Controversy surrounding the term ‘cultural appropriation’
The term, ‘cultural appropriation’ is an expression which Young points out is controversial and round which “Passions run high” (2008, p.ix). According to Siems, the term was “rarely used prior to the 2010s” (2019, p.2), however, an article by Hiadki from 1994 refers to the whole subject of appropriation as a “hot topic” and “possibly overworked terrain” (1994, p.96). Perhaps it is that, prior to the 1990s, discussion of the whole topic is masked within references to international law and “Cultural Property” (Graham, 1987, p.755). A 2019 article describes the term ‘cultural appropriation’ as a “buzzword” which has often been “dismissed as a concept for serious engagement” (Lalonde, 2019, p.329), yet the many articles around the subject would seem to deny this. By 2020 it certainly was a ‘hot topic’ although an article in The Telegraph questioned whether it actually existed at all (Fraser, 2020). This paper argues, on the basis of much evidence from literature, that it certainly does.

Cultural exchange
Holmes & Galchen (2017) distinguish between the terms ‘cultural appropriation’ and ‘cultural exchange’: the difference is one of intent, that is, the motive behind the use of any cultural item or concept. This difference is difficult to determine because the areas are not ones which can be easily quantified. If the aim of the cultural usage is to exploit, then this reflects a possibly aggressive intent. In contrast, ‘cultural exchange’, in the view of Holmes and Galchen, “suggest[s] a certain sort of generosity, an openness to discussion and an invitation to reciprocity” (Ibid.). Cultural exchange may thus represent magnanimity. 

Cultural exchange was mentioned in the context of UNESCO’s 2003 Convention (2003). Exchange can take many forms involving “symbols, artifacts, genres, rituals, or technologies” (Rogers, 2006, p.478). Rogers’ examples include language, with terms and phrases moving backwards and forwards between cultures; the “mutual influence” of different religious practices; areas of technology and the sharing of ideas within the arts (Ibid.). As he points out, “In its ideal form, cultural exchange involves a balance of this reciprocal flow” (Ibid, p.479). WIPO explains that, 

not all forms of cultural borrowing are undesirable, as in multicultural societies it is important to safeguard the principle of freedom of expression and not to hinder innocuous cultural exchanges and interactions 
(Vézina, 2019). 


Importantly it makes the point that, “a respectful interpretation of the world’s cultures can allow all cultures to mutually enrich themselves and bring about genuine benefits to society” (Ibid.).

According to WIPO, there are four principles to be borne in mind if one is to aim for behaviours which avoid appropriation. These include, showing respect for traditional cultural manifestations and recognising their history and source as well as the reinterpretation or even conversion of such expressions within a respectful context. If traditional cultures are to be engaged with, then, Vézina believes that those who are the gatekeepers of such culture should always be consulted before they are used in any way (2019). The actors’ union, Equity, has clear policies relating to cultural appropriation, asking members to consider whether actions are “respectful... to the [other] culture” and the reason for “taking something from a different cultural group” (Equity, 2024). It is this crucial element of context and intention that is so important.

Culture is an expression of society and its emotions and ideas are often reflected in the arts, including theatre. Section 2.5 continues the exploration of issues related to culture by examining theatre as a reflection of societies’ cultures and examining particularly the role of non-verbal elements, in such communication.
[bookmark: _Toc173425538]
[bookmark: _Toc182147301]2.5 Theme 4 The arts as a reflection of culture and society, focussing on theatre 
Theatre as a reflection of culture and society 
Over 100 years ago, sociologists such as R.H. Lowe were putting forward the proposition that psychology and sociology need to be used together in order to give a balanced view of civilization (1915). Subsequent researchers in both fields echo this, with Sclater more recently making the point that the relationship between sociology, psychology and cultural studies are key to a full understanding of culture as well as other areas (2017). ‘Culture’ can thus be defined through psychological and sociological lenses and can be seen to have a symbiotic relationship to human emotions and thus to the world of theatre with its reflections of life and sentiments. Krasner and Saltz’s key book, Staging Philosophy: Intersections of Theatre, Performance and Philosophy (2006), includes 15 essays of significance in this area. Saltz has it that, theatre sheds “light on thought, behavior (sic), and existence” and thus enhances “our comprehension of the world and ourselves” (2006, p.203). Politicians (it is tempting to write ‘even’ politicians) do recognise this, with the Minister of Culture in the UAE, for example defining theatre as a way of raising “societal and humanitarian issues... [and] reaching out to society” (UAE BARQ, 2024). He further describes acting as a “game... actors are playing” and that “the fictional narrative of a play provides a schema that organises the audience’s perception of the game” (Ibid, p.212). 

In relation to the beginnings of theatre in early Greek society, Weston points out that theatre “is a complex social phenomenon” which often acts “as an immediate expression of the spiritual aspirations and philosophical preoccupations of the society which has produced it” (2012, p.2). This was true in ancient Greece and is still true of societies around the world today; UNESCO (2019) lists many examples, which were referred to in Section 2.3. Plato certainly believed that theatre presents the audience with a representation of reality (cited in Carroll, 2006) and Aristotle believed that theatre had an important role in “shaping the minds and character of the people” (Ibid., p.106) and he emphasised the importance of theatre as a ‘mimesis’ or imitation of real life, thus acting as instruction about ourselves (Biswas, 2017). Culture is part of human life within societies, and theatre and performance are, according to Biswas “integral part[s] of social living” (2017, p.ix). The arts and performance art in particular can be seen to exist in the most extreme of circumstances: refugee camps (United Nations High Commissioner for Refugees, 2011); the extermination camps of the Holocaust, with music serving as a “cultural survival technique” (Fackler, 2024) and in many difficult situations globally, during Covid, with McCaleb (2020), amongst other writers emphasising the creative ways that performers found to engage with audiences at that time.

It might seem that the argument against support for the arts whilst a sizeable proportion of the world’s population is in crisis through war, environmental disaster and famine is a strong one, yet literature on the subject, including current web pages and even blogs (Artwork, 2024) reflects a very different approach. Sources such as the latter must be approached with care and comments on websites such as Reddit, for example, often reflect opinions based on little or no evidence. Smith (2002), referenced in Section 2.3 is one of many authors who argue for the importance of the arts in contexts of human difficulty. A recent ‘Stop the Arts’ campaign of protests might have seemed to be a good example of a stance against the importance of the arts in society, but in fact it was fronted by Joe Lycett, presenter of the Sky Arts Awards as a way of sending “a message to the nation about the state of the arts industry amidst funding cuts” in a bid to improve the position of the “culture sector in Britain” (Hemley, 2024).

The tradition of musicians and other artists raising money for important issues of the moment dates back at least to Bob Geldorf’s ‘Live Aid’ concert of 1985, watched by an extraordinary 40% of the world population at the time (The Old Vic, 2024). There is a large body of literature evaluating “Celebrity Activism” (Davis, 2010, p.89). Despite criticism of possible economic benefit for the artists involved (Ibid.), Live Aid did, in this case, “force the world to confront the Ethiopian famine” (Rieff, 2005). More recently Stine (2016) authored an article entitled, ‘Art Matters, Even When You’re Poor’ and this reflects the attitude in much other literature.

Emotions that humans experience in real life, like culture itself, are not “easily explained” and this, Tait states, is “where theatrical performance comes to the fore” framing, as it does, “the emotions in a context” relating to “individuals... and social interactions” (2021, p.1). Culture is related to the human mind; theatre and costume as a key feature of that, can form crucial expressions of it. Wilshire, cited in Krasner and Saltz, expands this, showing that life experiences seen in theatre are shown on a “large enough scale... to see conditions which would otherwise be easily missed” (2006). 

Melvyn Bragg, a key spokesperson for the Campaign for the Arts (mentioned in Section 2.3), has repeatedly described them as “not the cherry on the cake” but the cake itself (Art Matters, 2024). Indeed, in the Art Matters programme that included that point, many artists from different areas, have emphasised the important role of the arts in society: “Art is the greatest expression of what it is to be a human being[footnoteRef:5]... art resonates through everything around us[footnoteRef:6]... it opens the mind to new ways of seeing[footnoteRef:7]... it teaches empathy[footnoteRef:8]... theatre makes us think outside of the box[footnoteRef:9]... [and art is] what makes us human[footnoteRef:10]...(Ibid.) Tim West, an actor and trustee of the Campaign for the Arts, emphasises their importance as a means for us to “imagine what it’s like to be someone else. There’s no us and them. It’s us and us. It’s all us” (Campaign for the Arts, 2024b). The influential theatre director, Peter Brook makes a similar point in relation to theatre, which he believes is:  [5:  Lemn Sissay]  [6:  Tracey Emin]  [7:  Melvyn Bragg]  [8:  Sheku Kanneh-Mason]  [9:  Lenny Henry]  [10:  Anthony Gormley] 

two places with two entries, one for the audience and one for the actors. There are two worlds. The people in the dark peer into another world. That is illusion. That is why they come (Brook, 1998, p.41). 

The use of semiotics and the ways in which theatre communicates
In a piece of theatre, communication of ideas, of relationships between characters and of underlying emotions do not necessarily rely on the script and words alone: there are many aspects other than the script. Thorne, for example, believes that, “the function of theatre design is to support the play and its players” (2001, p.42). Costume, scenery, lighting, props and sound exist to support the text and the actors (Ibid.). It may well be costume that is the key element in giving an audience a greater “level of expressiveness and emotional saturation of a performance... and improve the understanding of the artistic image, historical era and mood of the work” (Bezruchko, et al., 2024, p.1). The actor, Judi Dench, describes a production of Shakespeare’s Antony and Cleopatra in which it was the colours of costumes that represented the different cultures of Egypt and Rome, this being a good example of semiotics in this area. In this production, Antony was wearing “a tassel... in the colours of Egypt” when he returned from Cleopatra to Rome, which itself was then a communication, through costume alone of the relationship forged between Antony and Cleopatra (Dench & O’Hea, p.227). Rarely do clothes represent emotions in the same way in real life, indeed, Adams points out that theatrical designers can be “gatekeepers who present the visual world of the story to the audience” (2023, p.6).

Saltz (2006) also mentions the important roles of music, tone of voice, pauses and gesture and other elements include the proxemics on stage (the relationship in space between actors), and costume. Kowzan defined thirteen areas of ‘theatre semiotics’ as he described them, including also “make-up, accessory, décor, lighting... and sound effects” (1968, p.53). An audience may be quite unaware of interpreting these elements, but they offer much to the emotion, meaning and interpretation of performance. As Biswas points out, however, once they become a source of comment for an audience, they may be failing (2017). Barthes, one of the original theatre semioticians, believed that an audience member will, at any point, 
receive at the same time six or seven items of information proceeding from the set, the costumes, the lighting, the placing of the actors, [and] their gestures... but some of these remain... while others change (1972, pp.261-262).

Barthes describes this variety of communicative tools as the essence of theatricality: “a real information polyphony [or]... a density of signs” (Ibid.). Monks has it that “costume does far more than decorate the surface of the body” and it is part of “the interaction between how we see the world, and what we wear” (2009, p.3). Indeed, the relationship between “actors and their clothes” is as difficult as that between “real life and the stage” (Ibid, p.4). Costume, as one of many non-verbal elements to theatre should “appear to disappear, to become so fused with the reality of the character that it appears an inevitability” (Monks, 2009, p.24). Batty certainly believes that the role of the costume designer is to create a “visual ‘text’ which is often at least as potent” as other aspects of the direction (2014, p.81). Clothing contains symbolic messages and signs related to the semiotics of colour, texture and shape which humans interpret largely without conscious thought. Barbieri’s important work (2017) emphasises, that such features are built using costume on stage to create images which inform the audience in various ways.

Another aspect to consider is the audience's intersectional emotional responses to costume. Members of an audience may interpret a costume differently dependent on their age, theatrical and life experiences, gender, class and so on. As Dench puts it, “Acting is a three-way conversation between you, the other actors and audience” (Dench & O’Hea, 2023, p.118). Not only may an actor use the feelings created by a particular costume to inform a performance, but an audience may also be led to an empathic response to “the sensate body”, as Monks has it (2010, p.23). She believes that 

Part of the experience of watching a performance can come from imagining how it feels to dress as a gorilla or to wear high heels. The visceral empathy can be used to serve our identification with the character (Ibid., p.23).


Issues relating to appropriation within theatre
Aspects of culture shown through theatre can be represented in a positive or negative manner. Theatre can always be said to be appropriation in some way, because characters are usually stereotypes, with appropriate cultural references (of age, gender and so on) to allow an audience to understand the situation presented. Indeed, Pavis outlines a situation in the late 20th century in which, “never before has the western stage contemplated and manipulated the various cultures of the world to such a degree”, appropriating them all “through the mediation of stage and auditorium” (1992, p.1). Cultural appropriation being used with little thought for key aspects of the culture in question can be deeply upsetting and damaging. For example, Puccini’s opera, Madama Butterfly, has a Japanese woman as a main character, and she is usually shown wearing a form of the kimono. However, traditionally, the kimono is a garment which has a rich dressing ritual (Dalby, 2001), which costume departments of theatres are unlikely to implement. There are many discussions of the cultural difficulties posed by this opera which will be considered in more depth in Section 2.6. 

However, Shugart points out that, the key issue here is context: is the character being represented deliberately in a negative or humorous way (1997)? Does such imitation constitute a deliberate attempt to “distort” the “meanings and experiences” of the group being copied (p.212)? Within the area of visual art, the well-known example of the Campbell’s soup can used by Andy Warhol is cited by Winkowski as a “work dependent on its context” (2013, p.746). Rogers (whose work is a key feature of Section 2.4) describes “culture as a relational phenomenon constituted by acts of appropriation” rather than an area that just uses appropriation occasionally (2006, p. 474).


Appropriation in theatre: costume
Appropriation within costume is not a straightforward subject. Barbieri and Pantoubaki have explored the area in relation to its ethics and the ways in which costume has the potential “to claim bodies”, whether by disempowering individuals, by overtly stating political ideas or simply by being “risky” (2020, p.4). They refer to Chatterjee’s point that whilst members of a particular culture may be excluded from travel across the globe, “culturally specific materials move freely across national boundaries” (Ibid, p.6). Character is the key point of what makes costume important, as one of theatre’s non-verbal elements, and such importance can also inform in relation to appropriation and when this might be taking place; costume is, after all, more than an actor wearing clothes (Barbieri, 2017). The role of costume within the opera Madama Butterfly further develops this theme in the next Section.


[bookmark: _Toc182147302]2.6 Theme 5. Case study: Madama Butterfly, addressing key issues from Themes 1-4
Overview of the opera and the issues related to it
Puccini’s opera Madama Butterfly of 1904 is a source of debate in relation to various issues including cultural hegemony, appropriation and the reflection of society in theatre. The libretto by Gioacosa and Illica (Westerman, 1964) is based on a short story (by Long) and subsequently a play (by Belusco) with features of a French novel of 1887, Madame Chrisanthème (Ibid.). Both Long and Belasco were American, so had little or no first-hand knowledge of Japan, where the opera is set. Despite its controversial aspects, the opera is performed today throughout the world, being one of “Opera’s most enduring tale of unrequited love” (English National Opera (ENO), 2024) and a masterpiece of the operatic repertoire. 

Opera houses are, however, becoming more aware of the controversial aspects of the opera’s story and its setting, and addressing these, with Oliver Mears, Opera Director for The Royal Opera House, London, presenting crucial arguments in this area (2022). It is thus an excellent example of the cultural issues within theatre that have been outlined in Sections 2.4 and 2.5 and of their contemporary handling. The emotional score follows the tragic story of a naive fifteen-year-old Japanese geisha girl Cio Cio San (Madame Butterfly), who falls in love with US Navy Lieutenant Pinkerton whilst he is stationed in Nagasaki (ENO, 2024). He has paid for an arranged “Japanese marriage”, although for him this is just a temporary “convenience” (Ibid.). Butterfly is in love with Pinkerton, converts to Christianity and is renounced by her Japanese family. Thus, the clash of cultures is a feature throughout. Such marriages were a common phenomenon during the Meiji era in Japan following the “liberalization of marriage laws” (Fisher, 2005). Subsequently Butterfly is seen abandoned for three years and with Pinkerton’s child. Pinkerton returns but married to an American and Butterfly takes her life. Although not a true story, the libretto does use “elements of real-life events and cultural observations” (ENO, 2024).


The portrayal of one culture by another and contemporary performance
Mears makes the point that the great 18th and 19th century operatic tradition is generally one of cultural bias, with the majority of the great works written by white men, during a time of “European imperialism, and [they] feature attitudes to women (inferior) and the white race (superior)” that are found “objectionable today” (2022). Nieves takes this point further, as do other commentators, questioning the ways in which Japan and its society is shown in Madama Butterfly through a Western lens of “racist and imperial assumptions” and thus perpetuating harm to the “colonized psyche” (2014 p.3; Eppelsheimer, 2023; Gay 2015; Carriger 2018). Madama Butterfly has all of these concerns and also includes the issue of American colonialism. Puccini was, after all, an Italian describing, in his opera, events in a country he had never seen (Mears, 2022). He used ‘oriental’ musical motifs such as the pentatonic scale and Japanese folk songs but neither the music or the libretto distinguishes between “East Asian and South-East Asian countries” as Chinese folksong is also used: a typical “conflation of... Asian countries into a single ‘Orient’ all too common in Europe around 1900” (Willson, 2022) and indeed still to be found today. Yet, Puccini was of his time and, according to Willson, “proclaimed his intentions of representing ‘a true Japan’, attending ethnic performances in Milan and taking advice about the Japanese music that he used” (Ibid.). Challenges relating to sexism, racism, colonialism and appropriation are nothing new in opera and theatre generally, with Mears quoting “Mickey Rooney’s grotesque yellow-face impersonation in Breakfast at Tiffany’s”, along with “Così fan Tutte[footnoteRef:11] and its overt misogyny, the Ring Cycle[footnoteRef:12]’s incest and Tosca[footnoteRef:13]’s... depiction of sexual assault” as examples of bad practice in theatre (2022). The question is whether to stop performing these masterpieces because they are “too hot to handle” or to revisit them, recognising their cultural importance, and “find creative ways to live with them” (Ibid.). They have important messages to convey. There would seem to be a clear distinction between the high art of Madama Butterfly and the offensiveness of the BBC’s The Black and White Minstrel Show, for example. Commentators including Grundy (2019) have pointed to the fact that ‘blacking up’ and racial stereotyping was a feature of television and film right up until the 1980s, with Laurence Olivier featuring in Khartoum, for example (Grancy, 2019).  [11:  Opera by Mozart]  [12:  Operatic cycle by Wagner]  [13:  Opera by Puccini] 


It is significant that there was not a production of Madama Butterfly at The Royal Opera House, London (ROH) between 2018 and 2022, a long period for such a major work to be absent. The reason, Mears explained was the troubling “racial dimension” (2022), which Fisher describes as “the incompatibility of Eastern and Western culture” in which the Japanese heroine of the opera transgresses her own traditions, only to be rejected by both cultures” (2005, p.15). However, ROH has found “creative ways to live with” this opera (and other controversial works), and indeed, “their indestructible openness to interpretation... is the key to their future” (Mears, 2022). Mears highlights how important it is to revisit “works in the canon that have traditionally paid scant attention to the voices of those they seek to represent” (Ibid.). For the 2022 revival of Madama Butterfly, the Opera House 

spent a year interrogating the production in detail, consulting with Asian colleagues and practitioners, and inviting Japanese experts in movement, costume and makeup to review the staging and make discreet changes in the name of greater authenticity. This has resulted in a production that feels and looks more real and more respectful – and more emotionally weighty as a result (Ibid.).


Semiotics
The music and text cannot be changed but many aspects of the production, including those non-verbal elements described in Section 2.5 can be and have been. It is this “density of signs” in semiological terms (Barthes, 1972, p.162) that will communicate differently to the audience of the early 21st century. Biswas points out that theatre is made up of three elements: literature, form and content (2017). Theatre is unique within the arts, as each production uses the same text but the “performance as text” is different in each one in style and genre. The style of the production will depend on the agenda required (Biswas, 2017); context is all here. As Biswas points out, “a set of signs may vary with the change of content even if the form is the same” (Ibid., p.12) and this applies to theatre and to the re-visiting of productions as described above. As Saltz has it, “Theatrical reception is... more than a matter of decoding signs to extract meaning” (2006, p.12) and in Madama Butterfly, signs in terms of costume, movement, make-up and other non-verbal elements can be seen in different ways by different audience members at different times and from different cultural backgrounds: a Wittgensteinian interpretation of different “seeing aspects” (Ibid., p.206).

Cultural hegemony
Nieves’ thorough analysis of the opera and its many issues, examines cultural hegemony as a “form of cultural control” of one group by another (2014, p.9). She describes the situation in which Puccini, writing at the end of the 19th century and “part of the ruling societal class”, created works that were not questioned by contemporary audiences, but which are, in the 21st century, “antagonistic to... marginalized groups” and, in the case of Butterfly, can be portrayed, with “harmful depictions of Japan, women from Japan, Japanese customs, and Japanese culture” (Ibid, p.27). 

Opera, like so much of music, theatre, dance and visual art can reflect universal feelings and ‘say’ things that many of us cannot express; that is its value. Both director of opera at the Royal Opera House, Oliver Mears and Stuart Murphy, chief executive at English National Opera, believe that this theatrical/musical art form, has as its aims the generation of “emotional reaction” (Moss, 2018), with new works challenging writers “to write about their fears and hopes for the world now” (Ibid.): surely the role of the artist in society. 


[bookmark: _Toc173425539]There are no easy answers to the problem of works of art, such as Madama Butterfly, which include racial and sexual references as well as misogyny and appropriation of one culture by another which may have been acceptable at the time they were written, but are certainly not now. Directors are clearly addressing these issues (Mears, 2022; ENO, 2024) but there are many aspects of the relationship between theatre, culture and society in all its diversity, that need to be worked out. Section 3 will explore all of these points further and look for resolutions to some areas of controversy.

[bookmark: _Toc182147303]2.7 Conclusion
The preceding literature review and analysis shows that human society contains many different aspects of culture even if that subject is one of intangibility (UNESCO, 2003; Young, 2008). The literature further shows that there are different approaches to the ways in which cultures can relate to each other, ranging from the positive aspects of cultural exchange (Rogers, 2006) through the various nuances of appropriation (Ibid.) to the negative features of cultural dominance (O’Regan, 1999) and exploitation (Kutty, 2002). The creative and performing arts have an important role to play in the reflection of culture and society, both for good and ill, the contribution of theatre and costume being particularly important (Krasner & Saltz, 2006; Ellis, 2015; UNESCO, 2019). As an example of the latter, Puccini’s opera Madama Butterfly offers an opportunity to examine many of these key issues (Mears, 2022). The important role of culture as reflected by the arts and theatre in particular, is echoed in the governmental and related policies that are significant in this area (Throsby, 2010; Arts Council England, 2024; Department for Culture, Media & Sport, 2023).

Murdock’s seven theories of culture (1940) show both the range of cultures globally and the range of principles that go towards the complex whole. Tylor (1871), Whiting (1986) and Kawamura & De Jong (2022) provide further evidence of the collective experiences and large number of variables that make up any cultural whole. UNESCO’s ‘Representative List of the Intangible Cultural Heritage of Humanity’ (2019) provides well researched and wide-ranging evidence of the breadth of culture throughout the world.

Section 2.3, however, shows that these diverse cultural traditions can be revered, exploited or appropriated, with Rogers (2006) providing clear analysis of the different categories of approach. Context and intention are crucial here (Kutty, 2002; UNESCO, 2003; Rogers, 2006; Vézina, 2019), as is shown in Section 2.5 and the case study of Madama Butterfly (Nieves, 2014; Mears, 2022). Despite controversy surrounding this and other works, theatre has much to offer in its reflection of culture and society, its diverse contributions being reflected in Krasner and Saltz (2006) as well as the timeless contributions of Plato (Carroll, 2006) and Aristotle (Ibid.). Biswas shows that theatre is an “integral part of social living” (2017, p.ix) and as such, the literature represented here shows its importance as a means of expressing the emotions, cultures and societal diversity that is our global world today. 
[bookmark: _Toc181455052][bookmark: _Toc182147304]
SECTION 3 DISCUSSION OF RESULTS 
[bookmark: _Toc182147305]3.1 Introduction 
This section of the paper will focus on key messages or ‘motifs’ that progress from the Literature Review. Section 3.2 (Key motif 1) will examine again the definitions of culture, its intangibility, the reasons for changes in meaning and the relationships between these and UK Government policies, reflecting upon the politicisation of culture. Section 3.3 (Key motif 2) untangles the topic of cultural heritage, striving still to arrive at definitions but also placing culture in the context of the human condition and its requirements. The possible elitism of some areas of cultural heritage is discussed, particularly in the context of the case study in Section 2.6, Madama Butterfly. Key motif 3 (Section 3.4) focusses on the use that is made of one culture by another, discussing the issues of appropriation, exploitation and exchange outlined in Section 2.4. The importance of context and intention is raised as an important element of these discussions. Finally, Section 3.5 (Key motif 4) narrows the focus to discuss the place of theatre as a reflection of human experience.

[bookmark: _Toc182147306]3.2 Key motif 1. The definitions of culture and their relationships to government policies
The difficulty of arriving at a consensus in terms of definitions
The examination of literature discussing and defining the term ‘culture’, results in an enormous mixing pot of conflicting approaches, different contexts and a multiplicity of definitions (Hofstede, 2001), some of which can themselves be unclear (Johnson, 1983). This can leave the researcher with only a slight chance of arriving at any definitive definition or attitude. There is certainly consensus that the term relates to human society (Billington et al., 1991), but whether there can be a well-defined delineation of cultures between one geographical area and another is far from clear (Ibid.), although Kawamura & De Yong (2022) certainly believe that it is the collective experience which defines culture. Nevertheless, there is general agreement that societies which share values can be said to be sharing a culture (Kenter, 2019). Culture in a historical context is generally beyond the scope of this review, but the “founder of cultural anthropology”, Sir Edward Burnett Tylor, believed that ‘primitive’ societies lack culture with development continuing through the centuries (1871). His work is challenged by more recent writers including Murdock (1940) and White and Brudner-White (1988). There are so many variables to be juggled within the study of anthropology and despite the ‘coding’ of different cultures and variables by Murdock (1940), which would seem to be a clear analysis of the situation, terms such as social habits; life experience; skills; development; feeling; art and spirituality, for example, are fraught with difficulty themselves in terms of clear and agreed definitions.

The intangibility of culture
Whilst UNESCO’s publications provide a valuable resource in relation to the variety of artistic traditions in the world today, it is also UNESCO which uses the term ‘intangibility’ in relation to cultural heritage (2003). This is indeed an appropriate term, reflecting the enormous variety of culture both in individual countries and across the globe. It is this variety which can blur the boundaries when aiming for a clear, unambiguous definition of culture. Additionally, UNESCO’s use of the term “cultural spaces” (2003)  merely adds to the difficulty of definition. However, more detailed examination of the Representative List does give clear examples (UNESCO, 2019).

Changing definitions and theories of culture
The constitution, organisation and analysis of human societies have changed a great deal since Murdock’s day, with the last 85 years seeing the changing roles of women, of gender and age stereotyping, of parenting, of civil rights and very many other areas; there never were any absolute rules and there certainly appear to be none in the 2020s. Nevertheless, there would seem to be general agreement on the importance of culture within human society (Murdock, 1940). UNESCO’s ‘Representative List’ (2019) is an important source showing the variety of artistic traditions around the world. The societies that humans inhabit are more global, and their culture can be changed by events such as the Covid-19 pandemic which revealed “underlying truths about societies and their cultures” (Nanda & Ryan, 2022). The fact of contemporary globalisation and the impact on culture are not really debatable; what is more controversial is the degree to which such globalisation is to be desired or despised, an area discussed by Equality and Diversity UK (2024), amongst many others. The politicisation of culture is discussed further but the ‘internationalisation’ of culture is another controversial area, related to economics and to a country’s preferred image (British Council, 2021). 



The politicisation of culture
It is the economics of culture that form the basis for some related governmental policies. Throsby (2010) mentions economics in his broadening of cultural definitions and he emphasises the ways in which a country’s cultural policy can either promote or prohibit its integrity. One would imagine, for example, that the Arts Councils in the UK would wholeheartedly promote the arts, but such promotion is based on the required funding being available from the different national and devolved governments. It is these policies that can be controversial with their hidden agendas of “urban regeneration, tourism and job creation” (Throsby, 2010, p.2) and the ‘Levelling Up’ of society (Arts Council England, 2024). The questions of ‘art for art’s sake’ or art as an ingredient of a political, social, equality or economic menu are complex. Nevertheless, it is clear from statistics quoted in Section 2.2 that the creative industries in the UK are certainly an important part of the country’s life. The example of the Shakespeare North Playhouse, based in the socially deprived area of Knowsley, is a glowing example of what can be achieved through the arts within many, if not all of the areas mentioned above (Research Excellence Framework, 2024). Nevertheless, there are organisations within the UK, such as the Campaign for the Arts, which clearly feel that there are statistics being bandied around that hide the real truth of a decline in the artistic ‘health’ of the country, whether in employment, education or social involvement (Campaign for the Arts and the University of Warwick, 2024). Many organisations, including the Royal Academy of Arts, point the finger at a failure in the education system which focuses on “‘core’ subjects and tests” at the expense of the arts which have the ability to expand minds, prompt questions and boost creativity and confidence for so many (2024). This review could have devoted the whole of its 15,000 words to this area alone. It is clear that information on this subject must be balanced. However, without access to the required statistics in detail, and the time and knowledge to interpret them, most individuals in a society are dependent on the media, a variety of arts organisations and government sources to arrive at a balanced view and that view will almost inevitably be influenced by the political leaning of different individuals: not an easy task.




[bookmark: _Toc182147307]3.3 Key motif 2. What is cultural heritage?  
Cultural heritage
The sheer variety reflected in the cultural heritage of the world should be a source of celebration: the UNESCO ‘Representative List’ (2019) shows this. The British Council sums this up well: within the current context of climate change and conflict, it believes, it is still crucial to protect the cultural heritage of communities as this can affect “human rights, dignity and well-being... [as well as providing] opportunities for education or employment” (Grant, 2024). The internationality of culture has been demonstrated in the literature review and it is this internationality as well that can help to build bridges in our often-divided world (Ibid.). As Vézina points out, it is of importance to protect cultural expression and traditional culture, rather than to exploit them (2019). 

Culture: a fundamental requirement of human existence?
Following on from this is UNESCO’s wish to protect the different manifestations of cultural heritage around the world in all their richness. This variety and opulence is surely to be defended as an enormous resource in the context of the literature quoted previously which reflects the place of culture and the arts in society. In the basic level of Maslow’s Hierarchy of Needs (1943), he outlines the many areas in which humans’ essential physiological needs must be met. In this context, the issue of considerable levels of support for culture and the arts could be questionable. However, Maslow’s theory has little support in contemporary thought (Berl, Williamson & Powell, 2013) and there is much literature relating to the use of the arts as a crucial element within the context of great physical and mental suffering, as shown in situations quoted in Section 2.5: refugees (United Nations High Commissioner for Refugees, 2011) and extermination camps (Fackler, 2024), for example. Here the arts have provided and continue to provide survival systems of a different order to food, water and physical safety (Ibid.). Smith (2002), quoted in Section 2.3, writing from a medical perspective, offers the contentious argument that government spending on the arts is an important part of spending on health care. He quotes the World Health Organization’s definition of health which refers to “complete physical, mental and social wellbeing” and argues that “The arts don’t solve problems” in the same way as a pill might do but can be “more potent than anything that medicine has to offer” (Ibid, pp.1432-33). Simon Rattle (2002), quoted in the same Section, makes the same point in relation to UK and German culture. The paper by Mak, Coulter and Fancourt (2021) underlines the importance of culture in areas of deprivation in the UK and in general there would seem to be agreement in a wide range of literature (not all quoted in the Review) that the arts have an important role in society at all times (Artwork, 2024; Smith 2002; Sayej, 2020; Brown, 2023).


Elitist art
Not all art and culture is of the order of Madama Butterfly, despite that being used as an example in the Literature Review. Perhaps this choice of case study could be interpreted as an example of elitist art in society. However, it was used as the literature relating to this work is varied and abundant, including highly relevant information from The Royal Opera House and other institutions showing their awareness of the various issues (Mears, 2022; ENO, 2024). Appropriation, misogyny, racism and cultural hegemony are just some of the issues that this work raises (Mears, 2022; Nieves, 2014) and whilst it would have been possible to examine other examples from different art forms, Madama Butterfly does exemplify so well crucial elements relating to the portrayal of one culture by another along with its various aspects of control through gender, race and nationhood.

Although the complex debate about cultural elitism is outside the scope of this review, there are issues relating to equity and diversity in society that are part of this motif. It should be possible to protect, respect and be aware of the world’s cultural heritage without being elitist (Lawson-Tancred, 2024). There does not have to be a distinction in cultural awareness between so called ‘high art’ and ‘mass culture’. Opera may have been (and still be) considered “as a plaything of the rich” (Zelechow, 1993) but, if so, then football could be financially comparable because of the high cost of tickets (Lynskey, 2024). Despite being an example (as some would have it) of cultural diversity, football is hardly an example of cultural equity (Ibid.). 

Whether the use of cultural expression is exploitation, or positive exchange depends much on context, an area discussed in the next motif.


[bookmark: _Toc182147308]3.4. Key motif 3. The use of culture from negative to positive: a question of context and intention?
Further difficulties of definition
Sections 2.2, 2.4 and 3.1 have shown a clear pattern: difficulties of definition in relation to ‘culture’. Even after having arrived at a working definition, there are different ‘levels’ of use of the term, ranging from the negative features of exploitation and appropriation to the more positive application of “cultural exchange” (Rogers, 2006, p.474). There is thus a spectrum of ways in which culture can be used, but so difficult to define that no ‘feasibility chart’ could be produced showing these positive and negative approaches. There is a multi-faceted nature to the interpretation of culture and its use in different contexts and indeed interpretations can change from one individual to another and at different times. Power dynamics, with their possible implications of abuse are also important features (Ibid.). Authors quoted in Section 2.4 (Rogers, 2006; Chen, 2024; Williamson, 1995, cited in O’Regan, 1999; Kutty, 2002; Alptekin, 1982; Xue & Zuo, 2013) are largely in agreement about the inevitability of cultural exchange in today’s global society and the different aspects of such exchange from positive to negative.

The variation in the use of cultural ideas, rituals and artefacts by an individual or group that is not part of the original culture is dependent on so many issues: individual background, including upbringing, socio-economic status and education; religion; historical background and the lived experience and understanding that is reflected in much of the literature on the subject (Rogers, 2006). Such ‘lived experience’ is drawn not only from primary sources but also from the secondary sources of literature, education and, importantly for this essay, from the arts.

Integration and exchange
Within Murdock’s classic seven theories of culture (1940), the seventh relates to the integration of ideas from one culture to another. There would not seem to be any difference between integration from and integration by different cultures. However, Murdock does seem to be referring to the integration of different elements of culture within one society. This is not the implication examined in this review, which focusses on the various ways in which cultural traditions can be used across cultures, whether in an exploitative manner or in a positive way.


Context and intention
Nieves, writing about a performance of Madama Butterfly in 2013, refers to an actor in the company choosing to “lift his cheeks into his eyes, [and] to deliberately squint and grin” in order to mimic a Japanese face (2014, p.2). This is a clear example of an ill-conceived intention in relation to the portrayal of one culture by another on stage. However, Section 2.6 gives clear examples of other productions being far more careful about these issues (Moss, 2018; Mears, 2022; ENO, 2024). 

Nieves believes that Madama Butterfly is a story told in “the stilted and limited view beheld by the myopic Eurocentric Subject” (2014, p.3), but this ignores the fact that the opera surely brings the subjects of imperialism, racism, sexism, misogyny and cultural appropriation to the attention of the audiences who experience it. Few coming out of a performance would deny that Lieutenant Pinkerton is anything but a repulsive character, with little to commend him and any damaging depictions of all things Japanese are set in a 21st century context of far greater understanding of and interest in different cultures, despite the undeniable presence of racism throughout the world. As the United Nations points out, even though it is 75 years since “the adoption of the Universal Declaration of Human Rights”, there is still an urgent need to combat racism (2024d). Although bodily features of non-Western/European origin, including African and Asian may be considered to be “othered” by European society (Nieves, 2014, p.14), this does not imply a necessary destruction or disdain of that other society: that is dependent largely on context. 

Historical context is crucial, too and it could be said that the increased awareness of ‘orientalism’ in its many forms, has resulted in some discomfort by many in the West about its negative focus. Mart, Toker and Esen emphasise the ways in which the West continues to consider ‘The Orient’ as “inferior and alien” and part of the huge generalisations of ‘The Oriental’ as a “single image” (2010, p.367). Nevertheless, there are many examples of artists from different disciplines gaining positively from Japanese culture, such as Van Gogh’s love of Japanese prints which “taught him a new way of looking at the world” (Van Gogh Museum, 2024), surely a positive context. Benjamin Britten’s first ‘Parable for church performance’, Curlew River was based on the tradition of Japanese Noh plays, without being in any way a European copy or appropriation but more, a real and positive cultural synthesis which is the strength of this work. Britten himself made it clear that “there was no question... of a pastiche from the ancient Japanese”, but rather a real lesson for performers from “any country and in any language” to which he could have added that it is too a real ‘lesson’ for audience members from any country as well (Britten, 1965). These are both excellent examples of the ways in which artists in particular and humanity in general can learn from cultures other than their own.  

Despite such positive examples, Equality and Diversity UK, feel that there is a problem of cultural appropriation in the UK and that this is related to the concept of power and its balance between different groups (2014; Vézina, 2019). Education is important here. Copyright laws go some way towards addressing the issue of appropriation in its many forms, but are still unable to protect the use of material from one culture by another without consent (Reed, 2019; Marshall & Frith, 2004). Examples from contemporary popular culture such as the fashion items marketed by Kim Kardashian (Friedman, 2019) show that the issue is certainly still present. The context of Kardashian’s use of the term ‘kimono’ was one which clearly lacked understanding and respect, despite her denial, so both context and intention were flawed (Ibid.). This would seem to represent the opposite of magnanimous cultural exchange as described by Holmes and Galchen (2017) and Rogers (2006). There can be appropriation in this context but it is exact usage, detail and understanding which indicate intention and the moral obligations of the group or person involved in the use of cultural ideas. 


[bookmark: _Toc182147309]3.5 Key motif 4. The place of theatre and the arts as a reflection of human experience
The literature quoted in the Review all tends towards one key point, that culture is essential for humankind and within culture, the arts provide an emotional catharsis whichever theatrical tradition one is examining (Pavis, 1992; Krasner and Saltz, 2006). Theatre in the 21st century is generally more aware of interculturality and its role as a reflection of society and the many different aspects of individual cultures. For example, the organisation, Act for Change specifically aimed “to make theatre... reflect society, not just in terms of gender but also age, class, race, sexual orientation and disability” (Ellis, 2015). 
 
The change in the type of culture that the arts now reflect
Pavis (1992) shows clearly that arts and within that, theatre, are used in differing ways in order to reflect different cultures. Odom (2017) emphasises the ways in which members of one culture (such as the white, American male) may need to re-think their values and thoughts when faced with artistic expressions from different geographical areas with correspondingly different cultural traditions and ways of using those traditions. As was mentioned in Key motif 1, in relation to definitions of culture, there are many aspects of society in the 21st century which have changed from previous centuries and organisations such as Act for Change are aware of such changes and make a real effort to reflect the diversity of UK society (in this case) “in terms of gender..., age, class, race, sexual orientation and disability” (Ellis, 2015).

[bookmark: _Toc182147310]3.6 Conclusion 
The Discussion section of this paper has focussed on a number of key topics. These, it is hoped, will lead to greater understanding of the connections between society and culture and the ways in which the arts and theatre in particular can reflect these for the greater good of humankind and our individual struggles to exist in a world of war, social inequality, poverty and environmental threats.

The problem of defining culture itself as well as the various aspects of its use, such as appropriation, have been outlined in the Literature Review and then discussed in two sections of this part of the essay. Such definitions will, it is hoped, lead to clarity for those pursuing this topic. Whether or not culture and the arts can be considered a fundamental requirement of human existence seemed likely to be controversial, however, literature points to a general agreement on the key importance of the arts in human existence, even in (and perhaps especially in) circumstances of real crisis. 

The politicisation of culture can be a force both for good, as it can thus lead to greater funding, and for exploitation, perhaps by turning the best interventions of culture in our lives into tools for political and economics-based point scoring. 

Our shrinking global world offers exciting possibilities for the integration of different cultures in a context of real understanding as examples have shown. The work of UNESCO is particularly heartening in its range and education. Closer to home, the example of the Shakespeare North Playhouse provides a welcome example of theatre reflecting the needs of socially deprived neighbourhoods. 
[bookmark: _Toc181455053][bookmark: _Toc182147311]SECTION 4 CONCLUSIONS AND RECOMMENDATIONS 
[bookmark: _Toc182147312]Conclusions 
This Literature Review and associated Discussion have explored the ways in which the arts, and theatre in particular, can reflect the diverse cultures of the early 21st century and the meanings and relationships between society, culture and the arts. This topic is one of intangibility and it has been difficult to find quantitative data to ‘prove’ many, if not all, of the key points. Literature quoted (Smith, 2002; Mak, Coulter & Fancourt, 2021; Fackler, 2024) has attempted to show a direct link between involvement in cultural activity and good mental and physical health: a key factor in arguments for the usefulness of culture and the arts in people’s lives. The use of the arts, of whatever cultural nuance, as emotional catharsis is one that is reflected in many sources (Pavis, 1992; Krasner and Saltz, 2006) and continues to made, with the esteemed theatre critic, Michael Billington, stating in October 2024 that theatre is still “one of the few vehicles where you [can] articulate your inner feelings” (Chambers, 2024).


[bookmark: _Toc182147313]Recommendations and suggestions for further research 
Education
The importance of education is integral to all areas of these recommendations and is reflected in both the Literature Review and Discussion. The Royal Academy of Arts (2024) emphasises the enormous importance of education in order to lead to a resurgence of the arts in UK schools. Education could also help to eradicate the controversial issue of elitism in the arts (Sections 2.6 and 3.3), which is perhaps more of a feature of the UK than many other countries (Lawson-Tancred, 2024). Education could help towards this becoming more of a public debate and leading the way in broadening a more general understanding of different types of culture and art, through practical experience. The work of Equality and Diversity UK could be used as a model in schools and colleges to encourage such “comprehension [and] reverence” for different cultural expression (2014). If more of us could be aware of the use of stereotypes in the characterisation of different cultures, then the situation of Kim Kardashian’s ignorant use of the term ‘Kimono’ could be avoided (Friedman, 2019). Education can also encourage a greater understanding of the culture of countries which are now so accessible across the globe to tourists. 

	Research into the importance of the arts 
The hugely important role of culture and the arts in human life has been rehearsed and discussed throughout this paper. Nevertheless, bringing together a greater body of evidence in this area would be a useful way of supporting the use of the arts in society and its funding by government bodies, both in the UK and elsewhere. The current campaign by the Royal Academy of Arts, ‘Art is a serious business’  (quoted in Section 3.2) is an example of such an initiative which could benefit from more evidence. Bodies that are independent of government, such as Equality and Diversity UK and the Campaign for the Arts, could be given greater credence in their research and experience. Although the latter organisation has the collection of relevant information as a key principle (Campaign for the Arts, 2024a), we can all find ways to reflect our experiences of enrichment by culture.

Additionally, building a body of research which adequately reflects projects such as Shakespeare North (Section 2.3) would help towards the implementation of greater “local identity and pride through... cultural and educational initiatives” (Research Excellence Framework, 2024). The protection of our “rich intangible cultural heritage” (UNESCO, 2019, p.11) cannot be left purely to UNESCO, despite its sterling work; it is the responsibility of us all. 

The discussion of all protected characteristics
Appropriation can be found in the context of any of the ‘protected characteristics’[footnoteRef:14] as outlined in the Equality Act, 2010 (Equality Act, 2010). The literature review has focussed on race in relation to different aspects of cultural exchange, but future discussions could usefully include the other characteristics. Culture and the use of the arts varies from the perspective of individuals of different genders and ages and those who are disabled, for example. The ‘Act for Change’ project which led in this field closed in 2024 but, as Street points out, “The baton now needs to be taken up by people who can translate the awareness into action” within the areas of equality, diversity and inclusion (2024b). [14:  “age, disability; gender reassignment; marriage and civil partnership; pregnancy and maternity; race; religion or belief; sex and sexual orientation” (Equality Act, 2010).] 



	Giving equal weight to all cultures	
In a 1991 conference, Professor Ying-Shih Yu from Princeton University put forward the argument that the key trend in historical studies at the end of the 20th century was the “recognition of culture as a relatively autonomous force in history” (Yu, 1991, cited in Morris-Suzuki, 1996, p.759). Moving towards a world history which gives more equal weight to “every society or people” is an important change in cultural outlook (Morris-Suzuki, 1996) and would be a significant step away from the dominance of Western values which have been referenced earlier (Alptekin, 1982; Mauranan, 2003; Rogers, 2006; Odom, 2017; Chen, 2024).

	Cultural policies
It would be arrogant to suggest that this paper might influence governmental cultural policies. Nevertheless, public opinion and approaches within education should try to emphasise the real health benefits of culture and the arts (Smith, 2002). We can all have a role in supporting the use of the arts within international diplomacy, encouraging our Government to support arts initiatives to other countries. Funding for the arts continues to be a ‘hot’ topic, with the Sky Arts Awards introducing a ‘Manifesto for the Arts’ in 2024, for example. This recommended a number of “steps” that do not involve greater governmental spending, including the reform of business rates and a “streamlined route for ‘culture and heritage’ funding to eliminate... red tape” (Lycett, 2024).

Further research and reading
The following includes just some of the many sources that can foster further research in this huge area.
· Adams, J.F. (2023) Teaching Costume Design and Costume Rendering: A Guide for Theatre and Performance Educators. London: Routledge.
This is a crucial read for any educators working in theatre and performance
· Campaign for the Arts and the University of Warwick (2024) The State of the Arts. Warwick: University of Warwick.
This is based on valuable research which can be used for further investigation of this subject.
· UNESCO: all the reports mentioned in this paper are valuable international sources.
· The place of AI and other areas of technology in the UK Creative Industries can be researched using: 
Council for Science and Technology (2023) Harnessing Research and Development in the UK Creative Industries. London: Council for Science and Technology.
· “The All-Party Parliamentary Group for Creative Diversity report into ‘What Works’ to enhance diversity, equity and inclusion in the creative sector”: Wreyford, N., O’Brien, D. & Dent, T. (2021) Creative Majority. London: APPG for Creative Diversity.
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	Lauren Fujii-Williams

	2
	Tick all boxes that apply:
	Member of staff:
	☐
	Honorary research fellow:
	☐

	
	Undergraduate Student
	☐	Taught Postgraduate Student
	☒	Postgraduate Research Student
	☐


	3
	Institute/Academic Discipline/Centre:
	IEH/Humanities and Social Sciences


	4
	Campus:
	Carmarthen


	5
	E-mail address:
	2023556@student.uwtsd.ac.uk

	6
	Contact Telephone Number:
	
07584033233

	
	For students:

	7
	Student Number:
	2023556

	8
	Programme of Study:
	MA Equity & Diversity

	9
	Director of Studies/Supervisor:
	Ken Dicks





SECTION B: Approval for Research Activity
	1
	Has the research activity received approval in principle?
(please check the Guidance Notes as to the appropriate approval process for different levels of research by different categories of individual)
	YES
	☐	NO
	☒
	
	
	Date

	2
	If Yes, please indicate source of approval (and date where known): Approval in principle must be obtained from the relevant source prior to seeking ethical approval
	Research Degrees Committee
	☐	

	
	
	Institute Research Committee
	☐	

	
	
	Other (write in)

	☐	



SECTION C:  Internal and External Ethical Guidance Materials
	
	Please list the core ethical guidance documents that have been referred to during the completion of this form (including any discipline-specific codes of research ethics, location-specific codes of research ethics, and also any specific ethical guidance relating to the proposed methodology).  Please tick to confirm that your research proposal adheres to these codes and guidelines. You may add rows to this table if needed.

	1
	UWTSD Research Ethics & Integrity Code of Practice
	☒
	2
	UWTSD Research Data Management Policy
	☒

	3
	[List any other relevant documents here]
	☐



SECTION D: External Collaborative Research Activity
If there are external collaborators then you should gain consent from the contact persons to share their personal data with the university. If there are no external collaborators then leave this section blank and continue to section E.

	1
	Institution
	


	2
	Contact person name
	


	3
	Contact person e-mail address

	

	4
	Is your research externally funded?
	YES
	☐
	NO
	☐

	5
	Are you in receipt of a KESS scholarship?
	YES
	☐
	NO
	☐

	6
	Are you specifically employed to undertake this research in either a paid or voluntary capacity?
	Voluntary
	YES
	☐
	NO
	☐

	7
	
	Employed
	YES
	☐
	NO
	☐

	8
	Is the research being undertaken within an existing UWTSD Athrofa Professional Learning Partnership (APLP)?
	If YES then the permission question below does not need to be answered.
	YES
	☐
	NO
	☐

	9
	Has permission to undertake the research has been provided by the partner organisation?
	(If YES attach copy)
If NO the application cannot continue
	YES
	☐
	NO
	☐




Where research activity is carried out in collaboration with an external organisation
	10
	Does this organisation have its own ethics approval system?
	YES
	☐
	NO
	☐

	
	
If Yes, please attach a copy of any final approval (or interim approval) from the organisation (this may be a copy of an email if appropriate).




SECTION E: Details of Research Activity
	1
	Indicative title:
	Society, culture, theatre and costume: meanings and relationships

	2
	Proposed start date:
	26/09/23
	Proposed end date:
	21/12/24

	
	Introduction to the Research (maximum 300 words per section)
Ensure that you write for a Non-Specialist Audience when outlining your response to the points below:
· Purpose of Research Activity
· Proposed Research Question
· Aims of Research Activity
· Objectives of Research Activity
Demonstrate, briefly, how Existing Research has informed the proposed activity and explain
· What the research activity will add to the body of knowledge 
· How it addresses an area of importance. 

	3
	Purpose of Research Activity
To identify the features of society and culture that are reflected in the arts and specifically theatre, and to analyse the relationships between them.

	4
	Research Question
How is society with its diverse cultures reflected in the context of theatre and the arts in general?

	5
	Aims of Research Activity
1. To find relevant literature that encourages an opportunity for critical and evaluative research.
1. To list key issues relevant to the subject.
1. To evaluate and critically debate suitable examples of work within society, theatre and the arts which raise relevant issues.


	6
	Objectives of Research Activity
1. To research the literature relevant to this topic and highlight and analyse key points. Drawing upon key concepts, to connect the relationships of the principals and practices.
2. To critically explore the issues associated with theatre and the arts and the reflection within them of society and culture, establishing the present knowledge available and assimilating the information into a clear framework.


	
	Proposed methods (maximum 600 words)
To provide a brief summary of all the methods that may be used in the research activity, making it clear what specific techniques may be used. If methods other than those listed in this section are deemed appropriate later, additional ethical approval for those methods will be needed. You do not need to justify the methods here but should instead describe how you intend to collect the data necessary for you to complete your project.


	7
	The sole approach and methodology will be through a literature review and thus a qualitative appraisal of key concepts and approaches to this subject area which are raised by a number of different authors and sources.
Additionally, an analysis will be carried out of the opera Madama Butterfly which has raised issues concerning the reflection of society and culture and appropriation in particular. 


	

	Location of research activity
Identify all locations where research activity will take place.

	8
	The Liverpool Institute for Performing Arts, Liverpool and surrounding areas.
The internet.


	
	Research activity outside of the UK
If research activity will take place overseas, you are responsible for ensuring that local ethical considerations are complied with and that the relevant permissions are sought. Specify any local guidelines (e.g. from local professional associations/learned societies/universities) that exist and whether these involve any ethical stipulations beyond those usual in the UK (provide details of any licenses or permissions required). Also specify whether there are any specific ethical issues raised by the local context in which the research activity is taking place, for example, particular cultural and/or legal sensitivities or vulnerabilities of participants. If you live in the country where you will do the research then please state this.

	9
	No activity to take place outside the UK




	10
	Use of documentation not in the public domain: Are any documents NOT publicly available? 

	NO
	☒

	
	
	YES
	☐

	11
	If Yes, please provide details here of how you will gain access to specific documentation that is not in the public domain and that this is in accordance with the current data protection law of the country in question and that of England and Wales.




	
	Does your research relate to one or more of the seven aims of the Well-being of Future Generations (Wales) Act 2015?
	
YES
	
NO

	12
	A prosperous Wales
	☐
	☐

	13
	A resilient Wales
	☐
	☐

	14
	A healthier Wales
	☐
	☐

	15
	A more equal Wales
	☒
	☐

	16
	A Wales of cohesive communities
	☐
	☐

	17
	A Wales of vibrant culture and thriving Welsh language
	☐
	☐

	18
	A globally responsible Wales
	☐
	☐

	19
	If YES to any of the above, please give details:

	
	By helping members of the Welsh community appreciate and understand the issues involved in appropriation.




SECTION F: Scope of Research Activity
	
	Will the research activity include:
	YES
	NO

	1
	Use of a questionnaire or similar research instrument?
	☐
	☒

	2
	Use of interviews?
	☐
	☒

	3
	Use of focus groups?
	☐
	☒

	4
	Use of participant diaries? 
	☐
	☒

	5
	Use of video or audio recording?
	☐
	☒

	6
	Use of computer-generated log files?
	☐
	☒

	7
	Participant observation with their knowledge?
	☐
	☒

	8
	Participant observation without their knowledge?
	☐
	☒

	9
	Access to personal or confidential information without the participants’ specific consent?
	☐
	☒

	10
	Administration of any questions, test stimuli, presentation that may be experienced as physically, mentally or emotionally harmful / offensive?
	☐
	☒

	11
	Performance of any acts which may cause embarrassment or affect self-esteem?
	☐
	☒

	12
	Investigation of participants involved in illegal activities?
	☐
	☒

	13
	Use of procedures that involve deception?
	☐
	☒

	14
	Administration of any substance, agent or placebo?
	☐
	☒

	15
	Working with live vertebrate animals?
	☐
	☒

	16
	Procedures that may have a negative impact on the environment?
	☐
	☒

	17
	Other primary data collection methods. Please indicate the type of data collection method(s) below.
	☐
	☒

	
	Details of any other primary data collection method:
	
	


If NO to every question, then the research activity is (ethically) low risk and may be exempt from some of the following sections (please refer to Guidance Notes).

If YES to any question, then no research activity should be undertaken until full ethical approval has been obtained. 

SECTION G: Intended Participants
If there are no participants then do not complete this section, but go directly to section H.

	
	Who are the intended participants:
	
YES
	
NO

	1
	Students or staff at the University?
	☐
	☐

	2
	Adults (over the age of 18 and competent to give consent)?
	☐
	☐

	3
	Vulnerable adults?
	☐
	☐

	4
	Children and Young People under the age of 18? (Consent from Parent, Carer or Guardian will be required)
	☐
	☐

	5
	Prisoners?
	☐
	☐

	6
	Young offenders?
	☐
	☐

	7
	Those who could be considered to have a particularly dependent relationship with the investigator or a gatekeeper?
	☐
	☐

	8
	People engaged in illegal activities?
	☐
	☐

	9
	Others. Please indicate the participants below, and specifically any group who may be unable to give consent.

	☐
	☐

	
	Details of any other participant groups:
	
	



	
	Participant numbers and source
Provide an estimate of the expected number of participants. How will you identify participants and how will they be recruited? 

	10
	How many participants are expected?

	


(this box should expand as you type)

	11
	Who will the participants be?

	


(this box should expand as you type)

	12
	How will you identify the participants?
	


(this box should expand as you type)





	
	Information for participants:
	
YES
	NO
	
N/A

	13
	Will you describe the main research procedures to participants in advance, so that they are informed about what to expect?
	☐
	☐
	☐

	14
	Will you tell participants that their participation is voluntary?
	☐
	☐
	☐

	15
	Will you obtain written consent for participation?
	☐
	☐
	☐

	16
	Will you explain to participants that refusal to participate in the research will not affect their treatment or education (if relevant)?
	☐
	☐
	☐

	17
	If the research is observational, will you ask participants for their consent to being observed?
	☐
	☐
	☐

	18
	Will you tell participants that they may withdraw from the research at any time and for any reason?
	☐
	☐
	☐

	19
	With questionnaires, will you give participants the option of omitting questions they do not want to answer?
	☐
	☐
	☐

	20
	Will you tell participants that their data will be treated with full confidentiality and that, if published, it will not be identifiable as theirs?
	☐
	☐
	☐

	21
	Will you debrief participants at the end of their participation, in a way appropriate to the type of research undertaken?
	☐
	☐
	☐

	22
	If NO to any of above questions, please give an explanation 

	
	



	
	Information for participants:
	
YES
	NO
	
N/A

	24
	Will participants be paid?
	☐
	☐
	☐

	25
	Is specialist electrical or other equipment to be used with participants?
	☐
	☐
	☐

	26
	Are there any financial or other interests to the investigator or University arising from this study?
	☐
	☐
	☐

	27
	Will the research activity involve deliberately misleading participants in any way, or the partial or full concealment of the specific study aims?
	☐
	☐
	☐

	28
	If YES to any question, please provide full details 

	
	












SECTION H: Anticipated Risks
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Outline any anticipated risks that may adversely affect any of the participants, the researchers and/or the University, and the steps that will be taken to address them. 

If you have completed a full risk assessment (for example as required by a laboratory, or external research collaborator) you may append that to this form.  

	[bookmark: _Toc173425558][bookmark: _Toc175239431][bookmark: _Toc181376676][bookmark: _Toc181455058][bookmark: _Toc181455245][bookmark: _Toc181456040][bookmark: _Toc181456171][bookmark: _Toc181712475][bookmark: _Toc182147318]1
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	☒

	2
	Risks to participants
For example: sector-specific health & safety, emotional distress, financial disclosure, physical harm, transfer of personal data, sensitive organisational information

	
	Risk to participants:

Not applicable

	How you will mitigate the risk to participants:



	3
	If research activity may include sensitive, embarrassing or upsetting topics (e.g. sexual activity, drug use) or issues likely to disclose information requiring further action (e.g. criminal activity), give details of the procedures to deal with these issues, including any support/advice (e.g. helpline numbers) to be offered to participants. Note that where applicable, consent procedures should make it clear that if something potentially or actually illegal is discovered in the course of a project, it may need to be disclosed to the proper authorities

	
	
Not applicable


	4
	Risks to the investigator
For example: personal health & safety, physical harm, emotional distress, risk of accusation of harm/impropriety, conflict of interest

	
	Risk to the investigator:
Possible areas of emotional distress. As I am a half-Japanese individual, I may become personally and emotionally involved in some of the research and the issue of appropriation.


	How you will mitigate the risk to the investigator:
Have access to support networks including KOOTH, an online mental wellbeing community and a support tutor.


	5
	University/institutional risks
For example: adverse publicity, financial loss, data protection

	
	Risk to the University:
The topic of cultural appropriation is an area that is difficult to analyse in a specific way. Any conclusions could create adverse publicity.


	How you will mitigate the risk to the University:
To frame any conclusions and comments in a non-aggressive manner and ensure balance and lack of bias in the arguments presented.


	6
	Environmental risks
For example: accidental spillage of pollutants, damage to local ecosystems

	
	Risk to the environment:
None


	How you will mitigate the risk to environment:
n/a




	
	Disclosure and Barring Service

	
	If the research activity involves children or vulnerable adults, a Disclosure and Barring Service (DBS) certificate must be obtained before any contact with such participants.
	YES

	NO

	N/A


	7
	Does your research require you to hold a current DBS Certificate?
	☐
	☐
	☒

	8
	If YES, please give the certificate number. If the certificate number is not available please write “Pending”; in this case any ethical approval will be subject to providing the appropriate certificate number.
	



SECTION I: Feedback, Consent and Confidentiality

	1
	Feedback
What de-briefing and feedback will be provided to participants, how will this be done and when? 

	
	

	2
	Informed consent
Describe the arrangements to inform potential participants, before providing consent, of what is involved in participating. Describe the arrangements for participants to provide full consent before data collection begins. If gaining consent in this way is inappropriate, explain how consent will be obtained and recorded in accordance with prevailing data protection legislation.

	
	

	3
	Confidentiality / Anonymity
Set out how anonymity of participants and confidentiality will be ensured in any outputs. If anonymity is not being offered, explain why this is the case. 

	
	



SECTION J: Data Protection and Storage

	
	Does the research activity involve personal data (as defined by the General Data Protection Regulation 2016 “GDPR” and the Data Protection Act 2018 “DPA”)?
	YES
	NO

	1
	“Personal data” means any information relating to an identified or identifiable natural person (‘data subject’). An identifiable natural person is one who can be identified, directly or indirectly, in particular by reference to an identifier such as a name, an identification number, location data, an online identifier or to one or more factors specific to the physical, physiological, genetic, mental, economic, cultural or social identity of that natural person. Any video or audio recordings of participants is considered to be personal data.
	☐
	☐No

	
	If YES, provide a description of the data and explain why this data needs to be collected:

	2
	




	
	Does it involve special category data (as defined by the GDPR)?
	YES
	NO

	3
	“Special category data” means sensitive personal data consisting of information as to the data subjects’ –
(a) racial or ethnic origin,
(b) political opinions,
(c ) religious beliefs or other beliefs of a similar nature,
(d) membership of a trade union (within the meaning of the Trade Union and Labour Relations (Consolidation) Act 1992),
(e) physical or mental health or condition,
(f) sexual life,
(g) genetics,
(h) biometric data (as used for ID purposes),
	☐
	☐No

	
	If YES, provide a description of the special category data and explain why this data needs to be collected:

	4
	




	
	
Will data from the research activity (collected data, drafts of the thesis, or materials for publication) be stored in any of the following ways?
	YES
	NO

	5
	Manual files (i.e. in paper form)?
	☐
	☒

	6
	University computers?
	☐
	☒

	7
	Private company computers?
	☐
	☒

	8
	Home or other personal computers?
	☐
	☒

	9
	Laptop computers/ CDs/ Portable disk-drives/ memory sticks?
	☐
	☒

	10
	“Cloud” storage or websites?
	☐
	☒

	11
	Other – specify:

	☐
	☒

	12
	For all stored data, explain the measures in place to ensure the security of the data collected, data confidentiality, including details of backup procedures, password protection, encryption, anonymisation and pseudonymisation:

	
	



	
	Data Protection

	
	Will the research activity involve any of the following activities:
	YES
	NO

	13
	Electronic transfer of data in any form?
	☐
	☒

	14
	Sharing of data with others at the University outside of the immediate research team?
	☐
	☒

	15
	Sharing of data with other organisations?
	☐
	☒

	16
	Export of data outside the UK or importing of data from outside the UK?
	☐
	☒

	17
	Use of personal addresses, postcodes, faxes, emails or telephone numbers?
	☐
	☒

	18
	Publication of data that might allow identification of individuals?
	☐
	☒

	19
	Use of data management system?
	☐
	☒

	20
	Data archiving?
	☐
	☒

	21
	If YES to any question, please provide full details, explaining how this will be conducted in accordance with the GDPR and Data Protection Act (2018) (and any international equivalents, where appropriate):

	
	n/a


	22
	List all who will have access to the data generated by the research activity:

	
	No research or data involved 

	23
	List who will have control of, and act as custodian(s) for, data generated by the research activity:

	
	n/a (see above)


	24
	Give details of data storage arrangements, including security measures in place to protect the data, where data will be stored, how long for, and in what form. Will data be archived – if so how and if not why not.  

	
	Copies of the thesis in draft and in the final version will only be available to Lauren Fujii-Williams and tutors involved in supervision and marking at UWTSD.

	25
	Please indicate if your data will be stored in the UWTSD Research Data Repository (see https://researchdata.uwtsd.ac.uk/ ).   If so please explain. (Most relevant to academic staff) 

	
	No


	26
	Confirm that you have read the UWTSD guidance on data management (see https://www.uwtsd.ac.uk/library/research-data-management/)
	YES
	☒

	27
	Confirm that you are aware that you need to keep all data until after your research has completed or the end of your funding
	YES
	☒





SECTION K: Declaration
	
	The information which I have provided is correct and complete to the best of my knowledge. I have attempted to identify any risks and issues related to the research activity and acknowledge my obligations and the rights of the participants.

In submitting this application I hereby confirm that I undertake to ensure that the above named research activity will meet the University’s Research Ethics and Integrity Code of Practice which is published on the website: https://www.uwtsd.ac.uk/research/research-ethics/ 

	1
	Signature of applicant:
	Lauren Mitch Fujii-Williams
	Date:
12/04/2023




For STUDENT Submissions:
	2
	Director of Studies/Supervisor:
	
	Date:

	3
	Signature:
	

	



For STAFF Submissions:
	4
	Academic Director/ Assistant Dean:
	
	Date:

	5
	Signature:
	

	



Checklist: Please complete the checklist below to ensure that you have completed the form according to the guidelines and attached any required documentation:
	☒
	I have read the guidance notes supplied before completing the form.

	☒
	I have completed ALL RELEVANT sections of the form in full.

	☒
	I confirm that the research activity has received approval in principle

	☒
	I have attached a copy of final/interim approval from external organisation (where appropriate)

	☐
	I have attached a full risk assessment (where appropriate)  ONLY TICK IF YOU HAVE ATTACHED A FULL RISK ASSESSMENT

	☒
	I understand that it is my responsibility to ensure that the above named research activity will meet the University’s Research Ethics and Integrity Code of Practice.

	☒
	I understand that before commencing data collection all documents aimed at respondents (including information sheets, consent forms, questionnaires, interview schedules etc.) must be confirmed by the DoS/Supervisor, module tutor or Academic Director.



	RESEARCH STUDENTS ONLY
Once complete, submit this form via the MyTSD Doctoral College Portal at (https://mytsd.uwtsd.ac.uk).


	RESEARCH STAFF ONLY
All communications relating to this application during its processing must be in writing and emailed to pgresearch@uwtsd.ac.uk , with the title ‘Ethical Approval’ followed by your name.


	STUDENTS ON UNDERGRADUATE OR TAUGHT MASTERS PROGRAMMES should submit this form (and receive the outcome) via systems explained to you by the supervisor/module leader.
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I have completed  Part 1 of my degree.
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	Title of Dissertation:


	Society, culture and the arts: meanings and relationships

	Research Question


	[bookmark: _Hlk168663569]How is society with its diverse cultures reflected in the context of theatre and the arts in general?

	Aims and Objectives:


	1. Find relevant literature that encourages opportunity for critical and evaluative research.
1. To research the literature relevant to this topic and highlight and analyse the key points. Drawing upon key concepts, to connect the relationships of the principals and practices.

2. List key issues relevant to the subject.
· To critically explore the issues associated with society and culture and the ways in which these are reflected in theatre.
· Establish the present knowledge available and assimilating the information.

3. To evaluate and critically debate the opera Madama Butterfly which raises issues relevant to this paper.


	Abstract (approximately 500 words):
Societies throughout the world have almost always had culture as a key feature of their identity (Hofstede, 2001). The arts in their various forms play an important role both in reflecting such culture and in giving expression to basic human emotions, ideas and experiences (Saltz, 2006). This paper seeks to show the various nuances of this situation and the ways in which theatre in particular can be a valuable tool for the reflection of the human condition (Biswas, 2017). The complex issue of definitions, both of culture itself (Johnson, 1983), cultural heritage (UNESCO, 2019) and of the various ways in which the culture of one group can be used by another, be it appropriation or genuine exchange (Rogers, 2006; Holmes & Galchen, 2017) will be a key feature of the Literature Review’s Themes and the motifs that are the focus of the following Discussion. Inequalities associated with the domination of a perspective particular to the white, Western male are discussed (Alptekin, 1982). The ‘intangibility’ of culture is also an important aspect of these explorations (UNESCO, 2003). The importance of context and intention are emphasised (Scafidi, 2005) with references to the ways in which culture can be used, whether usefully, by taking the best features of one culture and using them to inspire and create without merely copying (Britten, 1965), or in damaging ways by ignoring the wishes of the original creators (Friedman, 2019). The paper also explores the means by which the policies of governments and other agencies use culture in both positive and negative ways (Throsby, 2010) including the use of culture as a political tool related to social issues and hidden agendas (Throsby, 2010). The ways in which the arts, including theatre, communicate is not always straightforward and there are many non-verbal elements which can contribute to their ability to speak to an audience (Thorne, 2001). Nevertheless, it is important for the arts to be given the opportunity to ‘speak’ as they both inform and reflect humanity (UNESCO, 2005). The example of Puccini’s opera, Madama Butterfly, exemplifies such complexity, focussing as it does on important social considerations of sexism, racism and European imperialism (Nieves, 2014). The Discussion area of the paper also introduces the possibly controversial areas of elitism in art (Lawson-Tancred, 2024) and the nature of culture and the arts as a fundamental requirement of human existence (Holloway, 1969; Pavis, 1992). The final section of the paper gives some recommendations for further research and lines of discussion which could be taken up by individuals, educational organisations and groups, such as the Campaign for the Arts (2024a), which have vested interests in this subject.

Key words: Culture; society; the arts; theatre; appropriation





	Literature Review
· Theme 1
· Society, culture and diversity: meanings and relationships
· Theme 2
· Culture and policy
· Theme 3
· Issues related to culture: exploitation, dominance, appropriation or exchange?
· Theme 4
· The arts as a reflection of culture and society, focussing on theatre
· Theme 5
· Case study: Madama Butterfly addressing points from Themes 1-4
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