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A= EE ‘HrYF 5 (feminist theatre)©] 2= W] 7} AAF AR 52}
7F 7HQ1e] E3do] BAle] Aol HSith

a2g BARY ARE AT EY )5 ASAAA o9 94 odd] u}
oJUEPZ gofslom ofW WX ojdrt Aol o otslE|gint. 4 =
U2(Susan Jonas)?] 1ol wEW nlm ] Fo A9t @ eI H o]
Folol] 252 29 o457k HlEL 1969-7590% 7%, 1991-940E 17%,
20000191 20%E A2t Asslg o 2001-0200E 17%2 HojAh oLz
a2~ 2 MZ(Emily Glassberg Sands)e] <+ Azl 9JsPd 2009d% o
Aol wiel g Ate] AEol & AT 80% ol AAgTh
2008-2009 AlZel 78 BREgo] o 27l 3= F o] & AFL
12.6%° =3ttt o= Zgke] W d Al 1908-1909 A& BAIQ] 12.8%Eh
oolg] golxl FAo|tk(7). olelet BT HY HETIo|ue] FA|7} oh
o wE] Hge] FHA BHE A% A7) AFe AT 17.8%0 =
F3leh8). 22 & vk =tkMarsha Norman) "ol|2]Z} M1y (American
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2 Ao, Ui =7] Aol Msts el H=4o= vk & 15
g EAleld. 1S A5l A=ATEE Azl HiAlE L sloke AR
1 AdRE g AlgEe] B8 Aotk . L L PlE mE e o4
Hlgo] 25%7F A 9= AFe AL o Aoz LRIt
2008\ 3% FAo w2w SH7RE ohye} A2k Fitteld, YRt
old, &% tzleld, 7k, A7 B HIAEA o AFo] ok
J2a of2fg BREe] e BE A5 dASATIe] wAjdlA vRd
oL oldiE ARt e SRE WY, BE 94

& ARSI, ofWl FAZolg VAR ofdel] tigh apde] &
9oz FAZ Aolrk

¢

O:

1-M
o> el

oX,
rsL' of,



et & @33 oAl A9 A9 Mk disd sryse] 7 Wig 2 177

Nobody doubts that the North Pole is melting, either. These are both
looming disasters produced by lazy behavior that nobody bothered to
stop. What we have to do in both cases is commit to change before
it is too late. But, you ask, why is it a disaster that women writers
are wildly underrepresented on the American stage . . . The U.S.
Department of labor considers any profession with less than 25
percent female employment to be “untraditional” for women. Using
the 2008 numbers, that makes playwriting, directing, set design,
lighting design, sound design, choreography, composing and lyric
wiring all untraditional occupations for women . . . If it goes on like
this, women will either quit writing plays, all start using
pseudonyms, or move to musicals and TV, where the bias against

women’s work is not so pervasive. (28)

ol2f 3 A di ﬂa s X—? VF A2t E(Sarah Ruhl)olth. A2t &

& 2002 M= Zdo|y(Melancholy Play)E Z3¥aF o] Aol uid Aj=
& AES IHSPEA, en)y, A —611015*0* F7E 2| B A $de)
3L, 2005, 2009, 201030l E2AA} HF FERAR AFEHA oM A 1047
Eo] w3 12709 ZE 3 4719 ﬂ%ﬂ “ularollA 7P o] FAd 100 o
SAEo| EFHTE TEHoA, 52 ulo|EYolE] ZHoly(In the Next

Room, or The Vibrator Play)7} 2011-12 A]20] 3$], 2010-11 A]&] 6%l &
gHaL 2009-10 A2l TS IRl =2 (Dead Man’s Cell Phone)°] 2%,
P52t 2y (Eurydice)’} 5915 ARgom, "7R& Ry (The Clean House)s
2007-8 Al&el 2915 A GEkD 2 W ope} gjute]d AE/A| BT w2k

< °] Y2E Ao 2 107t sHE dEH0R Stk AR B9 ]

1) Theatre Communications Group. “Top Ten Most Produced Plays.”
http://www.tcg.org/publications/at/ATtopten.cfim
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AYe AEAQ d54 ggEs deleth dEe] o7l E3(Leslie Atkins
Durham)<& £°] 2147] %2 ml5A=2 “%2(dominate)stal thal 2alan4),
P32 (New Yorkeryx12] 1= E7191 & 2}Z(John Lahr): 2010-20114]2
& Aikete 2l “Ad ddEet B9 AFE v A SN F 2549
TAHNH FLlAME F 1871704 12709 Z7] thE dol=2 FAHUT2)
ghe T2 2] A5l ZopAle uiele] did 58-S aoksta itk

olglg FA, YHA FFol® et (AW 1 wEd) 29 Al
e SHEA AT uif- =ETL H2 Wt 93e] AX R21A7] 2 v=
o 9ol ool EAelE (Women's Voices on American Stages in the Early
Twenty-First Century, 2013) ©]ddll= AY2 L-AkrKJames Al-Shamma)7} 2}
Ao WALy w=tel] 71Zxate] kg TAel & SFATF s (Sarah Rubl: A
Critical Study of the Plays, 2011)7} SEA0|IT}3) L-Afmuke] A7} §-8-5F
AL 71E A7 AR AElelA 3Ll BE, 2, dEW, ded veE
= Jiidstd FAQ H7E el vk Alolth 2y E-Able] dTe
opiR]e] HFolghs 29 <94 Eftprpt 2ES Fdf of9A W, Zgtet
=7kl 24s YFa glof thEs] JilAlela AlejAdl Z} Joﬂ‘j} HEL e
SIS Helth v dale St ARIAAA WHAE B0
A AES A ndgeEA At S dig A7t ‘T/_};‘] gk Alej 27
o] Alelde} 2227} ofd SAIt] o dS2ER Y] BAA SellA phefE ofok
gtke As Axgth
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2) John Lahr, “Mouth to Mouth: Sarah Ruhl on attraction and artifice.” New
Yorker (30 May 2011).
http://www.newyorker.com/arts/critics/theatre/2011/05/30/110530crth_theatre lahr

3) JstorZ Project Museol A= THHZAQl QEjEvt 2 A HAE Holrt. a8 Hd
A olQle =F T FAFgL oY e At 9] In the Next Room
or the Vibrator Playet A3AID] o239, = JUE B0 mil5- 47449 4
T AT Ted B9 A% 29 340 R 48 4 gk BEAe
AV gltke Aol Bagl F2 wHol
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et 2o ABAA 9F3] 393 T A% 9 4F
o] v$ 5 YAz AnE o] ARE AsAie TS WA

& 5ol 2147] AYFAT AFL AF
2RI B 2 ZeAEe] 2049 of 2& A AF] Uid AR By
o 9 AR WP ol 24 BL Teut 2ol FEo AP o

S fall 712 A ZdE ol = Sle AU E 3.009] S Aljtela,

=
A=el Fo3 AFolA AR AT Aotk ARdME FAl=7}F AIgk

AR 2573} <ol BAre] AN Eo Aol AAskE A Hvy

£9 AFd| o e A7, 53] ARFA A7k mmg A tFA
AR} FAA gl tigh iy Fe] el 22 BAS FaskA] gtk 19804
g HREgolel FRFUA tfdel S AFAL <] 244 2El(Wendy
Wasserstein)2] 3lo|t] A1, (The Heidi Chronicles)oll #oldd #Hn|y2AE
shapEo] Hge 1990 dthel 20003l BAH o2 AEE 249k 3AT,
HuyEy IAEHNYZ] 453 wES dud Aldoldnt /g I
ARl digk 343 A8 F8le 24 HEYAEECA gloiA, AT
off 7|9kt Falolt] Anh7], o] m|gk P22t A4 g8, 12]a FoHET 24
g FuUS ol ek vl A4S 7HEE AR AlElRke] BHgela) |
nyEe] digh ke 2 o AR 2 BA] Talolt] Adi7], & AEsH v
Pd Fry2E gz F g Algel A E(ill Dolan)& M AEIQ] Zgo|F
aus} Talolt] A7)y S AB7ishe 2¢0A B9 A8Hs gt o] A

gk
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B 1989 8] Besqe] G4 Calold QL 3asIgs
p28le] s, FRIE WA videRA 1 25 am@ A
4 BRES AAII FFIL Hre] AAE W £ Sl

Ui o4 Aol Adg AowAE 2sug dudaEs} ol Fol
zEg Wt Sl $549 B Tedddn TR,
28] ) el ojetn ZoMislel (32 BA sivl
o 0 e WaFel AR ABE Ul %—J EEEREL

O

13}1 “a‘OlTJr.

When her [Wasserstein’s] most successful play, The Heidi
Chronicles, was produced in 1989, I was among a number of U.S.
feminist critics who decried Wasserstein’s canonization, and hastened
to point out the play’s numerous political faults. Heidi was portrayed
as a cipher, I argued, a passive observer who called herself a
humanist rather than a feminist, even while she suffered the
discriminations of her gender. Wasserstein wasn’t feminist, I charged

. she was an upper-middle-class Manhattanite whom the press
anointed to speak for women because of her cynicism about
contemporary feminism. The Heidi Chronicles, 1 insisted, actually
belittles and dismisses the very movement it pretends to archive.
(“Reviewing Wasserstein” 433)
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ARl olrell tisiAl FHLel ERE 4 A 38 S ATdoza A
A drUs g2 @Ast] WA or 7dsisith. a2 HellA H2 AT
oA =7t @Ae ok A HnUFE FEe] Aot 25oR nAd |
A s gtk 9 S AR FEstE WA dnuse gakel
|25 A3gst=t oy ;’lt 71018 & A ARdoltt. et 19417] 1A
ol Esie] 60d] o] F 24, 90 3MERs AAE AlUlE TR v
Uz ks AUAA SA- ozt vt el S Adn) GALE Hald
w2} 7 Aldl HejUE g2o] 54 AlZFAld] HE3EAd A Aol Ag
FE FnUSS 1 W] o3 AlolEE wiEeia it FniySe] B
A TP AlA 74 <kl ZHEHeE AdE Zd2 o Fole] AEAS
XV\]O]’»— 7:14.&-1 7\3”61- 2= ol\q,

Azt 29 S BHoh @Al AR BHUY T A5 AR

& AHEIR geletant ke & AT Baks Ald/EZY djztile] ofd ¢
A4S JeEE HAryE 1.0, 2.0, 3.09] ikl S Alekstast gick o] Aj
e Aldieict AuiA et o] dou RE Al &l 943} o5
oo tig ket Aol FEIPn dAol® A3 afsithe ARE 2ol
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371N opE 21417] AT 1.0, 2.0, 3.09] TEA dgto] FAIA
o7 FEIE 9B TR H2F F e BHES AT A2 BY
& Eg FEA Aol ofd AR AT daga gl 7Nk wdk 3
zo] el AgRitt. A, @A, vErt AFHeE dAH YA ¥a
FA F&Ehe TER vEE o AAR vgE o= 54 At Sxol ofd
BE A Az 3 Feeord Z2AET} Hrk

HuyF 3.0 2d& Zejo} Ie]xeul(Julia Kristeva)e] 2 Mol A7t

(“Women’s Time,” 1981)|A] 2kt Zlo|th, 347} EAA 07 Zda7| Ao
Aozl o] #e Zel|A A zdHuke Guld Ay ES AR o2 Ad i
AR :LD]—‘: A FvUSS A=A el 824, A84, 314 35
< 98l 5ok “IAF 77 (insertion into history, 20)2.2 HSkow, 1968
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W 59 ool S48 24tke] A IA, @A, vl AFH Aol A&HA

Tl 5
e ahte] BAAmEE dxlolat BER B gtk 241k =7k A4l Wel
A TAHQ Bee fel A7IErke G R FHEkE T s Y
A A5 TS ST 7|2 TRAIA Y ZEA2E S dAlse A
& FACE gt Ag|zwute] mdo] 79 Alt) Rt 7P HRACR A
Hate = A2 24 ol Fell S A= Fuiysel] e 2ol wEelA
TAdEY. ave “Alze Ade AZE gdoltele A% off AZ2E A
e A 7 Ao EFoz, ATzt opd FZhe| g om AAR,

iAo 4 FrYS &Eelr A2 9 dzt 3dH e WA
OHH F Aol =3 FEolth (¥ AldEke 1ol Sole A
= Qu|g}t Fzb< AujEte AoR ol §AY I9F &3] B
"17—‘1 e BT 22 2B o)A Al 1A dFel B3 wiAls
7 93 &2 QA AjHd FED B o A2 sE F e
A2 34, & A3 F7ho] shesittr FHL 5 A =30
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Finally, it is the mixture of the two attitudes that seems to have
broken loose over the past few years in European feminist
movements. . .(20) My usage of the word "generation" implies less a
chronology than a signifying space, a both corporeal and desiring
mental space. So it can be argued that as of now a third attitude is
possible, thus a third generation, which does not exclude —quite to
the contrary —the parallel existence of all three in the same

historical time, or even that they be interwoven one with the other.
(33 IAD)

3AIH, A39] Rk Alh7E FEEA] oL ME FE, wT, et ¥
A A2 Fell ARtk AAZE HdEe en|ed Fibolt. Al 2HEt A
g Al=E AL ofgl x| AddA Ql4o] opd Qn|=ef nie Wil
o] oFoiAl= Al E9f EsjuiEix|e athz AT Adoldt ARt e
AGH AL o)l EAjshe ofu|gh g3t Sl Mze| AolE et &
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Atk £ AR FEo] FUFQ AES Adiehe BA T B4 tidta
280l B2 ARl HellA 7] & o= ste 7M7) 34
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3 1249 Azbe] AYHel WRslE dele FRAL. Holke 27}

AAAAG HA A Zukge] Aje = gle AlAel
20073 Wojr] #2994 (MacArthur Fellowship)2 22 #43F A2 2
oA “ddA Gre] AR NSk AAde] g Foljo] &k REA o
S AAE B 1Edle SAPPE WS ARSI, B9 2] a3
HWAE Eaf Astet 24, dAI dsolgte F A BFE HIATe 959
nkEA 3l BAAZITAL H71etHGoodman #9148,
ok njghs “olop|FORA F& oY AEHY AL ofd eH|Ee] &Rl Al
2z gPZ)(As a storyteller, Ruhl marches to Ovid’s drum rather than
Aristotle’s)= TR 5T 2o QR &2 2 Aldie FA7] &
F M FATAM A AHE AWd ofel ~EdH 2~ thAl shte] Adejel o
& AHE W3 eHed WS FEote ool dsta doka v
ohS) 2o/ of A~ERH AAQ] wigt MARE— O FXA BT

r%N ﬂ

5) “Aristotle has held sway for many centuries, but I feel our culture is hungry
for Ovid’s way of telling stories. . . one thing transforming into another”
(“Surreal Life”).
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P THAE 802 ANE det A7 ek Ang] HE WotE
oIk, 15| Hee FEA0lD ol Holn] Teh 159 e ofolelust

Ero g 7hSeit. Ju A FAE ASA TR lgsdl SikA

EE Qo] 54 &S ARee 451 A Bl ok sk A
& A% Folded BAL 84 4T B Adol] BEelt, o) B
o B9 239 Eo} AL BS wAUo} $3o] MTSAN <G o4 B o
o A3 gl shbe] 54 Bz o] Agel UiolAnk WA} o of A
of £% AL ok, AWl WYL A, 1 AN AFAea EAd

(Vogel). 7153 Ay, THHE Felols, (HE WA A=L,, CHTA,
ole] Zelol, 5 2] AL Wl 123 SEG o4

A=E9 94 B 2 BN 2fete e AAETe] FEI BAS
Zo] XA

N

Tolgta A F2 F= o] PN 553 itk AP Folxt 7%‘
AL o golghe AME F3tel Polddte] FEdtaL HISF ek Hl=rt T
= gt 18BE 29 AFS Tl
ARAE A Sl AT ASoler| Bt iR Sl @A FoiA]
© 94 A9 7135 AYGlA Fofsta, 2 A3 vl 553 oG ARE
AR eol W, A o83t AT ARE AES Bt 7R
S oA (Women-centered) A=olth
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& 241 34T, Sl ES EAEsU|Ze] Bo] ofd A2e §3e) £
& Rolzrh WU JHATe] 3] vEE AL WSR2t He
WAL AGATD @ W) @A FRTHN g 4B I B
9 B9 AFo] HelFE olfd BAL FAY oy thze 94 welsn
= el g % 4 9k ol o] £58 2ejdlo] A2e A o
2o el APE S & G F08 A D 5 e olan

o

ZolA]

Z

V. O SARlUE AT el Azg T

HrUEE &3] FREste] wH e o] Rsks 2R Q1o
ot AHA o' 7AA ol =77} Adiske tsEshe 31]“1‘4%94 ik
%5}% ZHske tioee] P35S Al

07 XHEo] & Ao] ARlo|t}, :r_aiur FHE 2
&2 -9{(Joanne Hollow)¢} #lo]A R&2|(Rachel Moseley)= HWIUES] “i5
] &7(high theory) #41 o]HHE oidFo]9] wWot= tiFwst Well EAlel ko
m Y i UEE A9 FEES the obd dFad, TV =2hv) o493
2, 44 fqre 5o dSEstEiE HEHAThs 75 230

oX

AREZL HUFE FRACRE By APEY dFEstE B3 3495

o FHnuEe thFeta EA PR tigsle] YRR dolgith

ek opg}t eHEA, FAA HEUAES Al - 28] vig HiiFAHY

Atz —ol2fgt AnyEe] Fa el oo EAlskA] ettt aE
AA] 2 /\]-ﬂﬂ F3lA BEAo] dEE ZAD

Second-wave feminism was partly constituted through the popular
[and ultimately largely by ‘ordinary’ women] and that feminisms —in
diverse and fragmented forms—remain part of the popular.

Furthermore, academic and activist feminists —however unpopular
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they may be—are not ‘outside’ these popular manifestations of
feminism, but are part of the same social and cultural struggles. (15)

ezstet o gFole Aol tid Mz Bk A=Al d3Fe vIA F
A o 2~=(Elaine Aston)t AIEH &l2]2(Geraldine Harris)= "o/ E2]
R HelE AN A5 A vebd tieA 4524 Good Night Out
for the Girls: popular feminisms in contemprorary theatre and performance,
2013)014 SAI G FREUY SE FASS 4T A BAA EAstn
ik 28 oap “tiFA] AnUsrold tivkee] ojAol

FU

Chais il
o112 (lived feminism)elP] ol ATZE, B3R Aolst g dol sniE
& FUA B4 5 Ut FU} AR ArIATH10). T G FRE

tlellAe] &9 UlF4, 4hd AF2 F 7H ol fellA] gEd F52 a3tk A
e A7) 38| BAFln EE&A9 shEo g AT g B a)
Il F5o] Yoz ol e gde nlg gsdrolgie =7 wlul(Susan
Bennett) ] 1%4x%24(407) H| =5, AddS] A5H e HArys A=A

%Xké— H] 31} 1980-90@'41 ek 2= olsta elE e e
FAATAES A EUY] MMEriEAY] HRU~E WM (The Feminist
Spectator as Critic, 1988)¢] A|A|g 24| FE2E4 #HAvyFe] g3 A &
ottt v o]2el AEH A ZAgke 214714 % o]ojA] diFie] #HnyE

AeA o] BAS 2 AL oS 259 olyFAL, YT, 44T 5 F
RE

i

¢l

Foel vz $ixehe ek, AdA dAsoelrh. aeu 2 W, f2g,
FPx = FRAZL A7sE dAEa} Solua Mjxjo] 1 270y (The
Vagina Monologues) &< #P|U% A=o] tlzd=9 S 21sisl7] Al&ks

ri’u 40\‘
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A ekzte] AP Fol A E A ik 2 ®srt 7 =ebelElskAl A
H AL 2Rl AR S5 olF aUe] AEE HEAGld Edte] ¢
AM2zrle] 33t o5 A7k ARdeltt. THHUAE AR HI tiFd: <
Y 9 2~E-S thA] A2}, (“Feminist Performance Criticism and the Popular:
Reviewing Wendy Wasserstein,” 2008)2F= Al&52] 204 S22 201 A 944
ZRl/gtolt]o]l Augd 2Ale] v 7t dades QA shA s <
719 E21 oqm|E AUAA dHA R s VAl 7 Fie] AES uiA
afal FAA o] ARAQ HER 2ot JFAE FvjUs d=9 A7 B
Hggith SeE 24t SnjUEe] Aok Aol thigk o'l ke He
S AHE AR 3AIUA 3Rl e sk FReskE Aldske Ay
=07

3 =
Fo HuUE Qo] tig Ae HlEA 44E Anad.

T AHo] ARFele] G v vE F lode odF
oA wgol mige)7|Het, Ao FgAY AEFe] AA (223 A
oltl&R7]) WielM ArUAE WS Faeke Zlo] fEEd 4 itk
JatAor mTe] B FARUAE FH|R7MIGIIES AFAC A
HlE=2 37] gl Rl oy el el st Aol Aol
ot e ozl ARl Wil tig #ilo] TS+ e Wl Ths
A GAl sk, ele] 7HE BEARl A5 el Hniy=e] vl
qFH 7S FerAk & Wk & A 2.

Conducting feminist practice, as third wavers advocate, from a place
admittedly within capitalism (and within dominant ideology) could be
advantageous, instead of holding on to what might finally be an
idealist belief that feminist practice can remain outside capitalism’s
reach. Many American feminist performance theorists and critics have
historically looked to the outside or the margins for effective,
socially critical theatre. Perhaps it is now time to acknowledge the
potential of looking inside as well, and to address feminism as a
critique or value circulating within our most commercial theatres.

(“Reviewing Wasserstein” 434-5)
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=39 PSS Bal SEle ATl vy g giFA o
HhEA] dHgeke AL ofyn] W2 1 ofwl o] /AT E 2EFele 9
EAT & ¢S AEAE "ok
HAuUzs ga=2sd 4o A2 Z3)7] 93 349 A w
e} YE|(Natasha Walter)& “EH22] sn|yFo] ek o] 2
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cig= 1| "H’\Eiﬁr oﬂﬂ/\~ EH?FXq 04‘42«] Oﬂ:rL% Sl
ol AM=%(Eve Sedgwick)e]l "ElH HH: HE, FvtuAl, 43841 (Touching
Feeling: Affect, Pedagogy, Performativity, 2003)°14 A|7]3t v} Sl «“o] 29| wt
B30 ZWH 3 (anti-essentialist theoretical hygiene)s =458 Woh-g 2AIgH
oH(11). o5 EAF ] that 71 HmUF o] 89 dH=r1A vheS stst
1 o] 29 HAA GFHE Aash] Adeide A (strong) WHEATFE o] &
“Qol”(beside) |, W, AHFe] AGeHE WE “ofi(weaker) OlEES Y

3] ZEAlAk ke A= FA ZIdiol(Aston 12 AQ1E) tlEwshet
3780l ek AeliAe Alegich

Ao} I3 ~(Sonia Kruks) GA] WHEAF]7} 3 z‘s]w o|24 F7|E 7

£
ox

1 oA A FEEEE A=t} “Foz Aopd 78 (lived experience)
o] FEEEE Aoe] FAE ol B fal A Sl d4F9H A
o] ZAHA R sfddinh <o AR FERlel WS 2= Zlo] el
2 2ol 5 FAsta A AdS YA or EAdslehs Aolete 73 2,
aRlo] ofF HAage] ALAgke )7 ARilo] ofd BiRllA 2222 d
AUE 7H¢ F838 4" (Contrary to the claim that to seek for commonalities in

women’s experience is to essentialise women or to deny difference, giving
attention to commonalities of experience, even to the minimal ones of feminine

embodiment, is one of the most important ways that we can become open to
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others different from ourselves, 152)°]7] wjizo|t}. oju] o4 3] FEHE

= olgtolu} i 2 244 7oln FREA SR, Tl 3L
785 2= 484 £ 5o ol 394 299 12 B Ut 19
TE B B £2 4 AT W SETE AL 1 £0wEe @ Hol 1

T 2 Aridtt a2y ole A 5"@# onshA| et L3ld £1
3] Ak Apolelle Erakar g ol He A, Al/ds Ure] 995 A
yrk A d@she Aot

g 8 S2(bell hooks)= HEHOE o2 SHolz}, e 84
AREo]l g A7, A, dmas ddwEs FEoke AAQ duAR 3t

oFslHA di(yearning) 2 €7 (passion)= F|UF Hite] dFE oz AAgth

T

A

T,

&3] Wske ok A Ei2 e ddE Acke ekl €%,
I} FEd. 53] 39 gL HAG g Wle] Ao 4
| gt L (W) 504 WEE w1 fee 89 Y, dzs
2 A, ofel gt G E 2deHl 92| g

All too often our political desire for change is seen as separate from
the longing and passion that consume our daily lives. Particularly the
realm of fantasy is often seen as completely separate from politics . . .
Surely our desire for radical social change is linked to our desire to
experience pleasure, erotic fulfillment and a host of other passions. (29)

FrE deg R4 Aolgo] th AR AAE § e TF 7N 7ksA
< gols E9S Ff3l= 37 (a shared space of yearning that opens up the

possibility for common ground where differences might meet and engage, 29).2
2 xa%u}. BFsd ReHS PR 1 bedd ANRE Bl 99
Soltt. A4 o] It S5 FH oL okathE Al
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B2} ol ¥3p4e) AaEle sedeln $EAoed Aguy, <Had 3
Frrel due PAe 4B WHARE Ao)st AAQIED B Ao,
2212 SRS Ao BER

171 L=

g Fyoll Sske Ul Hel oA oAk S FE drellA & 7L
=02 A, 91 AlE, olde]l EF th2t} 50t ARl #Ql(Lane) ¥} 2~
(Charles) §-7-¢] 2% sliRP o= Yl “Zj5gt 7 “Hirfol A= HA] o4,
TA M= A 22(a house that is not far from the sea and not far from

the city), & A THY T YA “Godetd IEA F(a
cal

metaphysical Connecticut)oll EAISTH7). 28 B2 IFH HA, =59 &9, 7
A BE 22 A BAlEE S, & AR, 28 22 oA A
ob sl s o] SlaL o] RFe dApH oz AR A A 2
de FelA BAA At AR e e e dldlel ned 4
2E90 wREAE 250 Ae A4S ARl Bophl BRI GATE 4
FEAE £7] &l “dHE FR(a perfect joke)= THEO] Yt Lo njgd
ok #9e AY HAY oK Virginia)oll Al AHIE FH 2 dl7] 918 e vy
A @3kt ERska W o1& 2] Rshe gelE 2] flal A Aa
of #RA o el HAIYoke pREA|AAl aWE tialaiA ARl Fe]
A& Aasna 1}7‘4 skt ‘Jr"*‘ﬂr 12te] UW o %5} 2 AT oz

159 AL AZE S Rl W, AS] sl A A 2]

gelat Aol n WA gg AReke el Areke Rol ezt v
A #9le] 22 Bl Folrke o Sulok skt ojoleudt gl X3
9 olek. Fgo e FE, GEol that DG, 2% that ) 5 Mz “of
g RS ouy] Fwx A T wA, 93, olslBAS 7 oS U] e
Qe 7t TEA, I TEAZ 0|21 259 AY THAE 9 2
A ARE60S B B B Al A
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£9 ox|Ed senieix|e] 4182 FAG FAHS dEo] o TE
o FARA G tigh @t ol ek FAA FAtelA WAt a3 v
# AR EAlsks TARAEES 29 T a2 2 22 9
58 wgo} Witk ol ohlEE dgeol o BEA, A4, EHE &
gske vt oplase 49Fel A5 fsel 2AHS AR i)
QA Ao B AFE 2URE ATAL T 22 A% 23 9
& agelt), 33 % Tl 2AS shee] A Rl 7 ofae] o EAsH:
Ao wopt Agelld] 8o AFl (17 TEe dRje] AEE, 9
XA “715(weather) S EAS7] 9o Fol wjd R AR d=d= S
(Edward Hopper)®] T&DAH) A&t sl duivhe 3413} whde] Il
o Zdsttt Zzke] 7iQ1/del Akl 9] gk Aol vhde A2 2ol
A FERE BT Tl BE o], 4F, WHEo] ARA| 1L BiAke} &
groke frEdolel7|e sitt. 18 BR 24K Al A&Hor AR
o] Wi I A Fjlﬂﬂ get 29 AFdN FF 2 2EHL 55
o& AN QA F& Uelo] Ak AAS BelFown 2439 914
g %8 o2 84, AAN.

Huo)2o] ofawl S @ HolA] Busie] 488D 1 Hol vz $
o] 2000l 2elm A9 EAle) Ageld ol B eU2E T
& A A% Aol W didel vels addee g 343

1~>

6) HNFL ol Ul W o] I HE As
(community ritual) &2 Zo|gt}364). o|A] <l H o o] MIIA] Rk
A He fET ofo]xTde AR of7|#7] d givh npEAE gt <A}
go g MRS Zola. HHAL. vk L& FEAH’(Love isn’t clean
like that. It’s dirty. Like a good joke, 47).

7) &9 add A SAske oAle AEEY] FAee] Fpd mE T o] &
Aske EA19] QEE wEolEo|th F&54Ql 7tk ”Eﬂoﬂ 9 e 289
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o A% HAHen gule 244 AN 97l Wl olde Al
Yoz %Z—g/\]ﬂﬂx} & 74014 It gﬂ X—% ]

L
= mw Ej=E ] ol Sl A
1

A, A, AGLE 5 STk olol=

T AT 9 SARHE 2 AR AT FHoz G 399 9

G w3 gl 89 QTS olH@ A Bela Byl vgehe A

PEel TAYENYE 23 9k T olgol BN B sk o2kl

Qals] et 89S BRapl B FaEvd ool ua g4 24
BAA =gl 92 #9E Qe

JIEH
50Tl WAYole} o1, 40thel d{vjolHermia, Dead Man’s Cell Phone), 30¢)
ol 1, 20tHQ] =R, 10T Tl 2— 2 Althe] o8BS tek E9 A
A& 2HEeka wEssit). Z4zte] ofd dlme AN E 1 FE Aol
U o] didor gAY ddel] etk 29 ARE AdE 8L
olMe o A1 del e el Aok dAA Aol dAE FAleH o]

£ o] ol Wl FAheke 2B 243 S ek, 2, Wl vEel Tk A
~37l0] g2 AFSA U FE we 2ol B 4 U2 Aolh B oI5

AdiEte S, SRHErE 1 o

11&
ro“

T o] B2 FA(FE)7}

ofolx Fae & Stk aE5e] Ut FAw e Anjol(sisterhood) HT}
“Fokb o 7M. Abdell Slold® 29 AAHQIEEY] A 189
7, Al vlal Ebdsta FHofsitt 1eu 259 FHoRske: AHACE &%
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My mother once said to me: Matilde, in order to tell a good joke,

you have to believe that your problems are very small, and that the

world is very big. She said: if more women knew more jokes, there

would be more justice in the world. (26)
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T ZYde] ARFES 9 Bt oS A 2R AWsta ol
A0l 44 FAAe HEolgln Hoge. It g Al e
A e, FA7ES Holsolm AR Eke A, Al S5AY F
sele. HFA U E 7| PSe QAL 1 AR LIIAEL. 25
dFe] Hol5q gk

I remember hearing the critic John Lahr speak about humor and
aggression, and I thought his ideas were so sexist, because he kept
saying that humor was masculine and aggressive, that comic
metaphors were masculine. He was talking about all these sexualized
metaphors for why comedians make people laugh, and that it was an
act of masculine sexual aggression. But I think comedy can be quite
the opposite. You’re taking something in and accepting it as true,
and that can be funny. Life is funny, because it’s both tragic and
bizarre. Laughter is a kind of acceptance. (Greene 183)

Zad A MRS dAska Wokgele Aot azle] ARG FyelA
ute] S5 mHAe] wHo] shte] HAA this offolth EAle Fdot
I F7Fe e Qztel dhE melAoR oldeta Awske el o)dE A
AZY ey ol dE 22 B3] 2= A
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V. tgA #nUFe] 7k “FARY A3t capiE” B

A2 FeAY Soloh $E A MRS TR oAl o]

o Freizih 20099 $3ARR1 | =B (Lynn Nottage, Ruined)®] F1& ©]
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o] 2010193} 201113 A2t E(In the Nest Room, or Vibrator Play)®} 2JA} T
F-2(Lisa D’Amour, Detroif)’} 242y 2% FH| &5t1 2012 7)okt &
g 12]o} FY2(Quiara Alegria Hudes, Water by Spoonful)7} 2% 473A= A
AE9er 2013ddd= AV A2ZE|%(Gina Gionfriddo, Rapture, Blister,
Burn)9} o] % 1(Amy Herzog, 4000 Miles) T 2] o AZA77} 2% T1
o &5kw 20143 E¥]3]= ofY Hlo]7(Annie Baker, The Flick)olAl Eolzith.
2000-2008 Aele] #4aF 5 A S2be 2002d 2t 22| ZH2y(Susan

Lori Parks)7]' P55 71 o o= w5 ofn| e Wslolt}. &= HEe

FRAFRIAEE 247 FElg /S Ald 27FeclARt ol Agel 3
BAlol Jokd A=E AT FEe A g IS «“Hage] TR
RrE 7RAL vk Aolt o859 AFe] ded a3 FARA ASA
A, B9H A= AT dvhe ARE oA AEE uke} 2ol It 4l
How Qg w34 IRt Lol FAA Adte] 7S dant ske tee]

Aot ek g Aol

a2 29 Age] T A 3 AFAQ disdSe] AFste A=
Bolut #5823 Azt itk 2 xole A(fHEhT ()
of zol& AHE & Stk 3] FYe Y| FEE= A s(affect)?t 2H
(emotion)< O] EHOZE FF ANEE Md oz ARET A ET o S
o o ARREE e I B AAA a4 duEo] o] A 2
PFor WMo T o ot P FEAE o] Wi A8k
= AR Asko g olsfdct w2 ZHFE Q1A Ao Ao w O AHE
e AR Meel Rns pae) dslEds AEn, e
Q(Paula Caspao)ell &JatH A& “7|NAQl ol wAlo] ol (=74%])
Aol &/ Ber| A ZAdgolth F5S M0d wAE0] (V1EHe) tE e
a5 NS FASela @Al gt (Affect means something much

o
M

n&

o,
o
_VE,

more about (felt) tramsitional intensity than just about personal emotions of

feelings, although it is also what allows personal feelings to intensify and
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enlarge their potential for actualizing differently, 134 %1}70}5_). el olet 2
o] = A3 Bl Beksta e Ho%]—i Q] “5@1"% Aggct
T HelM g3 FEeth Aee Sida 99 & 2,
XA Aol ozA AFAR 72 Z}E‘ﬂ”"ﬂ @5}% 7V4% T UL
Aol A& Hale] gk g, oA & wheo] ¥ & Slrh AR A
W52 dreeupt Fol3l AL Wt segE= Y] HEe
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(The Emancipated Spectator)ol|x] 2211 TRA|gF A0 WS o=l o
o2 I Tt Ashe AR A3 AL dolgle A
< %ol 25A9 PAAR M E Fwr)H, Ao

222E Adoz iEsl He 3EAA
AR AL Tt IR AaE DA ARt
14 2Jolct. et o) A, o4 Age] =Pz WRHWA
Ae] AHES dojwPT) «“gA3P AZe «FukE” FAL THER
L A2 “FAG 2500 HdE IV A Ik @

olv

=
_llLao

N
it

EU%
T o
g
N
X, o
oy, >
(N
o 2
off X
24 o
TR
4 M

o}

ar)
3%
Hn

ox
of
i
ﬂ e

o r
A

-

e}

ik

¢

M

:L

8) FAld 20 sl AlEld M= “FE FA(police order)Z ol “(sensible)
3} A(senses)?] “HAg S B3l FRE L FRIEHK Politics 12-3).
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10) “Being a spectator is not some passive condition that we should transform
into activity”(Emancipated 17).
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My concern here is with how utopia can be imagined or experienced
affectively, through feelings, in small, incremental moments that
performance can provide. As Richard Dyer says, in his chapter on
entertainment and utopia, "Entertainment does not present models of
Utopian worlds. . . . Rather the utopianism is contained in the
feelings it embodies. It presents . . . what utopia would feel like
rather than how it would be organized. It thus works at the level of
sensibility, by which I mean an affective code that is characteristic
of, and largely specific to, a given mode of cultural production.”
These feelings and sensibilities, in performance, give rise to what
I'm calling the "utopian performative. (“Utopia” 460 ZAPLZ)
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Sarah Ruhl and the New Geography of Feminist Theatre:
Is Popular Feminist Theatre Possible?

Abstract Choi, Sung Hee

This paper, which aims to delineate Sarah Ruhl’s unique position in the
changing geography of women’s theatre in the U.S. today, investigates how
Sarah Ruhl’s plays succeed both tradition of popular theatre and genealogy of
feminist theatre with her unique aesthetics of “Ovidian dramaturgy.” First |
devise and suggest a new theoretical framework called “feminism 3.0” which
allows us to transcend the generational barriers of ‘wave’ model and explore
the new territory of “a third space” in which different attitudes and perspectives
coexist and interweave one another outside of the linear time. Second, applying
the theoretical paradigm into evaluating Ruhl’s dramatic world, I analyze Ruhl’s
dramaturgy of convergence and metamorphosis as a significant symptom and
crucial example of new popular feminist theatre. Finally in the conclusion,
using the critical concept of “affect” and Ranciere’s notions of “ignorant
schoolmaster” and “emancipated spectator,” 1 speculate how Ruhl’s popular
feminist drama diverges from the 2™ wave feminism and conventional popular
theatre.

Ruhl’s utopian performative is experienced not by political or ethical
ideology but primarily through her aesthetic forms that combine sensibles and
emotions into a powerful affect. I argue that the emancipated spectator needs
centripetal force as well as centrifugal liberation and therefore Ruhl’s Ovidian
dramaturgy exemplifies a new possibility of popular feminist theatre that
appeals and attracts wide range of spectators and (per)forms a community based

on the common yearning for utopia, the vanishing point.
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