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exploring theatre work—rather than describe and analyze the work in a pre-digested
form, it offers a textual equivalent to the experience of watching the performances.
Its effort to give shape to the complex relationship of the creation process to the
material evidence left behind makes it an excellent resource for scholars and students
trying to unravel the company’s curious production tactics. By allowing the reader
to engage with a range of questions and approaches that the company employs in
the creation of the work, it provides insight into the devising and writing process
that each of the shows undertakes and goes a long way to try and capture the
fleeting transitory qualities of a theatre practice that is reliant on phenomenological
experience of the spectators. It brings the dreams generated by the productions
into focus by blending everyday life and theatre into a way of living and interacting
with the world.

Stephen Di Benedetto
University College Dublin
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When the letter reaches the Woman in the Payroll Department, an African-American,
she responds, “Alien to the United States. Baby, I hear what you’re saying” ( 305).
She sends the letter “uptown downtown all around the town” and enters zero for
the state and federal withholding in the Housing Detective’s paycheck, sending a
“big fat check with no taxes withheld” to the Housing Detective, absolving herself
by saying “let them sort it out it is not my problem” (306). The scheme continues
spreading until an Attorney for the City of New York begins sending those following
Dutchman’s instructions letters stating that “the status you are seeking as ‘non-
resident, non-immigrant alien’ does not exist” (311). As the scheme begins to
unravel, the Housing Detective tries to get help via the internet from Dutchman,
but the only message is “THIS WEB SITE IS TEMPORARILY UNAVAILABLE”
(310). Dutchman is seen in a jail cell singing “The Impossible Dream,” while it is
revealed by a United States Attorney that “as few as 500 and as many as a thousand”
(314) New York City employees have been involved in evading their taxes with
his scheme. Kushner gives the last word to the Woman in the Payroll Department
who worries about what will happen to “those poor stupid people” who evaded
their taxes and, she is concerned that “Things coming unglued, that’s how it seems
to me. Don’t it seem like that to you? Everything’s just coming apart at the seams.
And nobody understands” (316). As she finishes, a video clip of President Clinton’s
1996 State of the Union speech shows him proclaiming: “So I join with Congress
and my fellow Americans in declaring: The Era Of Big Government Is Over!”
(316).

The entertaining and challenging plays in Death & Taxes prove once again
Kushner’s prowess as perhaps the most ambitious of contemporary American dra-
matists, demonstrating that Angels in America is just one selection from among an
ever-expanding and deepening canon of work. Itis a canon that mixes traditions of
American realism with a new theatricalism while, at the same time, reinvigorating
the dialogue between the play and the audience of the new millennium with a bold,
disturbing, and amusing mixture of issues drawn from politics, religion, history,
and sexuality.

James Fisher
Wabash College
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her husband/son, but in the phallic mode, her eros is inevitably invisible and “weak.”
Anderlini shows how both women and men realist playwrights write within this
tradition, although some, like Ibsen and Shaw, challenge it from within. These male
playwrights will be an inspiration to the modern American women playwrights who,
in the early twentieth century, due to specific historical and cultural circumstances,
create an alternative mimetic structure. But an alternative mimesis, argues Anderlini,
does not merely invert the order that would render the weak subject strong.

First and foremost, Anderlini’s proposition is that this alternative mimesis
is labial, which genders the concept of mimesis by integrating previous feminist
critiques of phallic mimesis. In naming and developing a female alternative to the
conventional concept of mimesis, Anderlini goes further, even as, interestingly
enough, she claims it is inclusive of phallic mimesis “because [labial mimesis] interacts
with phallic mimesis” (83). Labial mimesis makes the “weak” subject viable to the
general public by placing her in a homosocial framework that, while providing the
play with a dynamic, allows the play to move in an alternative, non-linear fashion
that is not focused exclusively on a central character. Also, Anderlini proposes
that labial mimesis organizes the play’s structure around a figure of two-in-one,
which clearly derives from the early works of Luce Irigaray. Both plot and character
are thus supported by others and the play can be dynamic without depending on
the “phallic” forward thrust that underlies most realist plays.

In order to further develop her theory of feminist realism, Anderlini shifts
the focus from “action” to that of “interaction.” Her aim is to “critique phallic
realism as the expression of a masculinity rooted in a liberal-capitalist culture” (39).
Women circulate in an economy that views their bodies as commodities in an
expanding market. The alternative, homosocial and homoerotic economies
represented in the American plays that lie at the heart of the book break away from
the phallic economy. The concept of labial mimesis, therefore, allows us to
interrogate what counts as reality. Realism, Anderlini claims, depends on whose
reality we are talking about. In her reading of Miss Lulu Bett, by Zona Gale, she
shows that realism “lies in its representation of an ongoing social transformation as
itaffected these women’s lives,” rather than in how they end up within an order that
traps them into a specific type of marriage economy (135). Anderlini contrasts the
protagonists of the Progressive Era plays by Crothers, Gaspell, and Gale—Frankie,
Claire, and Lulu—with Shaw’s and Ibsen’s heroines. She carefully foregrounds
the fact that in the women’s plays, female character development and plot
development depended on relationships between women characters, while Elisa
and Nora suffered social islolation.

Right in the middle of the book, at its heart, lies the most careful study: that
of Lillian Hellman’s plays. Hellman is, after all, the most canonic of all the women
playwrights discussed in the book. True to her notion of women’s realities as
interrelated, Anderlini places Hellmen at the center of the book and thus presents
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selections vary in content from discussions of specific plays, rehearsal and directing
processes, to her approach to playwriting.

Although certain biographical information is repeated in some of the
articles, The Theatre of Maria Irene Fornes is a useful introduction to this prolific
playwright’s body of work. It is valuable to have a collection of diverse writings in
one complete volume. Hopefully this book will encourage other scholars to
thoughtfully consider the complexity of Fornes’s work as both a playwright and a
director.

Erica Kylander-Clark
University of California, Santa Barbara
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stage sets were generally abstracted and metaphorical, even slightly expressionistic.
Alfreds is the last of the directors taken under examination. With him we seem to
come back around to Meyerhold and his bio-mechanical style.

The book uses perhaps too many quotations and paraphrases and depends
very heavily on end notes and documentation. It is indeed very well researched
and organized. Allin all, itis a testament to the rugged durability of Chekhov. His
plays have so many dimensions to them that they lend themselves to a wide variety
of stagings, some more externalized and physical, others more internalized and
spiritual. Although many may think of the “chekhovian” as carrying a fixed set of
tonal qualities, there are many facets to these plays. Allen demonstrates this well.

Stanley Longman
University of Georgia
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actionists to talk of the production and reception of their works in relationship to
public and private experience. It is about the art object/performance and the
experience of the art/performance rather than being merely about the intellectual
processing and literal interpretation of the work according to ideological frames of
political discourse. The treatment of phenomenology and the gaze are a
hybridization of philosophy, art theory and performance theory, and demonstrates
the possibilities that the interdisciplinary form of criticism the volume advocates
can be a redefinition of the critical discourse of art and cultural theory.

Atits worst, Performing the Body/Performing the Text is filled with jargon
and obfuscated arguments that manipulate interpretations of art and performance
to explicate ideas of political ideology. At its best, the essays are highly articulate
conceptualizations of the way in which bodies and representations of bodies carry
with them the baggage of history, language and academic tradition. However, the
book does not limit itself to performance theory, but works instead in the discipline
of visual culture theory, which treats the body as a metaphor rather than a corporeal
being with shape and mass. Performance researchers need to explore more fully
corporality and perception and the mingling of art and theatre practice, yet, they
also must be aware that the treatment of the body as a metaphor for political and
ideological arguments about gender, sexuality and culture can undermine the
performative three-dimensionality of bodies used as expressive sculptural objects.
Performing the Body/Performing the Text may raise questions of race culture
sexuality and feminism, but by restricting the interpretation of form and expression
to these narrow ideological perspectives it negates the polysemous ranges of
communication possible when art theory and performance theory are used in tandem.

Stephen Di Benedetto
University College Dublin








