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1. X U&IC

2002 4E, Suzan-Lori Parks t& Topdog/Underdog T7 7 U HRT AU 7
ANEHERWER E LTHISH T a— ) w 7 —HEZH Uic, ZNE TONHIY
AR EEN, VTV XLDOFETEHINIAERICE D, Hid T o—
RO ADAA YA M) —LCBATBHT L 57z, LA L Deborah R
Geis [3AMERZ TEENERVIEEEL & LANDE, ZOERENAIC
BOTENTTOD Parks DEWIRHEZ LS LD TEEVERLE TN 5,

It is true that Topdog/Underdog is more “accessible” than most of
Parks’s earlier works. -~ What follows is a relatively straightforward
tragicomedy that ends with one brother killing the other. I want to argue,
however, that Parks has not stepped off the powerful artistic platform
of her earlier works. Rather, there is a strong continuity in terms of
performative issues, language, and themes such as ancestry, violence,

and commodification. (114)
Geis DIEHIY % Parks DRHED—D, “performative issues” EAAERIC I
T Lincoln & Booth &) B O RSN E4 5 8B L ZofbRic k=
BRRERDT LIRS, 2 NDWIEAT BT LIchs— R =L 2 AN
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150 v h— VY a —DHEOVT LB TE, ZNTNOITAR

AR EIIE 2 AOBGEEY IR, KiEEE TV, TIIE/S—FA
MH@X&%»&LT@X&U7FM%%L§ﬂk} REREORLIC D
5SNIFEE AMOLOWTEZHAIS T L HEREND, £z, Parks ldA
VRSO 3L T Topdog/Underdog % TEIROAG R LICDWT DR ("a play
about family wounds and healing”)] T# % LN TV 2, BAILHBONF R
B ICHD B T OWRED ¥ TIC TRIEOEHZIE L] Mib N T2 0725
3he ARTIE. AVEMICBT B Parks WARERICEH LDD, 7AUAK
B BEHERABK U LT, AT 2 W0 MGR»KiET % Chiiil
X, RGO TR E N B SIEGE NS C %o

2. st O D[

FHEWE N5 Lincoln A335 Booth D77/ 8— MIHEA D3AH, 2 Al
FREGZ LTS, COMBIEIBICIE TN AERFD, Ll
FLEEENFNORICH S 72RO R D | Z I RERHEND B,

REAYER 72 Hi 72 D1 Lincoln A% 16 %, Booth &8 11 DI/ o7e, 7 —
AN I U TIRFICRD . RICEVIRLE S EHA TS, Ko
R TROBEHRSGEAES HET3, UL LiEkZE LIt HOBRHE “she was
always all cleaned up and fresh and smelling nice” T D | “she was asking
me not to tell nohow” & [lth® E NG RZEY)S T L Lz (100).

Booth IC & > TRHOY 7 ¥ a7 VT 1 TEAFOMOIMORFZIHDT
BolzbWiLd, BHAHOL EAEEZRICEEEDELIE THHCEE
HDFRE->TVBE LI LAY F U FIC A>T 500 F)vo g %
BEN, LEFOHGRENDS T EEHERBICHBET 5, BOEE
CHICRIRDO T WIS LR KIS BET I & > THRIEOEWHIEE “Youd
sit there, I'd sit on the edge of the bed. Gathered around the dinner table.
Like old times.” (13) £#E5 & Hic [—HICHAR S RDT—T )V ICHH
ENBFOHO FWEFROBNHZDTH %,
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— 7RG EH Lincoln i HBDIAF 2V =27 4 ZHEDIF B T L THR
B ERE D & Ulze UL LARDMEICTFSMTF L OMATRAZ REDIT
LE MTT &ahotel MM TV, TNETADNITHERA.
BEMOTETHAROBTH UL & B f—f\f"ﬂ FOCELEZABHHTEDTH 5B,
W Lincoln 12 & T F O T TICRIERMOM R TIE R BD 24
BICEK R BB, ARUZ Lincoln IZREMEHIC L fz o & [HERIC N T 500 FIb
RREEE UGET N, idEhed Qlcliniied

Boothlc & > TRIFKEBFHETH D, 2 ANTROHFZWETH LIcLE
TEFOREENIEOR Lincoln M5 /% & 1 was sure he was gonna
find us out and then he woulda whipped us good. But I kept glancing at you
and you was cool, man. Like nothing was going on. You was cooooool.” (65-
66) LIRDIED K7 —VIElFElE 0T, BLSNIZo IABONE »
{DWRiE-TeHa{T &&%h‘&%}*/u’fb\h Booth i&, 77— w MIHKE
Ni=Z2DORXDOMRZTRTHP LI <, Lincoln &, K HHEENS
EOETXTHBYID, ROREZDOEOEEKHL TV, THRIEKEZEE
TEIENS, WORBICHES D LT 3REDPHIOEYE > D TEE
WIEA DI

2 NDOZiTE DI T2 RICF DR Z BN 2 £ WD Lincoln 28 TRDV a3 —
#7257z, (It was his idea of a joke.”)J) (24) LEo7c& &, 2 NET 5
TEIERD DR E NS, Dl L EZOHATMNIRYT 5 X5 7% DR
Kl ETGENNZ B T EERBEPRATHIEDI TRENT EZHERL.
2 NDHITE - FNO TP E R RBUGD EZ 2 DTH %,

Parks I£7 7 U HZRT A A ANDGRINERE L EhHEHD TiEL
UET )R B S OMEROPONGEERETHS L LTVS Do KERCBOTE,
SET RS IR B CRENGENBMEZFT DI TOE, ’ﬁbi%}\%
FIRERS, AHFNTRCL > TREFHIDWTORENES N, BHL

DOEOHIENENB T EREMEE D AV TREOPRORE) 3,
r;*gwwm ANEEBRENTV
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3. EBDTAF—L

2 NDFRZFRETIEHBICE > THREZ ED X S HREKZEDEDIE- 12
DB S Lincoln i3I T ML ole ko, LER—REFR-7D,
HICY =9 ZAEES 2D, ch BEZHICRIEATRZEE R X ("We
had some great times in that house, bro. Selling lemonade on thuh corner,
thuh treehouse out back, summers spent lying in thuh grass and looking at
thuh stars.”)[(65) 72 & LB LT ERORIEEES,  WEMSBEOTIS—
MBI UFRIC AN TegiE TEPE A Y P T #idd 2 Ol (‘Cement
backyard and a frontyard full of trash”)] (65) D#MEDEIZ - /=, Lorraine
Hansberry (& 1959 91 4 Raison in the Sun TIHWT 18— Fh BHIFH L
’Cé‘lﬁﬂ@’%ﬁ FIRANEKS ETBBARBPAALRIC K > TBERIEE

W T 2L, T AV HOREREEM LT % Stephanie Coontz

k£@8\%A%%@EA&HL&%%%%th%Ck%ﬁih%ﬁ”
1960 FACEIEMN S 1970 FERIEDITHT TRADKIE « FHEDF v AH
KMo TZRTE 20 AR EEECRPET OV T, TR0
HEDD LZ S I TEREMATELD 572(244-245), U Hh—
YOOI, BHLET NS A R — LB FIC ANTz A AP EERS
k] O/ T 1 TH%, Toni Morrison (& The Bluest Eye OB T/INFAL
DERFIH TS [FrvreVr—r] OXEMF-7T EITDNT,
BADFIGEIC NAEDRHEL U ORI NS R EAAREOTFGE BT (2
DEFFECH T APAZBEUTRELE Y] 2720l MgZisazy ., Bl
SR E L) LTS Y, 2 LVBISRE L £ 5 BARE
DFHOEHZRET B, L0 THAFKESR) THBLEEVI LS,

Coontz EEBIMEBICAED FIATPRERRORIESRD, EIET AU OEHR
RT3 < T1950 FRICBID T NIEFIN] THO, ZhHTL
CRITRERBUTT AV AADNERTRE MHEXEER) EAhEh
BRI T LT 5 Yo RRCEZOEFIVEEIELET

AU FEEEN 1980 FARITIEMEE L BIRE O X LICET L. ZDOWEST -



T BB

TN 2B LTWEDTH 5,

FMERBEREIND T8 SI3Z EEOTHICED O~ A R—
Fire UTEDS LIz 4 D%, liliJZ?J'é&i-J"ﬂ??ﬁck‘O“E) Mg - biFEizto) o
fl&bbu lllll }d’f l' C?T% ’%0) ''''' {:)/n _1_ ”{Lg‘%

Lincoln: I think there was something out there that they liked more
than they liked us and for years they was struggling against moving
towards that more liked something. Each of them had a special
something that they was struggling against. Moms had hers. Pops had
his. And they was struggling. We moved out of that nasty apartment
into a house and theyd bought it and they brought us there and
everything we owned, figuring we could be a family in that house and
them things, them two separate things each of them was struggling
against, would just leave them be. [---] Just let us all be, just regular

people living in a house. That wernt too much to ask. (Topdog 67-
68)

XA R LEFICAN, FICKMEESS P2 3 2 UE— 7 TERIE
(Ma family”) ] WBENB LEZ THREBEIE, Te70 KHTIEE B EY
ERLTE TE ) ZFANEEEREONEh 2Tz, ZLTENETNDTH
L M BRTI UTe D72, 7 TITIE B AFEZERITZO Tl <L AR
WOZE, BARORFNEARE D NZ ERA BHANERZERE LT

RETEETEREAD, 1970 FERISIENT RIS B - 7z THIZRA LB
L. i ClddkEn 2 Uiz, 2 LT, PR Lo ZFIc ANz BA
BTz —H T, ZLORAE 70 B 80 FRDOFMOPTE L I Z D
EOSOBMICHA S TT7H—0 SR OHGHTHA Uz, ZOXK 5 IR
MOT, ZLDBRNCE ST T5E & MEf) &b, ZOERZEAD
T EEBRDREHC > TV oD TH B,
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Lincoln i3 @O EIEHE TH A S & LIzl B Uz 2 LI 5 O A
58X & RIRM 5 & G Z %8 TV % — /T liFONIIC SN 5 T L Z2lHT
FFEEPEE RO ROT— 72 d % Booth &, EMICDONENT &
ZIEHEX N TE . 1 seen how it cracked them up and [ aint going there.” (68)

%wmﬁ%o?mem%%W%Mwa%h%h@m%éwﬁum%*
HY, TN 2 ADEEHICKEL B> T3, UL LSRN TZE
BT MO HB b XD BN 8=V LTD2 )\@‘Mﬁ&r‘:i&bi |
DOFEZRE-> T B OTEGEVDEFELED.

Booth: Theyd been scheming together all along. They left separately but
they was in agreement. Maybe they arrived at the same place at the
same time, maybe they renewed they wedding vows, maybe they got
another family.

Lincoln: Maybe they got 2 new kids. 2 boys. Different than us, though.
Better.

Booth: Maybe. (70)

2 NCBAEMBOLZEFEUTIREVA, 2 NEBHBOERE< 1 R—

LAHEERICE NG LOR A R—LT U b s e T &Rk T
W5, % LT Booth l&F DO 2 7 VS LIS TRHEICEF BT,
Lincoln MO FEHEZDEDEZBWENLEEEDICLTVWEENZI KD,

4. FKIFEOP O LT )V F—

DT o Tetl, W2 NdA v — - 70—l b BERE RS
T &%, Jochen Achilles MM EHE 9 % & 1T "The mother left two
years before the fgather, who seems to have weaited till Lincoln was eighteen
and could take care of his younger brother alone.” (109) &5 T & TH -

LT, 5D Booth K72 183 M TH D I Lincoln 72 2D ICAEE T
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METNURRSah o T, UKD IR HIE (2 AT B> T
("It was you and me against thuh world”)) A EH Nz 2 LIKFED B> TV
Bo THFL SIEMPELHBES R IR AR D B, HHIck->T
OB BE - HETH B, H‘ﬁﬁ' ftofEEHAG L. LS EDV O H
(Codd jobs™)) & LTETEEHEEE B> THEETERDE (T0).

RMTH— FREEECHIM 2 L 725 Lincoln (&, &R Z2oMR THEL
&I ANS 3 Booth I & » TEAGIEMNDFH TH > Te. LI LA —
REEEAEE B D R ThH 5 Lk, FAGEENNITE &> 722 D1
WCHIHETE o 72 Lonny ZB B I N Lincoln BHIDHFNWTWBZ L TH S,
FNERBICB R ST, 2 ATH— FHEZ2A 5 L5 Booth O
WEHERENT B

FHLED Lincoln &, Lincoln KO Z L CHICEE B2 DI TR
. BRGHEEREE S Y 3 —TAFHZLT TR Ee I3
ZRBli S, Ma. Pa &WUHAW, SVAMLIL s a3 —DRA—EE
NBROE > HHEEIFOEMFIEVEEE S 2 NEho BROEHIR GO
K THB, &AM Lincoln EEEWHENTZBRTH D, @O7ET
T MEEAN B L1005 RO Booth IWRRXEIRE 52 XN T HuHE
DN D, Jason Bush (&AL IKREIC A NS P T, 2 A& TP
VEALENTRFEDO L LTV F— ] O TORMEFO 2D TS LU
B

Lacking any familial or community bonds except for themselves as well
as the monetary and social capital to pursue and semblance of upward
mobility, both brothers have invested themselves in highly symbolic
and ritualistic performances of overly-endowed masculinity. The private
sphere of the brother’s relationship that the play represents involves
conflicting role-playing masks in which Lincoln and Booth struggle

to define the ‘other” within a particularly gendered familial hierarchy
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in order to establish the ‘self’ as the patriarchal breadwinner and the
controller of the space within the alternative figuration of familial roles.
(77

EFREEBRO TV R ISR TH 5 2 ED, BidRaic A&, £8
fLENHBE LTS LI T3, BIRABDELT MLA) ZHEHTA1H
WWHATBRA THS Zth> T0d EIEHEL . Wi Mgl 2 RIS RE
LNy FOTIC 100ME DR — FHFEZR LEF> T05 T &2 d
B

U LRI, WEFNENABEVOFEEEF-> T3 2 & &N ED
T&H %, " Lincoln Id5 Booth D RERHIAAEEHEZRT, BRANVHED
EROTALOEARZEED T LEFHS TS, JTEIEEVIRELH S
Booth W7 /38— T 2 AGDA— YN SMETER > TE T, BEH
WDA—VEERTEUES, ZTIHIDOEBHOEBNRB MO RN
BOLTH B, LBIPUETOENGEINA. BROPEA EHR N2
A&, AR E LTORBZDOEDTH D HOHNDENRD | 5D
HAOHRFOWICEEE LTORULNS S, VA —kdhizeno)
F—1 ORZERDHZITHOTNCES g S ENFERLER D 2RI H
ZBHFETEHBDIE,

ETAM, HBooth DEDRDTAF 2V =5 4 \OHHNE,

R & LTSRN DOBRICEHEN TV 5, BUdRD Dl L5

DT WS LR RIS BN, 7N LEEREE S TKIE) ZROET
%o WHERFICAN L EMATOH— RIEMTRIENZFICANS T &H,
I > THF B BNERGEFENEELH LTS,

Bush i3 M L0k S %<, THEZIROX 572) & Lincoln ICiF &
% Booth DB 7 AV ) TE2EL, FDOT &H Booth D
BRHZ (7 AVH Y- FU—L] EBEE OFRREZRL T2 LIEHT 5,

J— 90_._



AGEE iR
His reference to the Third World' discursively affronts his brother’s claim
to any semblance of the ‘American Dream’. The fact that the apartment is
in America makes no difference as it becomes a part of an unknown land

far away from America, at least the America of dominant narratives.

(79)

PLRTD RN Grace & DEBEER T, HTEFL LWVEERFIE LT
TeRERPERYTHi % Booth l&. HC '[‘»L\I’H FeE LTI >TO
(7 X)HY« RU—L] BBODTTNS FEHET DRI 2 R %
Booth A%, [T TEADMRZ LT3 ] é:b‘5”'10)}\£7&5k&)5§(“1£&

DFIEZRER D EDOFFBCRINTOEVDTH S, Grace ICiETHE N,
THEZLEHDMEZIC K o THIEW R e I )N F—D TR EI N TN S T
EREVHISENT L &, Booth DHORBEAOEZfTEHELRD, WA
5NIRNUIR IR 2 T B,

5. AT — T4 —Tr—NchEEB 5Tk
Parks \&ANES T The American Drama Wi\ ClEBIHETC O Lincoln A4k
R 9 — 2 VI EF—T RO TV S, AYER T Lincoln &5 #4iif
DRADEBD R UTAHBERET VS T ET, X EEBNTERES
BT L Lxb, Geis i EBADHEDIT DN T Parks EEIC TS 7=xX{bD
V-P'C“’-i‘%%)fcéf)h‘_,i{%/\ﬁ‘ﬁibé‘% RAIED S BED ELTDOT AT T+
ZRNTV S 18T 5,

Here Parks creates her own version of a trope that appears frequently
in African-American literature: that African-American identity almost
inevitably involves disguise and role-playing as part of the effort to

function in a hostile culture. (114)
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MEEHFTA T ZEEB T LD TEEALS] THDLEW, A— R
IR A 5 & L7 Lincoln & Booth (& TRUFFRTENAZT V7V - b
L ( s uteating motherfuckmg pathetic limpdick uncle tom")J EIECF, T
shit.”)J &Jl‘-ﬁ?k?‘% (21-22)e FPE. Lincoln @M T '“)\“C%%) ek
BN A DRHTH & 0 &5EE T 5N, AEEED IR - el fife &
NB &S NFZERNEROICHA T TV S,

Lincoln DEHIT TV DE—EF o TV RADHHZD “Does thuh show
stop when no ones watching or does thuh show go on?” “Yr only yrself—
when no ones watching” (34) &5 FH#d Lincoln DD THRAM:
BLEDTHB Yo TNE< TRT A BT 24 ATHEOUERED D /\J\
ﬁ’ SR MEICHEI U A A ZHUZBAS LWV HEETHD . MR

BN BHERT L3 —THBE0I T eicdixbd, FAKKHZRT
%52 Lincoln D% 5 W\ o Fe A3 RIS T 2 0. QR AR & 548 Booth
DIRIEDTCHD, BOFICE > Tk, BHORKC K> THRLEN L7 ray
ELTDORMBEMNA A=V WOICZ T TIED T ERFICERD D %,
#0E TRERIRS RS ) L LA T D TES TRUBA 2RI B LI
x> TVBDTH Y., TARY] ZRDTVEDOTEEV. Z T T

ANRER Y AY TEREEAIRERY ) OB e LT b I, MBI B AT LM
7T i:l}l/k}m?)‘ﬂ(lfb\% LWAB
—75 T Booth DN B 7 —VIEEHDA AT EWVI DI, THHTIO

AVF— T4 =D TIVEHHE] L LTHMeENEF Y T AKX -
SwTDAA=Y, ThbblL AT, FIvd BINCEES MakR
MNEI DA A=V TH B, WEEME 7 EICE D % 5 7% Lincoln I “You can
curse.” “You practice rolling and wiggling on the floor?” “Now scream or
something.” & U 7L FEIC /5 DL Z 9 % Booth (&, HE/RHE D IC T
¢ Lincoln % % —)V#, (“Cool, man thats cool.”) ] &% % (51-52)%,

Bush (&, BT v TOE T A & > THEREE N5 MR 381 A
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{feh—icZr Ansh, BEOHEREHICOHIL S 2128540856,
ZNEENHI AR HORREMZHAEME L T E L L. Parks DAL
fc & 0. BABIOLDARENZRDEN S L, ZOIUICHNTET Bl
BB L T3 LIERIT 2 70 BAEDN DB THE FFze LT
WAL E . FIASUEDORGED MRICHAAT NS I S— 3 ol
THBEEVZBOE, KHEZEA A—YE LTHEE LTFsNizF v
FAR ST TEREENE] B TEHAT +—) ORBERETEE
DTHBT ERETHLTVEN Y, FOA A—ITHIET BAHMERICE 5D
s LabETHEESLDN BoothZDTH 5.

Lincoln (& Booth D45 /1 — RGN ré(l” TEER) TUEL, T
USRI OWBICAIEST 28D THS STWb, DOTH—F
F 4 —Z—& LI L7z Lincoln fJ‘fr‘“’l’Jk L7eDid, B cidiznd T
L2URAFLOPTEBALEETCERTITOALTE 5T, MEE RIS K
GhEE T, QD5 O B S E . BFSREO RSN 5
HEEREED N F 2% E FIPCE DR P, Lincoln DIEFHOTTO 5k
L Th— REBE) L oRoOBEERE. T7 AU A0MEElER & EE A
Rl A A 72501 £9% Coontzd [ HUCEBZHIOFELTE,
7R JCEEI RS EER A K0 IR LD L JLIRE DL
DITHTEIT> TH D AT 1 T EOFLFOINMEE 576 % 77— R < AT RE
UDENE NS TEEA-> TS (271) T3, TNETO Mekik
REOMEE | A ENZ IR o727 AU I NOAMEEOZL EWEET S,

Lincoln (18 & % < ¢ 2 & b AT S 4 TR 74 28 2 fEkfiz
HRIGE DI RVWE DI LR > TER, KEMPD LT H—FDE D
#M13 Lincoln 251 & DU FICiE WV b MR, HILEEMORZ K> T2 D
F., BUH— REETEEES, ZLTEOSREZR > THBEZHITITTS &
THEE, Booth lZHEMNEHWCE LD LE L 500 FVERKITzh— Ry —
LICHZFES, ZCCHEHE UTORIEAKEIC 7 —IVTH B T2 DITIEMA
RO EBICREDTEHT LICAD,
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6. fiIDANY T, PIDBAYTIERVD

Lincoln {& Booth i< 1 — F 7'~ LZH 2 2%, TANRY T, fAHAYET
Boh ] 2R NECT RV EEES, FOFETREL, ¥2RTE
WECOHMICEES 5 LML LTOWDT I = Y DHEHETH B,
Lincoln D F1— FEE LD 0 L& Booth & TAMDMSE | K-z
BUvAE R, oI TRIOBE ] E0TEBENEEZES, 52l ol
I o 2B, IRENGR MR E S0 2 ona 0k M5,

DODIEM S TERBIZERI M ? | EWVS HO®RITHhIFEEEE- T,

Lincoln: You think we're really brothers?

Booth: Huh?

Lincoln: Iknow we brothers, but is we really brothers, you know, blood
brothers or not, you and me, whatduhyathink?

Booth: I think we're brothers.

Booth

Lincoln

Booth

Lincoln

Booth
Lincoln (103)

(2SR | LBEZBBICTUIMERZRERD, ROFEIBOHOD
FKFBRRE S0 O HO AR ERICHT 5, ZADMICTE SN,
Parks Y TEENS DK EGZEERT ) LT 2D XV EMENBERT
KINZ, ROWATHIZAT, BO THE] ZICET T Licks,

Henry Louis Gates, Jr. 1§ The Signifying Monkey TBNERRSETH 5 &
ENB TEDERD ) DIEEFPR A RERER LT, 5 Lincoln DT T 7z



UM MR
BHE TRU TS S NGVERZIEODN L, BoRT 5] L0005 & D
DOUEDDEFICH> T 10, 2hpd TEHE] OBHERL TV
LTh, TORAIVTT TBOFRHE, B0 ICERT 3SR
Lincoln (& MEIGDFFHE) L LTO ML DY ] 2L ik %, Gates
B THLORD & T THY, FEFLY T4 TRRTEDT
Idu,

When a black person speaks of Signifyin(g), he or she means a “style-
focused message*-styling which is foregrounded by the devices of
making a point by indirection and wit.” What is foregrounded, of
course, is the signifier itself, as we have seen in the rhyme scheme
of the Monkey tales. The Monkey is called the signifier because he
foregrounds the signifier in his use of language. Signifyin(g), in other
words, turns on the sheer play of the signifier. It does not refer primarily
to the signified; rather, it refers to the style of language, to that which
transforms ordinary discourse into literature. Again, one does not Signify

some thing; one Signifies in some way. (78)

FREBEZE L BRI, HISTHNEHNE ’}‘ HHERBTLDD, FOH
L RO TR Z Bz 50 Booth I3RS KIFTHED. A MU —F
TORAFLOMELZRD D 0)%’9‘41%?6]1‘{/1, THEbd, ZTOMBAY—
THESBADERREGEZ BB L TR, DOTIENAT—E& L’C%’Ef/‘»ﬁtﬁ
B AR = TOMIEIEZH DR T W SEE U T E SR
Booth (ZIEHM BT 1EHBZ E ULHTERL,
BOVLEDICESE Grace FEHLDFTTEER L., H1— FHEHOZM
I K> Tz & % Booth 75‘Th)\’h<k PRANAE 3 3L CEI'JH?Lii 5o
WABIT &S & Uiz TR 5 OMPE] 1 Booth A& BT, Bl o
relelie L E Nz THUGDR) ZOEDTH -7z, (FELIIETO 5



Topdog/Underdog 1 FL 2 RO EH
] FTEDIHROBEICH L 7z & ¥, Booth WL |- I iEERR & 6 U
< OB BAAEREAL, [AAYSTHAANTENDE S
F3] 203 FICESRE NIRRT S, RIEOWFREHT %,

7. 8bvic— MUYEOZRE »5 THEHGR N

Parks [ AL THE 05 B S®IFIEN, TRIK 2HOT
WCANE S 2§ B TEEMED S THV, DOIAN L5 210572 i
Wiz, BERES L EbNT MO &L 5 % (‘'war paint”)) (91) F
FEoaE%D % L Lincoln 13, HRPHAATERATERL, Booth
I IEE A ATE DD TGOS ANDBNZHT IR Z DL DTH S,
Coontz i TRA/=BIEBENSHRT LRELHBINLE L, BRPHEE
b B AR 25> TRRIEBEEE —D & L TIFE Lah o e J(X) EB WY B,
LA LENTELRE, JF VTV T LE LA RIVAZA & TRIFZHRL
DOHBDM] EVISENEH LT, Be UTORED MFEOER EOR
ERFELTVWADTH> T, ZHUELT LEFEIRPREEHR L VS BLED
FHREEKT ZOTEEN] (F TV T L RIVAKA Y 327) 05 i
525, RFEIPETIEEL, BLACHA LT BN MHREORICHD &
HETE A>T A FREGHTHIEN TR TOINBICARE S 2
5 LIRS TEDTIIRWIESD 5 M

Verna Foster (& “Booth must always kill Lincoln. It seems that this is their

true inheritance.” (35) &l %M. Rena Fraden . “I suppose one can try
to disown one's name or change it or ignore its history, just as one could try
with a word to pull it up by its roots and wrestle a new meaning into it.” (55)
L2 NI FOMBELEZ DT v VANH - T L 2B 5, #1HT2
ADFIC LIBH L UTH, Booth IZld “Waste not want not.” (17) Lincoln
1Z1& “Your luck will change!” (18) &) #HEMEZ 5N, ZDR’ 2 NEH

B2 Parks B TERARIOS )72 BAESOERE FEOREE LT



TR

EHZEUL, HWARERRERIL, BERLLES L LT3 (125) &
il % Zfif/l’ftix'lfé&iﬂﬁﬁﬁﬂ%é}mbf&i)"’)%)\ MG ORE] Tidkwy TEYD
D) ZIKT 2R S. TTICEZDWESHECH ST LARENT
W3 EFALD. BADHE THGEZ WA X NET 2, SR %
BTN T LRESOYEZHURTH 1219 TH B, The Red Letter
Plays IC5 | &%t E, K EBAORER T4, 2Ty LI 5RENL, MR
ENVEI N TG of /‘Hu‘rhbbﬂh\ G T ICH BBRESTNIT o
T BAKIEDRRH RN TV B,

Parks i1 > #Ea—T, BHANYOEEZDOEDEGATIEL L > TIE
LD ERRTIN5,

Parks: Space. The rhythm of the words. Repetition. How the character
is saying what she’s saying. Each choice should indicate a specific
emotional thing. Which can vary in color night after night after night as
the actor continues making it anew. Is it y—o—u—r or y—r? With y—o~u-r
there’'s more room. See what it feels like in your mouth, in your tongue,
in your body. Allow the language to inform the choices. Read the words,
and feel. My plays beg for feeling. They beg for the gut response. Let the
stomach — brain, let the heart — brain, inform your head — brain, and not
always the other way around. Because then we're getting to some deep

stuff. And it’s frightening. But it's also healing. ( Garrett 189-190)

B2 72 W DSR2 fl & hh 2 % 285 Booth D “AAAAAAAAAAAAAAAAAAA
AAH!"(110) &V Mg TiE. BED SEE AR RA 2 W a0
WHARERDIBEL DD RN EIEoTeDh 3 BWEEH L, %Ki
EESRTDOADLERERBZA S,
AAEFE TBooth A Lincoln B8 L7z WS IOk, 17
AYH2 T IV EENTELRBEGOA T — - T ol ES
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Tz BABEBRE Vo EERICEEEN AT OEAORBREEID A
BHE, 5T TIEHBALLERFHEBBROICFM T 2MAD LA T
BRERMUMTEDTH %, % LT Lincoln AR 3 —DEICDNT “They
dont want it looking too real.” “They like it to unfold the way they folded it
up. Neatly like a book.” (52) &% BHICHHANIRENS K ST, LD
FMCHARAFENTE LRI EHOZENDOHEEZETEDTH HIENE
[

ARE, FART AU AR 51 BaEAS (20124108 1
BB BT A TIERERERICNERERMLIZEDTH S,

[

1) Parks (& T &+ “From Elements of Style” D TE 5 OMEICDWT TRIEE
HETRE DR L LT3 ( “From Elements of Style" The American

Lt@f)‘ Henry Louis Gates, Jr. Td‘ééo Geislc kd L. ﬁxh“ Signifyn(g) (F&D
BiD 1D L UGRT O MHEBEEDHHEIC, EOLDICEOEHNNE L & D
FE TR MK T B O EMEN, FEN, BIESN, B
HENTV L0 ZIREES X5 Bk CHRN RS2 M O RE LD Y
5] TETHB(15)

2) Coontz i 11951 #2C Harvey Clark 734 U/ AMOF o ol 8L T & Foli,
T ANOF AL, BE-BHHERT S0, bEEHRseYa—r22bl
AN, PURBICD > THO T 8= b EEE U 2, 1953 4, vhdD b
FUTI R T RIS TRAOFENS B LI L &I, BRDAL
EEP b= R ERPOT. ORISR JopER 2 R UIEORR D 2
DLy LT AVAY - Ty I~ OBRRERLLS ETHRAZMLL
£ ELEEADWRR SR OIEHIFTHBL TWa (30-31),

3) Morrison &% The Bluest Eye ORIl - /NI O BRI EO &, HEERL




4)

5)

6)

SE B

MIERE IR > TRRE B ERNRIL L B> TOE, RDK S BIBICED B,

Hereisthehouseitisgreenandwhiteithasareddooritisveryprettyhereisthefamilym
0ihelj/&ltherdickandjcmeliveinlhegreenandwhileh()ztsetheyareveryhappyseejanes
hehasareddressshewantstoplaywhowillplaywithjaneseethecatitgoesmeowmeow
comeandplaycomeplaywithjanethekittenwillnotplayseemothermotherisverynice

motherwillyouplaywithjane/...]. (2)

AV EE 2—"T Morrison & TIHOHEANE L] Tld, /INERYIY — 2 — 0
BMEBICHTLS BB (T w7 &V —2) | BHVE U, FAUCIE AR
DINCH B I)\XWJ’E;{,’\;’&@“7 THDOMHAR L LT, SEEF D BEBEORLEH

FOTHOE L, HADTHNHTL ZERHMN, J‘*ﬁ’-/\@?ﬁ-’if:’é"fi“"h?' A

LOREE S T DTT, WEHSESIC DN, I FOHEMEBIITL 3EADR

HRBEUCIRLEE A0 E Ui, TRTHGHHEZIND  HEEOH W IED ZR—

AL LTLESDTY ) Ok - 30) LZ0OMAZE> TV 5,

TRERIEE SIKZORBEDA A~V PEAINCRT B BIEMRE IR T O

T ZEDWT, T7 AV ABUFEHENEOERICHET T, YU 0kl

EEWMOENBIRBHUEE (FLT, ZRCRBENDL LS BlEH2 vt

Y AL ) B WEHNEN T LERKLTWBEWS Ay e—VBEAK, K
BOFONGENRTFH2HBOHRBUCK > T, T AU ADL D MM T BERT

EBLLSDE] (281-282) LHLTV 5B,

KHIEEZIE T AU HFRBICBOT, 1 9IS RmITLIEI YA R LL-

DD EAD TEAMS ORBEDOBTH - d5, T Bl 175y s 7

AR DEEBANELCET LS BEOBEFESENZC &2, PRI, BA

DEHAESEZERT2CLTHD, THRVZEEDZBE L LTHUET T &

TH5] (18-19) &L, TRAUAEELKBI BT A F VT 4 F 1 —DOREHEN
TREICLBEIN. MENIUBEOERTHS ] TEAOEERSBALTY

% (18-19),

FAY =« B F] ERFREXDEEHELTORETDOH Booth Id. & DI

a8 —OME T ‘1 am the assassin! 1 am Booth!!” (52) &MLER, FIicid, < O

BOBEDPBNTADO THEHR] ~NEUETEN T T EPBERENT VWA LE



7)

8)

)]

Topdog/Underdog V& 5% $HROFN%
A&,
FHSUE RV O TR IITRL TR
Parks may be suggesting that the popularity of supposedly anti authoritarian forms
of black popular culture have themselves become so popular with a mainstream
American audience, that images of black hustlers, pimps and gangsters have
become our contemporary melodramatic outsider images. While such cultural
forms may seek an alternative to hegemonic legitimate forms of employment and
capital gain, they also reproduce their own version of capitalism and patriarchy
which fetishizes money and the signification of male power. The hustler may be
a kind of trickster figure which subverts portions of the hegemonic capitalistic
economy, yet this particular image produces and fetishizes individualism,
capitalism and patriarchy in other forms leading to a breakdown of community
within urban culture. These discourses are produced in relation however, to a
history of oppression, and social inequalities as well as a devaluing of traditional
African-American values within the larger American society. Topdog/Underdog
allows for a celebration of the creativity of black male emergent cultural forms
while deconstructing the patriarchal and individualistic values which inform these
genres. (Bush 86)
FHIEE 80 LMD 90 HERIEMNT TOEEL — Y Ty TRy THEHAT 1+ —
VEREGMEFETHY Yy VIVICHBUIDBRZRGE T 5T, MEBEEA
B DA A—VERMEWTEY VT2 - Ty TOEMIEICER L, (R 7
AUBD TRAHEE] F, AAZEARTTOMEHEHT B IS DIE TR
ELTHB ERBDTHY, Fr VI A%« Ty TEHTidEy. TRAEE]
W7 7UNET AYHAATR 2T+ ORNRNRER R, Sy —BBI%
DEFE L EAOBMEEMME LB D F0A A—VE <{hi>F 5, BAERD
TS E TER) KHDOTEER THES LE) IKTXHFETHDET (K
FIE  238-239) LWL TV 5,
% Lincoln & MEI DR T#EZIRVE . Lincoln KM a —TOLHZ
BREPENEREMDHEARZRVEZI RS E o TES T TED
£ 562 %) £EV, "We took that man and his wife for hundreds. No, thousands.
We took them for everything they had and everything they ever wanted to have.
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G OBERE
We took a father for the money he was gonna get his kids new bike with and he
cried in the street while we vanished. We took a mothers welfare check, she pulled
a knife on us and we ran. She threw it but her aim weren’t shit.” (55) &. HHEL
LTOH— P OBNEESI XS ET2DTHS,

10) Gates {3 Michell-Kernan @ * “Signifying,” she declares as conclusion, "does not
---always have negative valuations attached to it; it is clearly thought of as a kind
of art — a clever way of conveying messages’ & W I EHER LI LT, THic”
Sygnifying --alludes to and implies things which are never made explicit” &35
LOFREHNL TS (Gates 83).
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