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OZET

Bu tezin amaci, Pam Gems, Caryl Churchill ve S@ahiels’in oyunlarini,
yazarlarin dinya gosu ile ilgili bir yorum yapmak veya eserlerini siyaagidan
etiketlemek icin incelemek dadir. Dolayisiyla, bu tezin dncelikli amaci, sirga
Pam Gems’inDusa, Fish, Stas and Mie Loving Womenradli, Caryl Churchill'in
Vinegar Tomve Top Girlsadl ve son olarak Sarah DanielsiRipen Our Darkness
ve Beside Herselfadli tiyatro eserlerini etiketlemekten veya onlaadece bir
feminist gorg ile sinirlandirmaktan ziyade bu eserlerin kadinlaoplumdaki rolinu
ve sorunlarini hangi yollarla yansgini incelemek ve eserlerde hangi feminist
seslerin var oldgunu bulmaktir.

Bu tez, bir girg, U¢ esas bolum, bir sonu¢ ve tezde ele alinanrigaza
hakkinda ilave bilgi iceren U¢ ekten ghiaktadir. Girg kismi, tiyatro eserlerinin
yazildgl dénemin tanimini — ki bu dénem, farkl femirgsslerin feminist hareketin
icinde seslerinin duyulmaya fadigi ve tiyatro sahnesinin yayayava her oyun
yazarinin istegii konuyu istedii sekilde ifade edebile@ siyasi bir arenaya
dondstugl bir donemdir — feminizmin tanimini ve feministréleetin igindeki
cssitlilik arz eden seslerin — 6zellikle liberal, sadigt ve radikal feminizm — tanimini
icermektedir. Tezin esas kisminda yapilan ayrimidelemede ise her bir tiyatro
eserinin - Pam Gems’inDusa, Fish, Stas and We Loving Womeradli, Caryl
Churchill’in Vinegar Tomve Top Girlsadli ve son olaralSarah Daniels’in Ripen
Our Darknessve Beside Herseladl tiyatro eserlerinin — feminist hareket icen
aktif olan farkl feminist sesleri icerglivurgulanmaktadir.

Sonu¢ kisminda, tezin esas kisminda elde edilégulan siginda ve bu
bulgular arasinda ksitastirma yapilarak, Pam Gems’Dusa, Fish, Stas and Ve
Loving WomengCaryl Churchill'in Vinegar Tonve Top Girls ve son olarak Sarah
Daniels’in Ripen Our Darkneswe Beside Hersel@adl tiyatro eserlerinin, farkli
feminist sesleri icerginden, 1I. Diinya Sasa sonrasingiliz feminist dramanin ¢ok
sesli dgasini yansitir nitelikte oldiw ileri strtlmektedir.

Anahtar Sozcukler: Feminizm, radikal feminizm, liberal feminizm, sosyalist

feminizm, feminist drama, Sarah Daniels, Pam Ge&2asyl Churchill.



ABSTRACT

The purpose of this thesis is to explore the warkdPam Gems, Caryl
Churchill and Sarah Daniels and to examine thersdityeof feminist voices existent
in their plays rather than making a judgment orirtiverld view, basing their works
on a political label. The primary purpose of thisgis is therefore to explore how the
above-mentioned playwrights explain the role of wonmn the society and the
solutions they offer to women’s problems in thdays, in other words, to find out
which feminist voices are to be seenDuosa, Fish, Stas and \@ndLoving Women
by Pam Gems, ivinegar Tomand Top Girlsby Caryl Churchill and irRipen Our
Darknessand Beside Herselby Sarah Daniels rather than labeling the plays and
limiting them to simply one standpoint.

This thesis consists of an introduction, three ntdiapters, a conclusion and
three appendices giving extra information regardigplaywrights discussed in this
thesis. The introduction comprises the basic infdrom about the period in which
the plays in question were written - a prolific enawhich a variety of feminist
voices began to be heard within the feminist mowenteelf and in which the stage
gradually turned out to be a political arena inetthany playwright could reflect any
subject in any style - about the definition of femm, and various voices —
particularly liberal, socialist and radical - withithe feminist movement. In the
detailed analyses of the plays in the main bodthefthesis, it is emphasized that
each play includes a variety of voices operatiniiwithe feminist movement.

In the conclusion, in the light of the findingstaimed in the main body, and
by comparing and contrasting these findings, iangued that Pam GemsBusa,
Fish, Stas and VandLoving WomenCaryl Churchill’'sVinegar Tomand Top Girls
and finally Sarah DanielsRipen Our DarknesandBeside Hersel€an be regarded
as reflective of the multi-vocal nature of post-vigaitish feminist drama because all
of them include various feminist voices and comdliwithin the feminist movement

in that era.

Keywords: Feminism, radical feminism, liberal feminism, sdisia feminism,
feminist drama, Sarah Daniels, Pam Gems, Caryl &iiur
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INTRODUCTION

Feminism is the political theory and practice teefrall
women: women of color, working class women, poor
women, physically challenged women, lesbians, old
women, as well as white economically privileged
heterosexual women. Anything less than this is not
feminism, but merely female self-aggrandizemenarfra
Smith gtd. in Kolmar and Bartkowski 8)

[Feminism] is a movement in which women unite to
generate “a force which presses society to accept a
accommodate femaleness as equal, even if differerits
attributes”. (Devaki Jain gtd. in Kolmar and Bantigki 8)

[Feminism] is a mode of analysis, a method appriogach
life and politics, a way of asking questions andreking
for answers, rather than a set of political coriolus about
the oppression of women. (Nancy Hartsock qtd. itniéo
and Bartkowski 8)

[Feminism] is a theory that calls for women’s attaent of

social, economic, and political rights and oppoittas
equal to those possessed by men. Feminism is atsudel
for a social state — an ideal, or a desired stahddr
perfection not yet attained in the world. (Rebeteavin
gtd. in Kolmar and Bartkowski 9)

Clearly, feminism has always been one of the havdeffine terms because of the
diversity of voices within the movement itself. Rbis reason, it is possible to find
various definitions of the term like those givertla beginning made by those who
have different opinions about the meaning of itdifferent sources. IrLiterary
Criticism: an Introduction to Theory and CriticisrBressler talks of feminism as
“advocating equal rights for all women (indeed, pdloples) in all areas of life:
socially, politically, professionally, personallygconomically, aesthetically and
psychologically (167) whereas Freedmaf-@minismpoints out that:

(...) any attempt to provide a baseline definition af

common basis of all feminisms may start with theeatson

that feminisms concern themselves with women'srimfe

position in society and with discrimination encaened by

women because of their sex. Furthermore, one cangde

that all feminists call for changes in the socedpnomic,

political or cultural order to reduce and eventyall
overcome this discrimination against women. (1)

Taking these various ideas about the movementadotount, in its broadest sense,
feminism may be defined as a doctrine which adwescatjual rights for women, and

any activity working towards this objective is geally called ‘feminist’. In other



words, the term ‘feminism’ applies to any set oinpiples, any movement, any

doctrine or any activity which aims at advocatiog& rights for women.

The movement is divided into three phases in teahsts development
throughout history. The first phase, which spawsnfithe nineteenth century to the
mid-twentieth century, is called the first wave. Buatich earlier an awareness of
women of their oppression and second-class positiay be said to have been
created at the end of the eighteenth century.ighgériod there were many writings
about women'’s issues, most of which were intended¢dnsciousness raising. Mary
Wollstonecraft'sA Vindication of the Rights of Wom¢h792) is the first major
work, in which an awareness of women'’s strugglesfpsal rights is reflected.

Women are, in common with men, rendered weak and
luxurious by the relaxing pleasures which wealtbcpres;

but added to this they are made slaves to thegsoper and
must render them alluring that men may lend them hi
reason to guide their tottering steps aright (... Taws
respecting women, which | mean to discuss in aréupart,
make an absurd unit of a man and his wife; and, thgthe
easy transition of only considering him as respuasishe

is reduced to a mere cipher. (qtd. in Kolmar andk®avski
67)

Mary Wollstonecraft, who was influenced by the FterRevolution and believed
that women should also have an active role in puli&, argued that women should
question who they are and what role they will pliay society, denying the
assumption of the patriarchal system that womemn iaferior to men. Thus,
Wollstonecraft paved the way to the beginning of Hist-Wave feminism which

spanned a period from the nineteenth century tonikdetwentieth century.

The American feminist Elizabeth Cady StantorDatlaration of Sentiments
which was issued in New York in 1848, reflected imideas with Mary
Wollstonecraft. She tried to extend the idea thatrights of men are universal, that

is to say, they are valid at all times and platesclude women.

We hold these truths to be self-evident: that atinnand
women are created equal; that they are endowedhdiy t
Creator with certain inalienable rights; that amdingse are
life, liberty, and the pursuit of happiness; thatdecure
these rights governments are instituted, derivimgrtjust
powers from the consent of the governed. (qtd. amér
and Bartkowski 71)



The rephrasing of Wollstonecraft's ideas in thisldeation reminds how at the time
women were excluded from political life and it steowhe suffrage movement's
demand not only for suffrage but also for accessniployment, higher education
and the right to own property that were considemedessary for the pursuit of
happiness.

In Enfranchisement of Wom¢h851), Harriet Taylor, talks about the rights of
women as well. She claims that there is an ‘orgahagitation’ on a new question in
America and this question is enfranchisement of @mntheir admission to equality
in all rights, political, civil and social with thenale citizens by means of legal
arrangements. She says that the subjection of wdmdnbeen a custom because
women who “were physically weaker should have beade legally inferior is quite
comfortable to the mode in which the world is gongt. Until very lately, the rule of
physical strength was the general rule of humamiraff (qtd. in Kolmar and
Bartkowski 76). She claims that women are excluftedch political life and she
rejects the roles that are considered to be prigpevomen.

Thus, many persons think they have sufficientlytifiesl

the restrictions on women'’s field of action whepythave
said the pursuits from which women are excluded are
unfemining and thatthe proper spheref women is not

politics or publicity, but private and domesticelif(qtd. in
Kolmar and Bartkowski 76)

The arguments of Wollstonecraft and Taylor wemthier developed by John
Stuart Mill in his Subjection of Womer{1870). He asserts “all the selfish
propensities, the self-worship, the unjust selfignence, which exist among
mankind, have their source and root in, and drngartprincipal nourishment from
the present constitution of the relation between nmand women”
(http://www.constitution.org/jsm/women.htm, 02/060®, 22:00). Associating all
the selfishness and chauvinism among mankind wigh durrent situation of the
relationship between men and women, he claimsth@amajor obstacle for women
is the law of servitude in marriage:

The law of servitude is a monstrous contradictimmlt the
principles of the modern world, and to all the exgrece
through which those principles have been slowly and
painfully worked out. It is the sole case now neglavery

has been abolished, in which a human being in the
plentitude of every faculty is delivered up to ttender



mercies of another, in the hope forsooth that dfier will
use the power solely for the good of the persofjestid to

it. Marriage is the only actual bondage known to lawv.
There remain no legal slaves, except the mistrésvery
house. (http://www.constitution.org/jsm/women.htm
02/06/2009, 22:00)

Another essential document was Virginia WoolRsRoom of One’'s Own
(1929). In her work, Woolf enlarges Wollstonecrafideas. She proclaims that men
keep on treating women as inferior and they defvhat is to be female and decide
who control the social structure. Woolf, in this Woalso presumes the existence of
Shakespeare’s sister who is as talented as Shakedmenself. This imaginary sister
is not able to use her artistic talent due to hek lof education or employment. She
cannotsucceed because her gender prevents her from havingm of her own’, a
symbolic world representing privacy and independesite needs to isolate herself
from the world and the constraints of the patriatckociety. Woolf, in this work,
states that women should reject these constraimdstlze patriarchal construct of

femaleness and should define their own identitytliemselves

The second phase, which is called the Second Wbegins with the
publishing of Betty Friedan’$he Feminine Mystique 1963 and it ends in the late
1990s. This period witnessed an enormous increagée feminist writings and
debates since miscellaneous voices began to in¢etlp@ir own ideals with feminism
and each of them evaluated the feminist movemera different way. As Mark
Fortier states in hi¥heory/Theatre: an introductioriThe point is often made that,
just as there is no universal woman but only wontleere is not one feminism but
feminisms” (71). Among these different feminist wgoints, there are three major
voices: the liberal, the socialist and the radicaayle Austin, in herFeminist
Theories for Dramatic Criticismtries to define these three viewpoints referring
several theorists such as Sue-Ellen Case and dlidnD Austin, in her book, gives
Dolan’s description of liberal feminism that: “liteé feminism developed from
liberal humanism, stressing women’s parity with fesssed on universal values” (5)
and makes his own summary of the qualities of &beiewpoint as follows: first of
all, it minimizes differences between men and wonsecondly, it works for success
within the system demands not revolution but refoamd finally argues that the
individual is more important than the group. Muaterialist Feminismsaritten in

collaboration by Donna Landry and Gerald MacLe#erhl feminism is described



similarly as: “a branch describing the view that vemis oppression will end once
women have achieved legal equality and equal oppibyt with men through their
own efforts” (2). Based on these descriptions,aih be said that liberal feminism
primarily focuses on the individual freedom. Accoglito the liberal viewpoint, the
female should have an awarenas®ut her potential and try hard to cope with the
problems she has in the patriarchal society. Mamel Wandor inCarry On,
Understudies: Theatre and Sexual Politipspvides a useful definition of the term
although she touches upon the term using a differantebourgeois feminisnor
emancipationism:

It often takes the apparently liberal line of ‘memd women

are different, but can be equal’, but in practicis usually

means that the real basis of power relations betvibe

sexes (personal and political) is concealed. Bamisge

feminism accepts the world as it is, and sees thénm

challenge for women as simply a matter of ‘equalimy

with men, in other words, what men already do Bnsas

the norm... Unlike radical feminism, it does not dbage

many of the aspects of femininity with which womaire

lumbered. The reverse. It asserts that womengif tkally

want to, and try hard enough, can make it to thpe &nd

they have added strength because they can use their

feminine wiles to twist men round their little fiegs on the
way there. (135)

Two major characteristics can be concluded fromath@ve-given quotation. First of
all liberal feminism accepts that women and men arereifit, in other words, it
accepts the current system. Since much liberalrfsmi is based on a universalist
understanding of the individual derived from theigimlenment thought that rejects
many foundational assumptions that dominated eaHhmories of government, such
as the divine rights of the kings, hereditary statusl established religion, and is
based on the assumption of equal worth of indiMglud rather minimizes the
differences between sexes. The main problem for evoms to possess the same
opportunities with men and achieve parity with thérherefore, liberal feminism
encourages women to take responsibility for poWwenmphasizes the requirement of
women for taking charge of fields normally consateto be in men’s possession.
The liberal viewpoint defines the female as a rasfme entity who determines her
own life and development. In this sense, besidesdh@non characteristics that can
be found in every branch of feminisms, the princigaalities of liberal feminism

that make it different can be listed as followsstly, it accepts the current system,



therefore it is not revolutionary, and for that gem, it is not interested in class
analysis and it demands a reformation rather thelmaage in the social structure of
society; secondly, it insists on the significandemomen taking responsibility for
gaining power. Thus, women’'s own efforts are thesideof their success in

patriarchal society.

Friedan, inan excerpt fromlThe Feminine Mystiquewhich is titled “The
Problem That Has No Name”, defines women's unha&gsgirduring the 1950s and
criticizes the idea that women can only be assediavith childrearing and

housework. She says:

Millions of women lived their lives in the image tfose
pretty pictures of the American suburban housewife,
kissing their husbands good-bye in front of thetyie
window, depositing their station wagons full of Idhén at
school and smiling as they ran the new electricenaver
the spotless kitchen floor (...) Their only dream vase
perfect wives and mothers; their highest ambitiorhave
five children and a beautiful house, their onlyhtigo get
and keep their husbands. They had no thought fer th
unfeminine problems of the world outside the hothey
wanted the men to make the major decisions. Thesegl

in their role as women, and wrote proudly on thaescs
blank: ‘Occupation: housewife™. (qtd. in Kolmar @n
Bartkowski 199)

Friedan argues that women are trapped by a bsistém that necessitates them to
find identity and meaning in life by means of thkiursbands and children and she

continues:

If I am right, the problem that has no name stgrin the
minds of so many American women today is not a enatt
loss of femininity or too much education, or thendads of
domesticity. It is far more important than anyone
recognizes. It is the key to these other new amd ol
problems which have been torturing women and their
husbands and children, and puzzling their doctard a
educators for years. It may well be the key tofature as a
nation and a culture. We can no longer ignore tuéite
within women that says: ‘I want something more timay
husband and my children and my home’. (203)

Friedan’s call for American women'’s liberation atieir participation in domains
which are generally considered to be under menfgrabled to the formation of
many local, state, and federal, governmental waosngroups such as the National
Organization for Women, as well as many independeomen's liberation

organizations. The Second Wave grew with sevegall lsuccesses such as an Equal



Pay Act in 1963, Women's Educational Equity Act 1872 and Pregnancy
Discrimination Act in 1978 in United States andAgrortion Act in 1969, a Divorce
Reform Act in 1969, and an Equal Pay Act in 197@iittain.

Betty Friedan’s views in heffhe Feminine Mystiguewhich were also
reflected in The 1966 Statement of Purpose of thgoNal Organization for Women
(NOW), can be regarded as providing an examplehef ltberal viewpoint. The
National Organization for Women was founded by B&ttiedan in 1966 and in its
statement it declared that women must be free teeldp their fullest human
potential and that they could do so only by acecepto the full the challenges and
responsibilities they share with all other peoplesbciety. It is stated that the
organization is:

(...) dedicated to the proposition that women, fiastd
foremost, are humanbeings, who, like all other peeop
our society, must have the chance to develop fodast
human potential. We believe that women can achsenxd
equality only by accepting to the full the challesgand
responsibilities they share with all other peopte aur
society, as part of the decision-making mainstreaim

American political, economic and social life. (qgtth
Kolmar and Bartkowski 211-212)

Speaking out in favor of women'’s rights and dealgrihat women are equal to all
other people in society, the statement minimizedifferences between sexes. It is
claimed that women, like men, have the right andacdy to participate in the
mainstream of American society. The statement enttsa call for women to take
action for their rights:

WE BELIEVE THAT women will do most to create a new

image of women by acting now, and by speaking aut i

behalf of their own equality, freedom and humamiig—

not in pleas for special privilege, nor in enmibyvard men,

who are also victims of the current, half-equabigtween

the sexes — but in an active, self-respecting peship with

men. By so doing, women will develop confidencehair

own ability to determine actively, in partnershighvmen,

the conditions of their life, their choices, théiture and
their society. (gqtd. in Kolmar and Bartkowski 213)

The individual efforts of women and the partnershigh men rather than hostility
toward them in women’s struggle to achieve equalitg freedom are emphasized.
For the organization, it is women’s responsibitiydetermine their choices and their

future.



Socialist feminism, on the other hand, combinearXiét theory with
feminism. It includes elements from the form ofsslaanalysis developed by Karl
Marx and from feminism. Austin, in héeminist Theories for Dramatic Criticism,
refers to Jill Dolan’s description of socialist femsm, which Dolan calls materialist
feminism, as “deconstructing the mythic subject Vdonto look at women as a class
oppressed by material conditions and social reiatig5). She also summarizes the
socialist viewpoint as a theory minimizing the bigical differences between men
and women, stressing material conditions of pradactuch as class and gender and
giving greater importance to group (6). Donna Lgnaind Gerald MacLean define
socialist feminism as a branch which claims thatléss the economic inequalities
and class oppressions of capitalist society areifsgaly addressed, even radical
feminist alternatives will end up repeating ther}. (In socialist feminism, men are
challenged due to both their class power and tpender power in that the male in
patriarchal societies is regarded as superior te témale. In Carry On,
Understudies: Theatre and Sexual Politidgéandor further clarifies:

It aims to analyze and understand the way in wpiaWer
relations based on class interact with power @hatibased
on gender-again, at both the individual and theasdevel.
Socialist feminism recognizes that there are tinaesl
issues over which solidarity between women caracubss
class or cultural barriers, but it also recognizise
importance of struggles based on class, which sacés
involve men, and that women can have important
differences among themselves, based on classetiffer..
Socialist feminism, on the other hand, proposesngbs
both in the position of women as women, and ingbeer

relations of the very basis of society itself —iitglustrial
production, and its political relations. (137)

Therefore, it can be claimed that the purpose obstcfeminism is to examine the
interaction between power relations based on cask power relations based on
gender. It includes a demand for change not onlyénposition of women in terms
of gender biases but also in the basis of societieims of class, production and
political relations. Thus, like radical feminismgcgalist feminism can be regarded as
revolutionary. Karl Marx’s class analysis is apgliéo feminism and men are

challenged owing to both their class power and tipender power.



Barbara Ehrenreich in héihat is Socialist FeminismBefines socialist
feminism in a similar way and she examines socralend Marxism separately,
initially underlining an important common charactéc of them:

They are critical ways of looking at the world. Batip
away popular mythology and “common sense” wisdoih an
force us to look at experience in a new way. Batbksto
understand the world — not in terms of static bedan
symmetries, etc. (as in conventional social scigrdeut in
terms of antagonisms. They lead to conclusions hhie
jarring and disturbing at the same time that theg a
liberating. There is no way to have a Marxist omifest
outlook and remain a spectator. To understand ¢héty
laid bare by these analyses is to move into actachange
it.

(http://www.marxists.org/subject/women/authors/eneé
h-barbara/socialist-feminism.htm, 08 June, 200 &P

Marxism and feminism, both being critical ways obking at life, have a tendency
to understand the world in terms of conflicts. Manx, for Ehrenreich, deals with the
class dynamics of capitalist society. Capitalististies are based on systemic
inequality. Marxism considers this inequality tesarfrom processes peculiar to the
capitalist economic system. In this system, a niipasf people possess all the
resources which everyone else depends on to lihesd who depend on these
resources should work under conditions set by abgtis, for wages the capitalists
pay. Because the capitalists earn by paying leas the value of what workers
actually produce and the capitalist system owegxistence to the exploitation of
working class, the relationship between these thasses is almost always a kind of
antagonism. By the same token, feminism underlmegher inequality. All societies
are characterized by some degree of inequality dmtwthe sexes. Throughout
history, human societies have been marked by swvibsee of women to male
authority, the objectification of women as a forfrpmoperty and a sexual division of
labor in which women are restricted to childrearamgl personal services for men.
Ehrenreich, then, suggests that it is possibledth i Marxism and feminism and
call the result ‘socialist feminism’ and this woudé the best approach to women’s

problems.

Heidi Hartmann, for her part, talks about simigabjects and criticizes the
radical viewpoint in a similar manner in hEne Unhappy Marriage of Marxism and

Feminism: Towards a More Progressive Uniodartmann draws an analogy
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between the marriage of Marxism and feminism andntlaeriage of husband and
wife in English common law, that is, “Marxism anehfinism are the one and that
one is Marxism” instead “Husband and wife are the and that one is husband”
(gtd. in Kolmar and Bartkowski 356), meaning thathbwife and feminism has no
function in that “one”. Hartmann argues that Mandsalysis provides essential
examination of laws of historical development amaise of capital, but the categories
of Marxism are sex-blind. Nevertheless, feminisalgsis is by itself inadequate in
that it has been blind to history and insufficignthaterialist. Thus, the best way to
address women’s problems is to have a socialistoagph which includes both the

struggle against patriarchy and the struggle agaajstalism.

In Feminist Theories for Dramatic CriticismAustin refers to radical
feminism, to what Jill Dolan describes as the fdimt “bases its analysis in a
reification of sexual difference based on absoygeder categories” (5). For Austin,
radical feminism stresses the superiority of fensdtebutes and difference between
male and female modes, it favors separate femalersg and the individual is more
important than the group. Donna Landry and GeradtiMan, in their collaborative
work, Materialist Feminismsglescribe radical feminism as an approach “argthag
the key to women’s oppression is men’s power ovanen, a power so embedded in
all existing social structures that it cannot be rogme without a general
transformation of the society” (2). The manifestdRedstockings which was a short-
lived radical feminist organization can be regardsdan illustrative document for
radical feminism. The organization was founded i69%nd its name is a
combination of the word ‘bluestockings’ used in #ighteenth and the nineteenth
centuries for educated women with ‘red’ for the grauradical and socialist roots.
The organization sets out its objective as buildanginity between women and
achieving liberation from male supremacy. In thel saanifesto, it is declared that
women are an oppressed class. For the organizat@nen’s oppression is total and
it affects every facet of women'’s lives. They axpleited as sex objects, breeders,
domestic servants and cheap labor. Women’s humanitgnied and the agents of
all these suffering is primarily men:

We identify the agents of our oppression as menleMa

supremacy is the oldest, most basic form of dorranatll
other forms of exploitation and oppression (racism,
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capitalism, imperialism, etc.) are extensions oflema
supremacy (...) All power structures throughout higto
have been male-dominated and male-oriented. Mew hav
controlled all political, economic, and culturaksiitutions
and backed up this control with physical force. yhave
used their power to keep women in an inferior pasitAll

men receive economic, sexual, and psychological benefi
from male supremacyAll men have oppressed women.
(gtd. in Kolmar and Bartkowski 221)

The chief task of the organization, then, is statedaise female consciousness
through sharing experience and publicly exposing #exist foundation of all
institutions. Within this context, it would not berong to suggest that radical
feminism claims that the root of women’s oppressomen’s power over women
and this oppression predates capitalism, therefiores the most basic kind of
oppression in society. Secondly, men’s power ovemen is so firmly set in all
social structures that it cannot be overcome urdesgety has undergone a general
transformation. Thus, radical feminists think thiée root cause of women's
oppression is not legal systems as the liberalrfestsi claim or class conflict as the
socialist feminists claim but patriarchal gendelatiens. For this reason, radical
feminists believe that the way to deal with patigrand oppression of all kinds is to
attack the underlying causes of these problems addiess the fundamental
components of society that support them such amlssgstems and institutions
which are used as means to maintain male powerordow to radical feminists
there are different kinds of oppression of women thely are not limited to race,

class, perceived attractiveness, sexuality ortgbili

Kate Millett is an influential writer who was activduring 1960s. Kate
Millett’'s Sexual Politic5(1969) gave way to a new kind of feminism. She wes
one who challenged the concept of gender, the Ismtess determined by patriarchal
society for the first time. Heidi Hartmann, in thile Second Wauefers to Kate
Millett’s definition of patriarchy:

Our society... is a patriarchy. The fact is evidanonce if
one recalls that the military, industry, technolpgy
universities, science, political offices, finances short,

every avenue of power within the society, includiting
coercive force of the police, is entirely in malnhds. (101)

As Kate Millett describes, according to feminisobdlght, the sources of power
existing in the society including military, industl; educational, scientific, financial,
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industrial and political fields are dominated amshitolled by men. As every means
of power belongs to men, every order and systesoamety is constructed in such a
way as to support male domination. Millett clairhatta female is born but a woman
is created by the society. She means that one’sssdrtermined at birth but her
gender, the qualities that are peculiar to the odasx or the feminine are social
elements created by cultural values. Women andnespect these roles consciously
or unconsciously. Millett calls this act of complgi with these rules determined by
society as sexual politics. In Western societiég, thinks, political power is in the
hands of men and it forces the subordination of m@nWomen, according to her,
should put an end to male dominance in their calmd by this way they would

manage to establish their own conventions as difiyehemselves.

Anne Koedt'sThe Myth of the Vaginal Orgasnm which sex and sexuality
were discussed, can be considered to be one ohdtable examples of radical
feminism. Koedt presents a paradoxical situatiowhich women accept a definition
of their sexuality imposed by men, or particularly Sigmund Freud. Koedt
challenges the myths of the frigidity and the iidaty of female sex. She criticizes
Freud’s theory for “Freud did not base his thegopmua study of women’s anatomy,
but rather upon his assumptions of women as amianfappendage to men, and her
consequent social and psychological role” (qtdkeetley and Pettegrew 228). For
her, the ban on clitoral orgasm and the focus @rodctive function through
penetration, that is to say, these kinds of sugprasare based on the patriarchal
system. As a radical feminist, Koedt sees sexuatgourse as a political institution
which has the power to maintain the survival of $pecies. While this institution is
threatened by women’s demand for sexual freedompé#tearchy supports it by
means of the myth of the vaginal orgasm. Such atitutien ignores women'’s
eroticism and the idea that the real erogenous fmm&omen is not the vagina but
the clitoris. Koedt asserts that Freud’s theoryemhinine sexuality is therefore the
denial of feminine sexuality in the same way asthe historical practices of

clitoridectomy.

Another radical feminist Andrienne Rich, in @ompulsary Heterosexuality
and Lesbian Existencargued that heterosexuality is not a naturalntaigon for
women, on the contrary, it is systematically foraad them by a wide range of
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practices that make women sexually submissive ammdssgible to men. It also
conceals and declares lesbianism punishable. $rattices that enforce men’s
sexual access to women constitute the core of wanogpression. Rich argues for
the essential place of mother and daughter rekstipnon her ‘lesbian continuum’
and asserts that “All women exist on a lesbianioanoim — from the infant suckling

at her mother’s breasts, to the grown women expeing orgasmic sensations while
suckling her own child, perhaps recalling her mogheilk smell in her own” (qgtd.

in Kolmar and Bartkowski 350). Rich uses the tekesbian continuum’ to include a
wide range of women-identified experience, not jostefer to the fact that a woman
has had or consciously desired genital sexual expmr with another women.
Rather, by using this term, she expands the teremitorace more forms of intensity
between women including the sharing of a rich inifer the bonding against male
oppression, the giving and receiving of practigad @olitical support. In that sense,
she considers the relationship between mother andtder to exist on the lesbian

continuum.

As a socialist feminist, Ehrenreich criticizes tredical feminism for its
generalizations about women'’s problerSke argues that radical feminism remains
absorbed in the universality of male supremacyhéidea that all social systems are
patriarchies; imperialism, militarism, and capgaili are all simply expressions of

innate male aggressiveness.

The problem with this, from a socialist femingtint of
view, is not only that it leaves out men (and tlsgibility
of reconciliation with them on a truly human andlégrian
basis) but that it leaves out an awful lot aboumea. For
example, to discount a socialist country such aisaChs a
“patriarchy” — as | have heard radical feminists-d@s to
ignore the real struggles and achievements of andliof
women. Socialist feminists, while agreeing thatrehés
something timeless and universal about women’s
oppression, have insisted that it takes differemmg in
different settings, and that the differences arevivél
importance.There is a difference between a society in
which sexism is expressed in the form of femalarititide
and a society in which sexism takes the form ofquaé
representation on the Central Committee. And the
difference is worth dying for.
(http://lwww.marxists.org/subject/women/authors/eheen
h-barbara/socialist-feminism.hfr@7 June, 2009, 12:30)
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Ehrenreich accepts the fact that there may be $ongetiniversal and timeless in
terms of women’s oppression but she, at the same triticizes the radical view on
the grounds that it is a theory which excludes et therefore it has developed on
a non-egalitarian basis. For her, radical viewp@ninadequate because women’s
problems take different forms in different times ataces. Hartmann also criticizes
radical feminism on the grounds that it has a Baiapproach to history and it has
ignored the class distinctions. She says: “Womaeah&content, radical feminists
argued, is not the neurotic lament of the maladpisbut a response to a social
structure in which women are systematically donadaexploited, and oppressed”
(http://www.marxists.org/subject/women/authors/@negch-barbara/socialist-feminism.htm,
07 June, 2009, 12:30)and she further adds that “The use of historyrégical
feminists is typically limited to providing exampl®f the existence of patriarchy in
all times and places” (http://www.marxists.org/sdtjwomen/authors/ehrenreich-
barbara/socialist-feminism.htm, 07 June, 2009, 1)2:30

The third phase of feminism which is called thedwave begins with 1990s
and extends to the present. The third wave femirgstually arose as a response to
perceived possible failures and backlash againsatives and movements created
by the Second-Wave feminism. lp against Foucault: Explorations of Some
Tensions between Foucault and FeminisynCaroline Ramazanoglu, the backlash

against feminism that emerged in 1990s is described:
In the early 1990s, there is considerable pessinsibout
feminism. The causes of this are legion and theghmi
include: the backlash against it, particularly fréime mass
media; the power of the now not-so-new right; the
dominance of conservative governments in Britalm t

United States, Canada and other western countries;
economic recession; and so on. (164)

The basic motto behind this backlash was the argurtteat the Second-Wave
feminism has been a predominantly white, middlsslahenomenon that failed to
speak to the experiences of women of color, thekingr class, and other
marginalized individuals, has gradually emergedcokding to this argument, the
feminist ideal of the Second-Wave feminism is tfemeinadequate in that it fails to
appeal to the problems of all facets of the sociegyer on, the term ‘post-feminism’
began to be used for a wide range of approachesgenhafter this period including

critical approaches to the Second-Wave Feminisnfreiminism in Popular Culture
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by Joanne Hollows and Rachel Moseley, the developnoé post-feminism is
recounted. According to the survey given in thislhahe earliest use of the term
was in Susan Bolotin's 1982 articMoices of the Post-Feminist Generation,
published in New York Times Magazine. This artiglas based on a number of
interviews with women who largely agreed with trealg of feminism, but did not
identify themselves as feminists. Several feministeh as Katha Pollitt or Nadine
Strossen, consider feminism to hold simply thatiiveo are people”. These writers
considered that views, which separate the sexhsrrétan uniting them, are sexist
rather than feminist. Christina Hoff Sommers, inm beok, Who Stole Feminism?
How Women Have Betrayed Womé094), argues that majority of modern
academic feminist theory and the feminist movementfemale-centered and
misandrist. She calls this "gender feminism" amappses "Equity feminism" instead
which is an ideology that is intended for full ¢iend legal equality. She claims that
while the feminists whom she designates as genelminfsts portray women as
victims, equity feminism provides an alternativenfioof feminism. Susan Faludi in
her bookBacklash: The Undeclared War Against American Wqrtadks about the
backlash against feminism and argues that a bdcldgainst the Second-Wave
feminism in the 1980s has successfully re-defiredifism through its terms. She
claims that it constructed the women's liberatiamvement as the source of many of
the problems alleged to oppress women in the 1a804.%5he also argues that many
of these problems are illusory, constructed byrtezlia without reliable evidence.
According to her, this type of backlash is a hisw@rtrend, which recurred when it
appears that women have made substantial gainkein éfforts to obtain equal

rights.

The diversity of voices which revealed itself painty during The Second
Wave had its implications on drama too. As the mssitable genre for the
discussion of the debates within the feminist mosemitself, feminist drama
developed in parallel with the women’s movement gknre was suitable because it
could reflect conflicts more clearly through dialeg It also could reach masses
easily and this would allow the consciousnessirgisictivities to be more effective
as well. The examples of first wave drama in Englean be found in the plays on

women written for the groups of suffragette theatieh as the Actress’s Franchise



16

League supported by the suffragette movement thatmainly an effort of women
to gain the right to vote. These were plays whigneamvritten and performed to raise
awareness. Katharine Cockin recounts the developmiesuffrage drama in her

Women'’s Suffrage Drames follows:

Many women, including actresses active in the wdmen
suffrage movement in Britain, wrote plays and shescas
an integral part of their political campaigns, esaky
between 1908 and 1914. They did not necessarilgrdeg
themselves as writers, but moved to write for fh&t fime
because the vote promised to change women'’s live&ys
that went far beyond their participation in partglifics.
Enfranchisement, they believed, would represent a
fundamental transformation of women’s lives. It thds
conviction  which  inspired  specifically  feminist
interventions in the arts and the theatre, asntisfrom the
more generalized lobbying for democratic change.ckih
128)

Many women writers who wrote plays in this pericagliéved that enfranchisement
would provide women with more than their participat in politics and these
writers’ aim “was a conscious attempt to constautt'authentic’ woman’s drama”
(Stowell 1). Elizabeth Robin’&/otes for Womer{1907) and Cicely Hamilton’s
Diana of Dobson’g1908), which deals with the same themes as haya4arriage
as a Trade(1909), can be regarded as examples of drama dedpby the
suffragette movement. Elizabeth Robins, who wasetress, playwright, novelist
and suffragist, recounts her conversion to theragd movement in heflhe

Feministe Movement in England

I AM one of those who, until comparatively recentlyas

an ignorant opponent of Woman Suffrage (...) | was no
alone in my error. It turns out that not only haven a
great deal still to learn about women, but that warhave

a great deal to learn about themselves. | have been
prosecuting my education in this direction almosilyd
since a certain memorable afternoon in Trafalgana®e
when | first heard women talking politics in publicwent
out of shamefaced curiosity, my head full of masaul
criticism as to woman's limitations, her well-known
inability to stick to the point, her poverty in liegand in
humour, and the impossibility, in any case, of beping
with the mob (...) | had found in my own heart hitieeno
firm assurance that these charges were not anchrofadt.
But on that Sunday afternoon, in front of Nelson's
Monument, a new chapter was begun for me in thgoles
of faith in the capacities of women.
(http://www.jsu.edu/depart/english/robins/waysta/@2fe
m.htm 14/06/2009, 23:11)
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Her playVotes for Womeimcludes a recreation of the above-mentioned Tgafa
Square suffrage rally and she writes about thecasmé sex antagonism which had
brought about women’s resentment about being digedifiised (Kelly 109). Cicely
Hamilton, who was an actress, suffragist, writeid purnalist, wrote for suffrage as
well. For Hamilton writing and political activity ere interconnected and
inseparable. The transition from street demonsimatiand the visual arts to drama
was straightforward and the movement from one taother would demonstrate the
diversity of women’s talents and would pave the vy women to the role of
intellect (Cockin 129). Cicely Hamilton in hédarriage as a Tradeargues that
"woman, as we know her to-day, is largely a martufad product” (Hamilton 202)
and they have been allowed a single reputable “tnaglgiage”. As a consequence,
all her education is intended to teach them obigim husband. Hebiana of
Dobson’salso deals with “these same trade aspects of mgatr{&towell 3).

After the development of suffrage drama, the alowlitof censorship in
Britain by the Act of Parliament in 1968 can beamtpd as a landmark and as the
second step in terms of the development of femdrisina in Britain because it gave
the feminist playwrights of the time the opportyrnivd deal with subjects that were
formerly regarded as taboo. Colin Chambers, irPhagywrights’ Progressdescribes
the influences of this significant action in theldaing words:

Around 1968 a moral and political curtain droppacthe
theatre, with the alternative movement on one daking
off its own energies and motivated by a common lmtpo
of being separate from and rejecting all that layttee other
side... It was now the era of instant theatre, on igaye,
created by anyone, in any style, performed anywhéare
radical, flamboyant, egalitarian edge to the woeknpeated
the whole process: workshops and collectives reglac
traditionally atomized ways of working; old hierares and
divisions were broken down. Censorship in the shafpe

Lord Chamberlain’s office was abolished in 1968 awud
subject was taboo. (17)

The period after 1968 was a prolific era in whiety laywright could reflect any
subject in any style. It was the time of alternatiheatres that advocated equal
rights. These alternative groups led to the emegeri playwrights such as Caryl
Churchill, Pam Gems, Sarah Daniels, along withéhgko continued to write in that
period such as David Edgar, Trevor Griffiths andviDaHare and regional theatres

became stronger. In this respect, it can be saidttte stage gradually turned out to
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be a political arena through which any play coetfliect its own ideal independently.
This prolific period also allowed women writersdeal especially with female topics
and women’s problems in a patriarchal society arehewith taboo topics such as
pornography and child abuse in their own style. WiMitthis context, almost all
different feminist approaches were able to exptbsmselves on stage. Most of
these contemporary woman playwrights received stevsi support from smaller,

alternative theatres, and women’s companies.

Actually, the development of feminist theatre int&n in the late 1960s was
based on three factors: women’s movement, leftisvement resulting from the
political and the social upheavals of the period e rise of the fringe theatre. This
was a turbulent period (1968-1969) in Europe, iitadr, as well as in the United
States where there was an abundance in academiereoods, university
conferences and street protests voicing problemsgeecnimg cultural and sexual
politics. The rise of the feminist movement in tperiod paved the way for the first
gender-based political demonstrations since thizagdtte movement. For instance,
demonstrations against Miss World and Miss Ame@oatests were staged between
1969 and 1971 and these demonstrations includeditigue of long-accepted
stereotypes of women as sex objects by rejectingp $aoms of representation
(Wandor 37). Women participating in these demotistta discovered the
effectiveness of giving their messages by meangutflic performance on the
grounds that it reached more people than the mstlsmagth as isolated group
discussions or newspaper distribution which they pieviously used. In this sense,
such demonstrations can be regarded as the #ststa transition from early female
consciousness-raising to professional feministttbedhe next step in this progress
can be considered to be the development of thegd'itheatre. The emergence of
fringe theatre companies allowed separate groupfngewith women'’s issues to
develop. For instance, fringe companies such asLRdder, Portable Theatre, The
Pip Simmons Group, and The Warehouse Company wéteential in terms of the
development of The Women’s Street Theatre Group Modstrous Regiment. In
Britain, playwrights including Sarah Daniels, Anellitoe, Jane Arden, Doris
Lessing and a second generation of feminist playhtsi such as Caryl Churchill,
Pam Gems, and Louise Page worked with these gi@msdman 25). Among these
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playwrights, the diversity of voices reflected imetplays of Sarah Daniels, Pam

Gems and Caryl Churchill will be the major concefthis thesis.

In analyzing a feminist text, the most dangeraikife would be to say that
one writer has only one particular idea or sheftes to reflect merely one feminist
approach as it would be without doubt wrong to pidgperson in accordance with
only one of his/her characteristics forming his/personality in actual life. People
can behave differently in different environmentgnditions and psychologies.
Likewise, to look into a feminist literary work arsady that the author has adopted
one feminist ideal on the grounds that there amamaber of qualities peculiar to one
strand of feminisms would be wrong to the same réxés the above mentioned
judgment. One author may have been influenced ey shcial, economic and
political developments of her time, however to tirher viewpoint to merely one
kind of feminism would mean to have a limited agmio in analyzing her text, in
that it can be easily observed that the said adthsrdifferent tendencies concerning
different topics. It would also be wrong to saytthaingle play reflects the whole of

a writer’'s view of the world.

In that sense, this thesis is not an attempt t@m@xe the works of the
playwrights under discussion and to make a judgno@ntheir world view basing
their works on a political label but to show whitgminist voices appear in their
plays. The primary purpose of this thesis is theeeto explore in which ways Pam
Gems, Caryl Churchill and Sarah Daniels explainrtiie of women in the society
and their solutions to women'’s problems in theaygl in other words, to find out
which feminist voices are to be seerDusa, Fish, Stas and éndLoving Women
by Pam Gems, ivinegar Tomand Top Girlsby Caryl Churchill and irRipen Our
Darknessand Beside Herselby Sarah Daniels rather than labeling the plays and

limiting them to simply one standpoint.

In the first chapter, Pam Gem®wisa, Fish, Stas and \@ndLoving Women
will be studied in a way as to illustrate and prokat a diversity of feminist voices
are reflected in both plays. It will also be menédrthat the matters of debate in the
period in which plays were written are reflectedtle plays. The plays will be

examined through compare and contrast method.
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In the second chapter, the major concern will beyldahurchill’s two plays
Top Girls and Vinegar Tomand this chapter will include an examination oé th
mentioned plays so as to prove that various femwugces are reflected. While
comparing and contrasting these plays, common teslwith other types of

feminisms will be mentioned.

In the third chapter, Sarah Daniels’'s two pl&tpen Our Darknessand
Beside HerselWwill be analyzed in detail by means of comparing aontrasting the
said plays in order to illustrate the main ideathimi the plays and after referring to
the common qualities that allow the reader to réghese works as feminist plays a
conclusion will be reached that Daniels’s playsl dgth various subjects of debate

and exemplify the contradicting nature of femimsivement itself.

Finally, in the conclusion part, in the light dfet findings designated in the
main body of the thesis, it will be claimed tha filays of Sarah Daniels, Pam Gems
and Caryl Churchill constitute examples for the tiplitity of voices observed
within the feminist movement during the Second-Wakeg that is to say, a range of
feminist voices rather than only one standpointcertain issues about women is
observed in Pam Gemd&usa, Fish, Stas and ndLoving Womenin Churchill’s
two playsVinegar Tomand Top Girlsand finally in Sarah Daniels’s two plaigspen

Our DarknessandBeside Herself.
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CHAPTER |
FEMINIST VOICES
IN

DUSA, FISH, STAS AND VIAND LOVING WOMEN

| think the phrase ‘feminist playwright’ is absadiy
meaningless because it implies polemic, and polemic
about changing things in a direct political way.abm is
subversive. (Gemgtd. in Goodman 15)

As opposed to Sarah Daniels, whose plays are exammthe last chapter, Gems
distances herself from feminism, stating that #grentimplies polemic, even though
she was involved in the development of feministthes particularly with her plays
produced by the Almost Free Theatre and Women’saffe€Company. According to
Gems, drama encompasses a process of changing thatgn a direct but in an
indirect and obscure way. In an article about malitdrama titled “Not in Their
Name”, which Gems wrote fahe Guardian she describes the function of drama:

The irony is all theatre is political in a profoungy. Why?

Because it is subversive. It can, without resoth®vote or

the gun, alter climate, change opinion, laugh mlieg out

the door, soften hearts, awaken perception. Ofseoitircan

because human learns not by precept (the exharsatibso

much political theatre) but by imprinting. Yell atchild to

be quiet and you are teaching him to vyell

(http://www.guardian.co.uk/books/2003/may/17/poéttbe
atre/print26/04/2009, 14:51).

In the same article, she also states that “Dranmisas we are often reminded, in
the business of offering solutions. Drama influenchlot frontally, but subtly,

through the stratagems of entertainment, througiulao engagement”. Within this

context, the function of drama is not to imposetdoes on the audience but to
influence the audiences’ minds and to open up tpenceptions by means of
entertainment. For this reason, Gems distanceselhefsom feminism and

distinguishes her plays from extremely politicaayd of recent drama which she
considers to include precepts, exhortations andeatctriticism of men. The gender-
based nature of her subject matter is probablyékalt of the fact that she thinks
there is a need to give women voice and present¢beomale-dominated stage. She

says: “We have our own history to create, to writgines 237). She, therefore,
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presents women’s problems on stage without evetyingp hostility between the

sexes. In the afterword Gems wrote Barsa, Fish Stas and Mshe says:

The antagonism between the sexes has been paanful,
indictment of our age. It is true that many womeavén
been drawn, properly, to the Women's Movement after
abuse by bad husbands, fathers [...] they have hadsho
pushed aside, seeing brothers favoured from infaitcy
makes for grievances, fear and resentment. Bugftes,
one sees men hopelessly damaged by the women gir) th
mo}hers. We cannot separate ourselves. (Pam G2&&2)(
71)

According to Gems, it is true that many women hlagen abused by their husbands
or their fathers, and for this reason they begarbeointerested in Women’s

Movement. However, it is not only women who are ssal) men are also damaged
by women, i.e. by their mothers or by their wivkken suffer as much as women in
the patriarchal system. Hence, men as well as woarenboth victims of the

patriarchal system. In her essay “Imagination artd&r’, Gems touches upon the
same subject saying that: “ There will always be ¢hauvinists among us, of both
sexes (...) but, if we believe that there is only tthleen something is released,
something egalitarian” (Gems (1983) 150). For Gethg, way and means are
therefore to find a solution that would meet thedseof both sides, to believe that
there is only ‘Us’ rather than ‘you’ and ‘me’ anlld is the way to advocate equal

rights for everyone, for both women and men.

Even though Gems distanced herself from feminisime was closely
connected to the feminist movement. Similar to maoynen playwrights who were
active during the post-war era, she started hetingricareer on the fringe with
smaller theatre groups. In fact, Gems’s writingeearcan be divided into three
periods. The first period is the one spanning ®&0% and 1960s. In this period, she
wrote some pieces for radio and television beforalivect contact with AlImost Free
Theatre and Women’s Theatre Company after her nm\i@ndon in 1970. It was
only in the second period of her career that simaagily gained recognition. After
she moved to London, she wrote some ‘sexy pieddg’Warren(1973) andAfter
Birthday (1973), for AlImost Free Theatre and Women’s Tle&tompany. She also

worked on some productions by Women’s Company ss¢&o West Young Women

! Hereafter all references Busa, Fish, Stas and Miill be to this edition and will be marked as
“Dusa”.
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(1976) andMy Name is Rosa Luxembu($976). The third period, in which she
reached the West end, starts with her @aga, Fish, Stas and Y1976). After that,
she wrote approximately thirty plays most of whiekre performed by the most
prestigious theatres of England such as the Royaké&peare Company, the Other
Place, and the Royal Court. The most famous playsng those she wrote in this
period are Queen Christina(1977), Piaf (1978), Loving Women(1984), and
adaptations such &mncle Vanyg1978),Camille (1984), andrhe Seagul{1991).

Dusa, Fish, Stas and Vi (1978)one of Gems'’s best plays that has attracted
the attention of criticsWritten in the third period of her writing careénge play was
originally titled Dead Fishand it was written for the Women’s Company. Aftee t
premier at the Edinburgh Festival, it was trans®@rto the commercial stages,
reaching the Hampstead Theatre in 1976, and wed Biusa, Fish, Stas and Vihe
play consists of two acts; a series of scenedlibptay the different problems of four
women. Gems, in her play, dramatizes the storyoaf tifferent women in their
twenties and she creates a connection betweeniffeesdt problems of these four
women by putting them in one flat which belongd=tsh. The common ground for
these women is their struggle to survive in a ntsinated society. All of these
women, three of which can be regarded as minorackens, are shown as trying to
make progress in gaining their own identities anith whe story of each character a
different feminist issue is revealed from a diff@r@erspective. In that sense, it can
be claimed that the play presents a blend of thrajer feminist voices. With Fish’s
story, Gems both examines the conflict betweenagratral politics and sexuality in
private life and she underlines the difficulty wamigave in reconciling personal life
with political life. She deals with maternity thiglu Dusa, prostitution through Stas,

and the male gaze through V.

The radical voice reveals itself in the patriarddalblogy that dominates, in a
sense, haunts the lives of almost all female chersan the play. Even though no
male character appears on stage, they keep camgradind dominating female
characters and they may even determine their suranvd death. In Fish’'s case,
patriarchal ideology functions as a motif that devFish to an in-between state. Fish
Is split between patriarchal politics, i.e. sexpalitics, and her personal sexual life.
She has: “all the natural authority and self-cosrfice of the upper-middle classes.
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She is from a background of intellectuals...Havingsidered the inadvertency of
her privilege and the mores of middle-class valt® has attached herself to a
political group on the left, and is seeking to fiadsupportable adventurous and
equitable way of life with her long-standing lov€iDusa” 47) Fish can be regarded
as ostensibly the strongest character in the ptaghe helps others. She keeps
reinforcing others’ belief in and hope for the fiduNevertheless, she cannot help
herself even though she is the one who encourabessdo survive. Since she is not
satisfied with the middle-class values, she joirlefawing political group and her
major purpose is to establish an equitable relatipn®ith her long-standing lover
Alan that would “break the moulds” (“Dusa” 69), nm&zg that it would change the
traditional sexual roles completely in the relatlwps by doing something that has
not been done before. In this way, Fish createssieal relationship in her mind that
would provide both sexes with an equitable andviay of life. Her gradual decay
resulting from her inability to accept the fact ttteer long-standing lover did not
want to struggle for such a relationship that waddghrive him of the advantages he

had as a man and the fact that he left her forn@mmatoman leads her to suicide.

At the beginning of the play, Fish is seen on sfagé¢he first time, talking to
Dusa. It is revealed that Fish has got marriedbtoeone and they have stayed for a
while in his brother’'s farm where he lives. HoweVEish is not satisfied with this

marriage.

| picked up the carving knife. . . he was sittiriglse table
on one of those mod stools...you know, tipping bakls
and forwards. | went to cross behind him and | bad
terrible feel wanted to stick it in his back. .atht was the
correct thing to do. (“Dusa” 52)

She does not love her partner, on the contraryisske full of hatred that she wants
to grab him and stick the knife in his back. Thame accepts that the relationship has
been a mistake: “Oh, you're right, | should nevavdr done it. It was only to spite
Alan” (“Dusa” 52). Fish’s words indicate that skeestill under the influence of her
relationship with the man called Alan, in the paster that, Fish says that her old
lover, Alan, has been going out with another wongime says: “All of a sudden he
wants a house and garden. We should have hadda.chishould have done it last
autumn, we both wanted it then” (“Dusa” 52). ltuisderstood that their relationship

has come to an end because Alan wanted her to belgrary woman conforming to



25

the sexual roles determined by the patriarchalespcrhen, she adds: “I should have
done it. The only reason | didn’t is because hetadit to shut me up” (“Dusa” 52).
In the previous quotation, it is seen that Fislo alsnted to marry Alan but she did
not marry him because she thought that he wantedaga to restrict her life into
domestic servitude. Being a feminist, she doeswanit to dedicate her life to Alan
or sacrifice it for him as many women conformingth@ culturally and socially
determined roles of patriarchy do. She rather wemtgave a relationship which will
go beyond the patriarchal norms providing her \hinright to use free will and with
equal opportunities with the opposite sex. Fishpwlas been left by her lover
because of her unwillingness to have an ordinargriagee and to have a child, tries
to suppress her disappointment by having anothernaga. However, her confession
about the fact that she has this relationship @alynake her ex-lover disturbed
reveals that she is still interested in him. Allaingh the play, Fish maintains the
same manner, hiding her disappointment and tryorgeem strong. In spite of all her
efforts, she cannot overcome her sense of lonalimesaintaining her struggle for
establishing the ideal relationship she has creatéer mind and her psychological
situation becomes gradually worse in the coursthefplay. Not willing to accept
that her lover has left her for a dependent workasth progressively becomes more
upset. Even though she tries to conceal her feglisige cannot hide the fact that she
hopes to renew their relationship and she congtatpresses her regret for her
reluctance to have a baby. “I'm prepared to changself! Anything he wants! I'll
swing from the chandeliers...] have done!... Yowwnshe threatened to Kill
herself?” (“Dusa” 60). Realizing that she canndfilfuner personal needs, such as
having a child from the man she loves without comiog to the traditional sexual
roles, Fish is now ready for the change Alan wah&dto make. She wants to make
all the necessary changes to become the kind ofanohtan wanted her to become,
in other words, to become the kind of woman pathal society wants her to
become. Next time, Fish appears on stage “wearidgess, jacket, and makeup”
(“Dusa” 61) in a manner which is exactly the oppwf her appearance in the
previous parts of the play. Realizing that Alan ltassen a woman who is more
feminine and more inclined to undertake the coreeat feminine sexual role, Fish

wears more feminine clothes probably to show Alat she is ready for the change
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he wants. However, her makeup is “crooked” reflegtihe fact that she is unable to

conform to the socially constructed idea about wiahen should do.

In Fish’s speech during which she directly addzedbe audience when she
appears on stage the second time, the major probiéfish and the major theme of
the play are reflected through a parallel betwersh End a historical figure Rosa
Luxemburg:

So why is Rosa Luxemburg relevant? She fought for
socialism, but that was sixty years ago. Why is she
important?... She is relevant because amongst tthegs
she fought Lenin on the notion of necessity foreatral
part of intellectuals to run a revolution...The nataf the

social and political contribution of women is, atist
moment, wholly in question. (“Dusa” 55)

Rosa Luxemburg is a German pacifist and a revolatipteader. She is a political
figure who fought for socialism. In the above-givguotation, it is revealed that she
was appalled by socialism because she thoughattyatistake made by people who
do things for themselves, that is to say, by thekmgrclass people, were more
valuable than any theory coming from an elitist cattee. She called for peace
during World War | and was killed by the reactiondorces. Rosa Luxemburg
experienced the problematic situation of women’'gigpation in politics and she
lost her life for it. Fish says that this event tqukce sixty years earlier but women
still have similar problems. The contribution of wen to politics is now in question
and there is a wonder about the power of feminisish asks what women should
do.

Rosa constantly demonstrates that the emergenseroén

thinkers in politics modifies the Marxist theorywaes know

it. It is not enough to be told that we may joinhat they

will let us in... when they need our labor force. e

outside may be oppression. To be inside may wetbtsd

irrelevancy. It's not just a matter of equal pay.qual

opportunity. For the first time in history we havtke

opportunity to investigate ourselves... For the ftiste in

history we are not bleeding to death... we are mbaant
receptacle for genetics (“Dusa” 55).

Fish remarks that it is not enough to say that woman join politics. For them,
participating in politics means to be regardedrabviduals who can be more than
child-bearers. Rosa’s attempt was not only a mattgoining politics; Rosa was

trying to know herself, to assert her identitydiscover her potential and finally to
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prove herself that she could do more than childbgaand domestic tasks. However,
the society in which she lived did not allow hematthieve complete satisfaction in all
aspects of her life. Fish continues:

Rosa never married Leo. She never had the childosiged

for. The painful hopes in the letters from prisoerg/never

to be realized. She writes to him from Zurich alseging a

fine child in a park, and wanting to scoop him uphier

arms and run off with him, back to her room. Uspathen

people write about her nowadays they leave all that
(“Dusa” 55)

Luxemburg fought for socialism, she died for itddrowever she never had the child
she wanted. Due to socially and culturally determhineles of sexes, she had to
sacrifice her life to assert her identity and beeoancomplete ‘self’. Fish goes
through the same dilemma as Luxemburg. She setaroideal relationship in her
mind which would give her the chance for self-kneslde. However, her lover Alan
does not want to renounce the advantages bestowédno by the male-centered
society. He wants to shut her up; to limit her litethe roles determined by the
patriarchal society; to become dependent on hinr. tRis reason, he marries a
dependent woman whom Fish describes as somebolitygvitd give Alan the life he
longs for: “She’s ‘dependent’. She needs him. Skrget the struggle, forget
politics.” (“Dusa” 60) Things get worse when Stasninds Fish of the fact that
Alan’s wife may be pregnant, but Fish rejects theai

| trust him! Oh | know he’s said some nasty thingabout

being fed up with me... the pain... but that is wbit it's

all about. We're breaking the moulds together. Hasy.

Alan?... it's tiring... We have to break new ground

Together... We were tired! She must have seemedililest
anyway, | ran off with. (“Dusa” 69)

Till the end, Fish maintains her belief and trusfian and in his commitment to the
ideal relationship she has created in her mindy@fter Stas has reminded her of
the fact that Alan’s wife may have a child, does skalize that she has lost him. In

the end, she commits suicide, leaving a note fofriends:

Oh my loves... How could | have got it so wrondfidught
there was understanding. | thought we were getting
somewhere. There is no love, and | can't facelibeght of
fighting... forgive me. It's hard. | wanted so rhuto sit
under a tree with my children and there doesn’trst® be

a place for that any more, | feel cheated. (“Duga@y
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Her note shows that Fish has failed to survivénengatriarchal society. She has tried
to keep the balance between her personal and h&caddife. She really wanted to
have a child and she really wanted to transfornsdibmto a woman that Alan and
the patriarchal society would accept but it wasl&be since Alan had already left her
for an ordinary woman who met his expectationsth®t end, she has no power to
fight; she has no courage, so she commits sui@ide.play ends with her question:
“My loves, what are we to do? We won't do as the@ntvany more, and they hate it.
What are we to do?” (“Dusa” 70). Fish’s questiomnads the audience of a serious
problem of women, the failure of the family unitllalance sex and power relations.
Fish could choose marriage but this time she woolkdhave had a chance to assert
her identity through political activism. She chdsa identity as a woman, working
for a political cause, she chose to live as anpeddent woman, but this time she
lost her chance to marry. Feeling isolated anddoeimable to fulfill her emotional
and personal needs due to her commitment to esltadnti equitable relationship, Fish
kills herself. Her commitment to establish an idedhtionship is damaged by her

inability to keep her personal and political lifddraced.

Violet is also caught by the patriarchal ideologyerating in her life. At the
opening of the play, the audience is introducethtofact that Violet, who can be
regarded as the weakest and the most helplessedbth characters, is anorexic.
“She is one of the vast numbers of working-clasdestents who are bright, restless
or maladjusted” (“Dusa” 47). Her reluctance to esécerbates her health problems
and other three women are obliged to take her $pitad in the last scene of the first
act. Gems touches upon a common problem of conte@mnpavomen, anorexia,
through Violet’s reluctance to eat. It is cleartttieere are many causes for anorexia.
The researches on this illness commonly focus giaéxng the existing factors,
including biological, social and psychological. Accordingthese, there have been
various reasons of anorexia in different periodse Tdea arguing that the body is a
prison confining the spirit and the will and it shauipe therefore controlled dates
back to classical times. The same idea is trangdrimto an act of self-starvation by
women for religious reasons in Middle Ages (Wykesl a&unter 2). In feminist
terms, there have been attempts to explain anoraxiarms of the “male gaze”.

According to these theories, male gaze exprespesvar relationship. For instance,
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Morag MacSween, inAnorexic Bodies provides an overview of the feminist
explanations of anorexia and she refers to Kim @tem®bsession: The Tyranny of
SlendernessMacSween says that Chenin looks at the negatfeete of the male-
gaze on women and cultural pressures on them tewaxhand maintain a single
socially approved body shape (54).Tlne Hungry Self: Women, Eating and ldentity
Chenin argues that anorexia should be regardedsasiggle for self-development
and it is directly related to women’s identity. Slkséates that anorexia is a
consequence of the fear and guilt which women Vdetn they move into male
sphere of self-development and power. The resulthese fear and guilt is the
transformation of this desire for change and seletment into isolation and
eating disorders (MacSween 56). In contemporaryiesgcthe contribution of
perceived media pressure on women to be thin hexs d@nsidered to be particularly
important (Wykes and Gunter 15). All media in conp®rary society, including the
film industry and advertisements promote thinnesshe ideal female form. [fhe
Media and Body Imagby Wykes and Gunter, it is suggested: “The fenfiatm is
traditionally conceived as soft and rounded while masculine form, in contrast, is

taut and lean” (5). It is also claimed that:

For over 30 years in Western societies, howeveungo
females have reported more positive attitudes tdsvax
small body size and thin physique with the exceptlwat a
well-developed bust is often preferred (...) A thiody

shape is associated with success personally, giofesly

and socially. (7)

For this reason, most women in contemporary patrersociety have to pay great
attention to their appearance because women araisggp in accordance with their

appearance and with their physical attractivenasiger than their personality. With

regards to media, film industry and advertisemesksch should appeal to the

viewer's expectations, the viewer is put into tlesipon of a heterosexual man. The
images of women in film industry and advertisememestherefore presented in such
a way as to appeal to the gaze of the heteroseraal and to measure up to the
image of women existent in his mind. For instancea scene there may be a
panning on the curves of a woman'’s body or therg beaan allusion to the beauty
of female body to make a product more attractivariradvertisement. Considering
all these factors, feminist theory suggests thamem are reduced to objects,

particularly to sexual objects by media. Under th8uence of these films,
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advertisements and programs promoting thinnesheddeal female form, most
contemporary women try to conform to this ideal gmahat appeal to the gaze of
heterosexual men. Violet's unwillingness to eat egjdction of her own body can be
said to result from her wish to appeal to the ngglee and to conform to the ideal
female shape represented in media. Her isolationthat sense, represents the
discomfort the male gaze creates in many womenleViendangers her health
because of the distress which is caused by the-gesale and the patriarchal
oppression operating in the form of male-gaze. I@nather hand, in the second act,
she is depicted as healthier and stronger. Witthéhe of the other three women, she
begins to feel better and by the end of the plag, starts going out and even finds a
job. She manages to overcome her illness and skstteanks to other women’s
support and her own efforts. Thus, her story cao &k thought to include liberal
voice in that it emphasizes the power of human rg@tkethat forms the basis of

liberal feminism.

Stas also suffers from patriarchal ideology. She wsrking as a
physiotherapist in a hospital during the day andaagrostitute at night for the
purpose of becoming a marine biologist. She leanssarable life so as to achieve
her goal. “Her metamorphosis from physiotheramdtdstess is startling. Before our
eyes, she transforms herself from an unremarkamele employee to a glittering,
heavy-headed, mesmeric-eyed Klimpt painting” (“Dué@). In Stas’s story, Gems
deals with the nature of prostitution which is arighe major concerns of feminism
and feminist theory. Catharine E. MacKinnon, in Bexuality states that sexuality
Is a pervasive force existent in the whole of dolife. It is a dimension through
which gender is pervasively constituted. She comsn

So many distinctive features of women’s status exorsd
class — the restriction and constraint and comtoytithe
servility and the display, the self-mutilation arehuisite
presentation of self as a beautiful thing, the sdd
passivity, the humiliation — are made into the eohbf sex

for women. Being a thing for sexual use is fundataleto
it. (qtd. in Kolmar and Bartkowski 477)

Women’s submissiveness, her need to present heaseH beautiful object, her
subservience and display are all qualities thaa#trdouted to femininity and being a
sexual object forms the basis for all these attebuln American Feminism: A
Contemporary Histonpy Ginette Castro and Elizabeth Loverde-BagweHlGiace
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Atkinson’s argument about prostitution is giveret@mplify the feminist ideas about
prostitution. For Atkinson, prostitution has alwdeen presented by men as the only
alternative to the feminine role, in other wordsyren have been subjected to a
conflict between respectability in a life confineal the home and humiliation and
submissiveness in a life of independence and veelewomen should pay with their
bodies and souls for autonomy and economic su¢8@3sin the play, Stas practices
prostitution and uses her body so as to achievgdedrto become a marine biologist.
On the other hand, Stas’s story can be claimedfltect the liberal voice as well. She
gradually makes progress and in the end she managssve enough money
necessary for her to go to Hawaii in order to stomdyine biology. Her determination
to save money for her education and her abilityet@rse a disadvantage to her favor

can be regarded as an evidence of liberal staniteiplay.

Dusa is “split, displaying the angst and the patéc vulnerability of the
breeding bitch; also the restless boredom” (“Du4d). She is an ordinary woman
with very little money. Even though she is divordeain her husband, he remains a
major factor in her life. Dusa can be regardedhasréflection of maternal instincts
in the play. She is informed that her husband hdsapped her children. Her
children mean everything to her. She reflects theonditional love she feels for
them:

You love them too much. It's unbearable. From tlmmant
they’re born. The way they look — they're beautifuloh
never mind if they are good-looking or not. Youmlats
are never still. They are late. Was it a lorry... amin a
mac?... Hostages to fortune for the rest of yoaody life,

| mean they can let go when they're ready. You tan’
(“Dusa” 64)

In a way, she describes what is to be a motherhagsiping that maternal instincts
lead women to put their children first and to dairthest to protect them. Likewise,
Dusa tries hard to take her children back from thesband. From time to time she
loses her hope. For instance hearing that herrenildre in Argentina, she tries to
jump from the window, having lost her hope and egerto live. When she hears
that her husband has kidnapped her children she peealyzed because she has no
money to hire a lawyer: “What the fuck can | ddiaven’t got any money! How can

| find the bugger when | haven’t got any money! {¥eon't even look at you, I've
had all this already with the lawyers” (“Dusa” 54eeing that Dusa is helpless,
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Violet offers to steal the money which Stas hasddwer her education. Dusa, rejects

the idea at first:

DUSA: | can’t take this.

VI: She won’t mind. All the same if she does. Go-osteal
it!

DUSA: | feel sick. (But she clutches the money with
resolve. Fervently:) Thanks!

VI: Don’t thank me. (“Dusa” 54)

Dusa knows that it is not the right thing to do hat economic condition forces her
to steal the money. Her maternal instincts overcberemorality and, thinking that

her children are the most important componentseoflife, she takes the money. In
the end, she manages to take her children backgawiher determination and to her
efforts. She prefers to struggle for her childeven if her struggle requires immoral
conducts such as stealing. In this respect, itlmmclaimed that there is a liberal
voice in terms of her individual determination, ajonith the radical voice reflected

in the oppression of patriarchy upon her.

Collectivity in the struggle for women'’s rightsshalways been an important
issue. With regards to which kinds of feminism cfat collectivity, it can be
attributed particularly to radical feminism. For tawsce, Redstockings, in their
manifesto, called for women to unite against maleremacy stating that “We call
on all our sisters to unite with us in the strugdigtd. in Kolmar and Bartkowski
221). The backbone of this idea was that radiaaiiriests thought all women suffer
from patriarchy and the individual struggle is moiough to completely overthrow
the male supremacy. With the statement in the restaf “After centuries of
individual and preliminary political struggle womare uniting to achieve their final
liberation from male supremacy. Redstockings isa#dd to building this unity and
winning our freedom” (qtd. in Kolmar and BartkowsX0) the significance of the
unity of women was underlined. On the contrarythe Statement of Purposeé
National Organization for Women, there was no stalh instead the emphasis was
on the human potential of women: “NOW is dedicatethe proposition that women
(...) must have the chance to develop their fulleshdiu potential (...) We organize
to initiate or support action, nationally, or inrpaf this nation, by individuals or
organizations, to break through the silken curt@iirprejudice and discrimination

against women” (qtd. in Kolmar and Bartkowski 2124s to the socialist feminism,
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it can be said that there is no such call for ctife struggle because the basis of this
branch is class and gender relations. For socialmstinists, like Barbara Ehrenreich
or Heidi Hartmann, all women do not suffer fromamenon patriarchal oppression
because there are other factors such as claskahata significant role in women’s
oppression. Sometimes, even women can suppress woihmen due to class
differences. In this respect, since socialist fegténthink that women’s problems are
the results of both class and gender, it would beng to claim that there is a call for
a unity that would include all women in socialistrfinism. In the play, the bond
between these four women is not sufficient to offeralternative to the oppression
of patriarchy in their lives. Certainly there istaong friendship between them. Each
character in the play has a different problem butenof them ignores the others’
problems. Stas is seen taking Dusa to bathroom wherns about to have a nervous
breakdown. Dusa and Stas are seen warning Fislt &bowsituation. Fish uses her
contacts so as to help Dusa find her children. Ris$ists others in their struggle
either financially or spiritually, encouraging thetm believe in the happy days to
come:

| really think I'm ready to have a child, I've gitttogether

in my head... by this time, next year, | intendbe, a

mother! The kids'll be back... Stas’ll be in Hawaénd

you... you, my girl... will be on a good vegetariaompost

grown, chemical-free diet and weigh a heady seuwene®
(“Dusa” 58)

As opposed to other characters in the play, Festayngngly the strongest one of these
four women cannot bear and cannot overcome heppulisiatment with her ex-lover
on her own. The friendship between these women atahelp Fish either, to
overcome her depression because she persistenigtsrenelp from others. For
instance, when Dusa attempts to help her, Fistsesfu'Only | get the notion that
you're keeping an eye on me. It's unnerving (...) fi$all right. It's just when |
think you’re trying to... look after me... It makes rfe®| that you're trying to climb
on my face” (“Dusa” 65). In the same way, all throbufe play she wants to avoid
seeming weak and she pretends to be happy to prineiothers from helping her.
The friendship between these women is their majppert. None of them would be
able to succeed without this support. Fish comsuiside as a consequence of her
refusal to accept support from other women. HoweWeeir friendship can be

regarded as a bond which is intended for solvirgjvidual problems with men
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rather than a collective fight against patriardmythis sense, on the surface, it can be
concluded that the feminist voice operating in i@y in terms of collectivity is
either liberal or socialist feminism. However, ®nthe lack of collectivity is not
related to class differences and because it steans the individuality of women in
finding solutions to their problems the feminist a@iwhich appears in terms of

collectivity in the play can be regarded as liberal

The socialist voice can be observed in several scenewhich class
difference is brought to the fore in the play. Sonig¢hese references to the class
differences can be said to be actually aimed aeuninthg the fact that the struggle
of those with middle-class background who are adtarialist ideology is futile in
that they cannot understand the problems of lowasses as it is reflected in Fish’'s
speech on Rosa Luxemburg: “She believed that tlstakeés made by people doing
things for themselves were more valuable than &epry coming from an elitist
committee” (“Dusa”4). The same idea is reflected in the conversdigiween Vi
and Stas about Fish’s situation. Stas states flgatannot understand why Fish does
not give up politics.

STAS: She should give him the push. What's shengryo
prove? She can slum as much as she likes, she’s
never going to be one of the workers.

VI: She takes it very serious.

STAS: Upper class twit, they're always the worsbysa”
55)

Stas thinks that Fish’s involvement in politicsngeaningless. According to Stas,
who is of lower class background, getting involwegolitics is a common mistake

among those who are from the middle class. Thewktthat they can do something
for the poor but they will never succeed becausg tannot be one of the working-
class people and they cannot understand the prebdémeople from lower classes.
For this reason, Stas gives an answer to Vi's questWhat about the workers?”

with a harsh remark: “I am the workers” (“Dusa” 5%)s to the characters in the
play, the only middle-class character in the playFish and the others are from
lower-class background. Stas, Dusa and Vi are gooppressed because of both
their gender and their class. Stas has to makditptas and accept the humiliation

coming from men in order to save enough moneyudystnarine biology. Dusa has

to steal money to hire a lawyer for taking back Ilohildren. Violet has no
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accommodation so Fish accepts her to her houseohly Fish who does not have
financial problems. The significant point is thlattte are differences between people,
particularly among women, in terms of class, fostheason it is not possible for
women who are from middle-class background to wtdad those who are from
working class. And particularly because of thedéedinces women who are from
working class are doubly oppressed. In this respiecan be claimed that a socialist

voice is active in the play even if it is not asdarit as other voices operating in the

play.

Thus, in the entire play, various feminist voieggpear and the play in fact
reflects several arguments over women'’s issuesctirdttnued their existence during
the Second-Wave period. Radical voice which reviasédf with the oppression of
women by patriarchy, liberal voice which appearsthe individual struggle of
women to survive in the patriarchal society — whiohy be considered to be as a
reference to the human potential of women — anithénlack of sisterhood between
women, and finally socialist voice operating in savscenes by means of a focus on
class differences, all reflect the contradictiond #he diversity of voices within the

feminist movement itself.

Loving Womer{1984) is similar tdusa, Fish, Stas and W that sense. The
play consists of two acts first of which has twerses. The setting is London, in
1973. The play’s cast is comprised of only threarabters. The first character is
Frank who has a middle-class background. He is iwden two women, Susannah
and Crystal. Susannah is a political activist whofi middle-class background with
socialist tendencies. Crystal is a hairdresser isheo member of the working class.
As in Dusa, Fish, Stas and Vi, Loving Wonmsists of different feminist voices.
Radical voice operates via the emphasis on negetfeets of the patriarchal system
on the characters and the collapse of patriarchlaleg as reflected in Crystal's and
Frank’s marriage and on the radical settlementithadached by the two women at
the end. A liberal voice is existent in the lacks@fterhood — even though it turns out
to be a cooperative effort between two women inetheé - and the individual efforts
of women to struggle for their identity in the patchal system. Finally, the socialist

voice operates in class differences reflected veise parts of the play.
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This play is also similar tDusa, Fish, Stas and Vi that the male character,
like Alan in the first play who does not appear etage, prefers physical
attractiveness and domestic comfort to a partner vghanterested in politics.
Susannah and Frank, who are depicted as lovelgabdginning of the play, end
their relationship due to Frank’s choice of a gio is physically more attractive.
The patriarchy and sexual politics are emphasiteédeavery beginning of the play.
The play opens in a bed-sitting room of a flat omtlon. Frank is seen lying in bed,
probably just recovering from an illness. Crystalbeautiful but unintelligent girl,
takes care of Frank who has just had a breakdowlnsha begins to attract Frank
with her charm and beauty. Unaware of her lovardimation towards the beauty
and housewifely comfort of Crystal, Susannah visiEnk so as to tell him the recent
developments about the Theatre in Education grbap they run together to help
poor children in the Third World. At the beginnin§ the play, during Susannah’s
visit, there are several signs indicating that @lyaould take him from Susannah.
The opening of the play suggests the differencevdset the two women through
their clothes. Susannah is “thin and angular imttigaded jeans. She is not
particularly good-looking or noticeable until heicé becomes alive with humour or
feeling” (Gems (1985) 158whereas Crystal is “dazzling, young and fresh ity
limbs and shining hair, her clothes bang on fashi@W 159). Susannah is not an
attractive or noticeable woman whereas Crystal esy vattractive and young.
Susannah is in plain clothes while Crystal is ishfanable clothes. Likewise,
throughout the play Crystal’s physical appearamzkleer beauty are emphasized as
opposed to Susannah’s plain and unadorned appear@ite is wearing the most
beautiful, semi-see-through kimono in fragile siath floating wisps and panels,
making her look like a creature from another wor{ldW 166). Gems emphasizes
the difference between these two women, the oneashéorms to the sexual roles
determined by the patriarchal ideology, thus whosumissive, dependent and
sexually attractive and the other who is not subiwés attractive and dependent.
Crystal gradually takes control of Frank and hisywdé life even though Susannah

does not realize it. Susannah, who is trying toycaut the work in Frank’s absence,

? Hereafter all references to “Loving Women” will be to this edition and will be marked as LW.
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wants to tell him the recent developments abodut therk, but Crystal prevents her
from telling, saying that he is not supposed tk tddout work.
FRANK: What are you doing?
SUSANNAH: Oh a fantastic new scheme ... we're
involving all the kids — music, design, dance...
everybody involved, we're after total
interdependence. (Hugs him) Natural follow-on
from you, love.
FRANK: Sounds quite a big thing.

CYRSTAL: Come ON! He’s not supposed to talk abaut i
(LW 160)

Her interruption can be regarded as a foreshadowinger interference in the
relationship between Susannah and Frank. Frankbaigims to do things that he has
not done before under the influence of Crystal. Weystal brings Frank’s meal,

Susannah is surprised to see that Frank eats meat.

SUSANNAMH: Darling, | can shove it all in mivening
Standard she’ll never know.

FRANK: (mouth full) It's fine, thanks.

SUSANNAH: You should be on a decent diet — thatiedl
potato!

FRANK: She puts butter and pepper in, it's goodW(L
166)

Thinking that he does not want to eat meat, Sudapffars Frank to take the meal
away with her secretly, so that Crystal cannot s$tmvever, much to Susannah’s
surprise, Franks likes it and says that it is dalis. Frank, who begins to change
under the influence of Crystal, is captivated by beauty. Frank watches Crystal
dancing with “a dazed expression on his face” (LW)16 heir relationship and
Frank’s interest in Crystal are completely revealaty after Susannah leaves. When
Crystal asks Frank if he feels bad, he says “Niegel fine” (LW 169) and “Frank
grabs her with a sudden, urgent savagery, and ¢hdyace so fiercely (...) She
hooks her knees round him in a fierce, prolongetrage” (LW 170).

In the second scene all characters are represastbding completely under
the control of patriarchy. Marriage is depictedaasieans to maintain the patriarchal
ideology. The scene takes place in the same flagreveverything, including Frank
is depicted as changed. Mao and Che posters owalidhave gone and instead of
them there are “Aristide Bruant and a Mucha postex girl” (LW 171), indicating
that there have been changes in the lives of tthese characters. Meanwhile, Frank

and Crystal have been married. Susannah visits tigon Crystal’s invitation. The
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scene starts with the dialogue between Susannah Gaydtal. During their
conversation, Crystal confesses that she and Hnadkalready decided to marry
when she came to see Frank. Susannah feels deyelctgdshe learns this. She says
that Susannah and Frank were never serious, ingplyiat they never planned to
marry.

SUSANNAMH: Serious?... This was my home! | found..it!

God knows it took long enough. | even plasteredwhés.

When | found this flat... when | found this flat tkewas

one cold tap sticking out of the wall over therehattwas
it! (LW 174)

She remembers her efforts to find the flat wheres@y and Frank are living now
and to restore it. Her anger and disappointmeensity when Crystal tells her their
excuse for the situation. Her reaction to Crystafgument that Frank has changed is
much the same as Fish’s reactiorDinsa, Fish, Stas and ViHe’'ll never give up. |
know that. That is one thing | know. For certairou¥fe obviously what he needs”
(LW 177). InDusa, Fish, Stas and Mrish maintains her hope and believes that Alan
cannot give up the fight until the end of the plhikewise, at first, Susannah does
not want to believe in the fact that Frank has dbard their struggle for helping
others who are poorer. However, when she talksréoml she realizes that he has
abandoned the revolutionary ideals and the Theatteducation Group that they
have been running together. He says: “Becausestne¢hing to do with them. That
was your life... Anyway, ours not to point up the g&pidge-building? Common
ground? Skiing, for the likes of black kids in Nofensington (LW 184). Frank,
who has adopted the socially constructed rolesihiefhood and teaching, criticizes
their former activities claiming that they are falsnd they do not appeal to the real
interests of those who have lower social and ecanstatus. Frank considers their
activities to be unreal. Since they are from thddtg-class, they cannot understand
the real problems of the lower-class children. Tiekawvhy what they do is not real.
The only thing that he considers to be real isdp&ith Crystal.

FRANK: It's real. | feel real.

SUSANNAH: Well, good luck to you... What's she like i

FRANK:b:dg'i)er. | have trouble keeping up.

SUSANNAH: | notice she does all the cooking and

shopping, all the work. What's in it for her?

FRANK: She wants a husband, children. She’s netf dlfte
world. (LW 184)
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Describing his reason for choosing Crystal, Franleals that he prefers an ordinary
woman who conforms to the sexual roles determinethé patriarchal society to the
one who is ideologically determined. Crystal justnts a husband and children; she
IS not interested in politics nor is she concerabdut the poverty in the world and
that is why he feels that she is real. Susanndlzesahat Frank has changed and he
will not be able to overcome his reluctance tonaglish the advantages bestowed on
him by the patriarchal society. Susannah cannav@nBrank’s criticism about their
former activities and she leaves the house say@reakdown, yes. But you never
came back” (LW 180). As opposed to Fish, who isblm&o continue struggling, she

maintains her commitment and decides to go to wotke Third World.

The traditional values set by the patriarchal etycare depicted as having
collapsed in the second act. Susannah returnsetedme flat ten years later. In this
act, it is revealed that each character has undergo significant change. It is
revealed that Crystal has made a fortune in hemajubthe sexual roles determined
by the patriarchal ideology are turned upside do@nystal, who earns much more
than Frank now, neglects her domestic duties. Tlikeace sees a bolder, a more
rebellious woman on stage. Crystal goes out at sightl says “Listen, love. | don’t
ask about your things” (LW 188) when Frank wanttetrn where she is going. She
begins to neglect her responsibilities toward héildoen, too. She always
emphasizes the fact that she earns much more tlaak:F| earn it, | gotta right to
spend it... I'm the one that pays the bills” (LW 18Bjank, on the other hand, is not
satisfied with his wife in that she cannot meetihisllectual needs. He has seen that
the patriarchal values and marriage as an ingtridtecause of which he has left his
career and Susannah have not satisfied him. Hessed:

Oh, fantastic, just to be with her. It's a big amtisiac
being with a woman other men want. And I'd done it...
married a straight-down-the-line-working-class girl It
wasn't the reason I'd married her, but it was dagnne
exhilarating. She was magnificent. Brave. Like anli.

And then... She went back to work... We needed thedbrea
The hours are dodgy, it's a strain (LW 204).

As Frank points out, Crystal is magnificent; she physical beauty that could attract
other men around her. For that reason, it was godze with her. However, after a
while, Crystal has begun to work again and evenghnas changed. Crystal has
changed. The gender roles in their marriage haea lbhanged. Crystal now is the
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earner and she wants sexual freedom. Frank isapgyhwith his wife. Neither can
he accept her demand for sexual freedom nor cast&nyeet his intellectual needs.

The only thing she wants is to have a child eveéhgoyear.

She is restless. She doesn’'t know it but what sadiyr
wants is a child every other year. That's what hedy
wants. They're all breeders, the women in her famil
Insatiable. She has such a body... breasts... contours...
valleys... all-alive! It's a crime to clothe her... Shkeould

be decked with flowers and worshipped. I'm a meretai.

| deprive her. So she takes it out of me (LW 201).

Realizing that his marriage with Crystal was a akstand that she cannot satisfy his
intellectual needs, Frank turns to politics onceaendle says: “Select... win where
possible, influence, subvert, create models, conicaten— God knows the channels
are open now. Anything’s possible, d'you see? Bseaeverything is collapsed.
Politics... religion... imperialism. At least it maké&s clarity” (LW 199). Unable to
accept the sexual freedom she demands and undenstdhdt the traditional norms
and values for which he has sacrificed Susannahotaatisfy him, Frank once more

devotes himself to changing the society.

Besides the change in Frank’s viewpoint, Susarsnakw of politics has also
changed, but her change has been exactly in thesdpplirection. She has seen the
social and economic deprivation of the people m Tiird World and a bad mine
accident has made her disillusioned. When shdksg¢pabout her experiences in the
Third World, Frank says that she sounds bitter. ideponse is a confirmation: “Oh,

I am, I am. No one in their right mind would stdete for an hour if there were
anywhere else on God’s earth. For the last year been counting the days — and it
rained for most of them” (LW 195). After seeing ti#ficult conditions of life in the
Third World, Susannah decides that sacrificing vitilial feelings and life for an
ideological objective can exhaust the personal $fige understands the fact that she
has lost her love because of her inability to redenher personal life with her
political life, just like Fish. “I should have beé&mere. That bloody project — God, we
were so intense! We were going to change the welddh” (LW 197). Realizing that
ideological determination is self-defeating, Susdndecides to turn to her personal
life and she wants to raise a family with the mhe still loves. Expressing her wish
to fulfill her maternal instincts, she says “Godj love my own patch... a few
rooms, an apple tree to sit under with my childr@nvV 197). She asks Frank to run
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away with her. Frank rejects the idea since heigeady to give up his children in a
separation. The stalemate is broken by the dec@i@rystal and Susannah to set up

a common house in which Frank can serve as a fdh#re children of both.

As opposed tdusa, Fish, Stas and Vthe stalemate of which remains
unbroken with the suicide of Fishpving Womerends with two women reaching a
radical settlement, deciding that they would shheesame house with Frank. In this
play, it is Frank who is oppressed rather than fémaale characters in the end
because he witnesses that the patriarchal valuehwle chose have been collapsed
and he has lost the power bestowed on him by tReaseoles determined by
patriarchy. Susannah and Crystal do not need hymare. Hearing Crystal’s idea,

Frank says:

It is a marriage. We have created a marriage. \We ar
family. There are your parents, my parents... (To
Susannah)... | know you'll understand... there aresfacid
truths and values here... I'm not prepared to ovartaot
just my life, God knows that's worth little enoughot a
shallow would be affected, oh, I'm well aware o&thof
what the world thinks... my mates... (To Crystal)... you...
nonetheless... (He looks up at Crystal without
expression)... it is our marriage. (LW 214)

Frank cannot accept Crystal’s demand to go beyobadraditional rules of marriage.
Besides his feelings about the idea, he is alsoi®brabout what other people will
think if they live together. He threatens to killyStal, himself and the children.
However, Crystal’'s answer prevents him from insgton his rejection of the idea:
“I'm not yours. You don’t own me. If you want me ¢o, I'll go... but the kids come
with me” (LW 215). In this respect, considering tentent and the resolution of the
play, the radical voice can be said to appear & flay since Gems shows the
negative effects of patriarchy on the three characeven though she does not
directly challenge the patriarchy and the male-powé the beginning of the play,
the impact of patriarchal ideology on people’s nsingl reflected through a contrast
between Crystal and Susannah. It is because dtéhneotypical image of women as

dependent, subservient and sexually attractiveRtaatk chooses Crystal to marry.

As opposed to the first play, the castlafving Womenincludes a male
character; a fact that allows the audience to elesand evaluate the male point of

view. However, Frank in this play never treats wanas inferior. On the contrary,
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Frank tries to evaluate his marriage in an objectiay. “She’s very good with the
children... natural mother. As they say” (LW 201). Niwres his point of view about
women have an influence on the progress of thewwawmen. The major problem in
the play is the patriarchal norms that are regaegethviolable. It is the established
patriarchal system that leads all the characteosarstalemate. Due to the traditional
values which regard marriage as an institution,nkraannot accept the sexual
freedom Crystal demands. Crystal cannot experiémeesexual freedom because of
the domestic responsibilities that are put on heuklers by the patriarchal system.
Susannah, realizing that extreme determinatiorolitigs is self-defeating, wants to
fulfill her maternal instincts but she cannot ddue to her reluctance to ruin Frank’s
and Crystal’'s marriage which is an institution netgal as valuable by the patriarchal
system. After dramatizing the negative impactshefpatriarchal system on the three
characters; she offers an alternative for the ti@dhl patriarchal values that are
depicted as collapsed. Dealing primarily with tlzene theme aBusa, Fish, Stas
and Vi, with the dilemma of women who are trying to papate in the various
aspects of life that are regarded as the fieldengehg to men by patriarchal
societies such as politics, in the second play Geffess an alternative to Fish’s
situation in the first play. Unlike Fish, Susanraiooses to struggle for her identity
and for her personal life and this way she invites audience to reassess the sexual
roles set down by the society and suggests an-esdraary relationship between the
three as an alternative for the collapsed valuesveder, this time the male character
Frank is the oppressed one due to his loss of pdestowed upon him by the
patriarchal ideology. It can be said that Gems fsoiut the fact that the patriarchal
system can harm both men and women; the importditnato be taken is to find a
way that would accommodate women in society in & that would appeal to the
needs of both sides while not harming either ofrttend in this play the solution

comes with a radical alternative that will serve nieeds of all.

Although the play has a radical element in termghefpower of patriarchy
and in terms of changing gender roles between Feamik Crystal, it may also be
regarded as a play that includes a liberal viewpdihe play is not a confrontational
dramatization merely challenging the existing @aial system and depicting it as

the source of all evil, it is rather a play aboutlendominance and sexual roles
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women have in marriage which includes the indiviceféorts of the two women to
escape from the patriarchal norms that have trappedh in a love triangle.
Notwithstanding all the difficulties they have, Gtgl and Susannah manage to find a
common ground and find a solution that will prolyabppeal to the needs of all.
Crystal's endeavor to gain her identity and freedamd Susannah’s efforts to re-
unite with her ex-lover can be regarded as evidentdiberal voice in the play. In
this sense, it would not be wrong to say that d@tiengh the radical voice operates in
the play through the depiction of the negative @ffeof patriarchal society on the
characters, the play still emphasizes the impoetarfovomen taking responsibility
for their own life and the individual efforts ofdbe women to survive within the

patriarchal system.

As in Dusa, Fish, Stas and Veven though class analysis is not a major
concern in this play, a socialist voice operatetheplay in several scenes in which
class differences are brought to the fore, for g@lanwhen Susannah talks to one of
the miners’ wives, who has just lost her baby dreltses to comfort her:

| was talking to one of the miners’ wives just lrefd left.
She’d lost another bay. | tried to console her. dle said,
you don’t understand. | said | thought | did bué staid, no,
| couldn’t. | was rich. | tried to tell her thatwasn't, that |
didn’t own a thing. And she looked me in the eyigs,a

thing they never do but she was a bit mad frormipghe
child, and she said, ‘You're white. You're richL\/ 196)

According to her, since Susannah is white and limdsetter conditions, she cannot
understand the problems of those who try to suriiveard conditions. In another
scene, Frank also points out this fact, saying:yt#ay, ours not to point up the gap.
Bridge-building? Common ground? Skiing, for theeBkof black kids in North
Kensington” (LW 184). As irDusa, Fish, Stas and Mieferences to the differences
between classes can be said to be actually aimeshdsrlining the fact that the
struggle of those of middle-class background whe motivated by the socialist
ideology is futile in that they cannot understaneé problems of lower classes. There
are also several references to class distinctiobmd®n Crystal and Frank. At the very
beginning of the play, Susannah emphasizes herriolass background: “She’s
pretty single-minded really. After some up markety gn a sports car. You can
understand it, her background is pretty deprivedill..s| mean... they are her own
sort” (LW 165). At another instance, Susannah askstél to go with her to a talk to
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the children she cares for, however Crystal dodswamt to go there. Susannah
thinks that she does not want to come becauserdbwer-class background which
lacks any education or any ideological discipli®eisannah believes that the only
thing that concerns Crystal is a guy in a sports Eaank also talks about her
background when he tells Susannah the problemisein marriage: “And I'd done
it... married a straight-down-the-line-working-clagisl” (LW 204). Frank realizes
that he has made a mistake marrying a working-a#&tsHe understands that her
physical attractiveness cannot satisfy his intéllgcneeds. The main reason of the
disharmony between Frank and Crystal is her lovassc background. In this
respect, it can be said that a socialist voiceaipsrvia the class differences reflected

in the play along with the radical voice appeatimthe form of patriarchy.

Despite the fact that Frank has left Susannah usecaf Crystal, the
relationship between the two women never turns ateelationship that includes
jealousy and hatred. Crystal invites Susannah ¢o tiouse after she is married to
Frank. Even though there are scenes reflectingrfasés anger for Crystal, it can
be said that in general they do not hate each .o@rethe contrary, from time to time
they feel sympathy for each other. For instancehatend of Act I, during her visit
Susannah decides to leave their house after Crgsigd that they had already
decided to marry before Susannah’s first visit wheaink was ill. Susannah gets up
and picks up her bag but Crystal bursts into taatsSusannah says:

SUSANNAH: Oh love... oh... tch! Sit down... (she
cuddles Crystal, who weeps) Don't cry... oh my
dear... all right, you cry — have a good cry.

CRYSTAL: I've been a bit tired lately, what with wang
and the baby... he’s late!

SUSANNAH: Bastard was always late — hang on, l'vé &
hankie somewhere. (LW 176)

All of a sudden Susannah feels sympathy for Cryatal calls the man she loves
“bastard”. In the same way, during their discussi@mystal and Susannah are
depicted as supporting each other. For instangsst&@rsays “It's what it's all about.
What it's always been about. Watch it SusannahyTdre not going to change.”
(LW 215) At the end of the play the bond betweee ttwo women is also
emphasized in Crystal's words: “Sod him, who neeids!” (LW 217). In the end:
“She laughs and tilts slightly, then she and Ciydteads together, begin to gossip
and giggle, their voice inaudible under the musicthed blues” (LW 217). After
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Frank leaves the house, Susannah and Crystal gsiasiping and laughing as if
nothing has happened. As Dusa, Fish, Stas and Vihe bond between women
cannot be regarded as a collective effort to cotajyleoverthrow the patriarchal
ideology but the bond between Susannah and Cmgdtadr remains within the limits
of personal relationships, in other words, it remaat an individual level. However,
it is still a radical effort and their solution gents an alternative way of life for their
relationship. In that sense, a radical feministegatan be claimed to operate in the

relationship between the two women.

To sum up, Gems'®usa, Fish, Stas and {i1976) andLoving Women
(1984) can be regarded as plays exemplifying tiverdity of voices within the
feminist movement itself. Radical voice revealsglitsvith the oppression of women
by patriarchy. Gems, dramatizes the story of foffledint women in their twenties
and she creates a connection between the differebtems of these four women by
putting them in one flat. Patriarchal ideology doates the lives of almost all female
characters in the play. Even though no male chewragipears on stage, they keep
controlling and dominating female characters. Labevoice operates in the
individual struggle of women to survive in the patchal society and in the lack of
sisterhood between women. The main problem foretfesnale characters is to
possess equal opportunities with men and to aclgaxigy with them. Gems defines
the female as a responsible entity who determinesowe life and development.
Finally, the socialist voice operates in severangs by means of a focus on class
differences. Gems’soving Womenon the other hand, deals with the same stalemate
of women who are in between their personal lives@oidical ideals In this play, a
man, Frank prefers a woman who conforms to theafig@and culturally determined
roles of female sex to a woman who does not confarrthese roles. Gems also
offers a solution in this play, implying that won'®problems in patriarchal society
can be solved only if patriarchal values are raeatald and overturned in a way so as
to conform to the needs of both men and women. dlag therefore includes a
radical voice because of the emphasis on the patahvalues and the role of
women which is determined by these values. Howeagenpposed to the protagonist
in Dusa, Fish, Stas and Mine protagonist in this play chooses to follow lukal

and then returns to her ex-lover to be able to fmwhild from the man she still
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loves. Meanwhile, her ex-lover Frank and Crystabalealize that the patriarchal
values cannot meet the needs of either side. Aesgapto the failure of Fish at the
end ofDusa, Fish, Stas and Mihe stalemate of women roving Womens broken

at the end of the play with two women'’s decisiorlite in the same house in order
to establish a relationship that will appeal to tleeds of all sides. Even though the
two female characters empathize with each other tioma to time in the play and
they find a solution together, this relationshipnmat be regarded as a totally
collective effort to solve their problems. Agaihetbond between women remains at
an individual level. As a consequence, there appadiberal voice in terms of the
individual efforts of women to solve their probleniéet since their effort is to
nullify the man and set up a new order of lifemay be considered as a radical
approach. Finally, the socialist voice can be régdras existent in several scenes in
which class differences are emphasized such asldls difference between Frank
and Crystal.
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CHAPTER Il

FEMINIST VOICES IN VINEGAR TOM AND TOP GIRLS

For years | thought of myself as a writer befotkedught of
myself as a woman, but recently | have found tlsat go
out more into situations which involve women, whétel
is quite strongly a feminist position and that iably
comes into what | write. (Churchill gtd. in Wand§7)

At the beginning of her writing career, Caryl Chhilic rather preferred
solitary writing mostly for the radio. In this ped, which begins with her student
productions at Oxford and ends with her first stagaductionOwners,she wrote
plays that are not necessarily feminist, but whietiuded social contents and a
socialist viewpoint. Her first professional plajie Antg1962) deals with the subject
of emotionally violent and damaging family relatibinss. After that, her plays such
as Lovesick(1967), Abortive (1971), Henry’'s Past(1972), andPerfect Happiness
(1973) present marital and familial relations asirttheme while the theme of
identity crisis inldentical Twins(1968) and the schizophrenic world $threber’'s
Nervous llines$1972) were chosen as subject matters.

The major characteristic that makes Churchill dinttsive playwright is the
fact that she preserved her sense of social redyldgsthroughout her writing
career. The stories of the oppressed are depiatedost of her plays which are
primarily a product of her commitment to socialis@nly when Churchill
collaborated with theatre companies in the middieodeof her writing career, did
she gradually expand her feminist and politicallamks. Most of Churchill’s
collaborative work was with two companies called glmous Regiment and Joint
Stock. Churchill states that her collaboration wiMlonstrous Regiment influenced

her idea about her own role as a writer and asraaso

(...) this was a new way of working... which was onétsf
attractions. Also a touring company, with a widediance;
also a feminist company- | felt briefly shy and dead,
wondering if | would be acceptable, then happy and
stimulated by the discovery of shared ideas ananemios
energy and feeling of possibilities in the stilvneompany
(Churchill (1985) 129)

Churchill worked with the performers in Monstrousgiment and that collaboration
had an impact on her future work. Her work afteat thnderwent a change in terms

of Churchill's tendencies and her plays from them lmecame gradually more
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feminist. The plays written during this period ndé Vinegar Tom(1976) written
with  Monstrous Regiment and her best known playght Shining in
Buckinghamshirg1976) Cloud Nine(1979) andFen (1983) written with the Joint
Stock. When she began working with Monstrous Regtnand Joint Stock her
feminist outlook was incorporated into her soctaliew. Thus, as opposed to the
plays written in early and later part of her writingreer, which are not necessarily
feminist plays, the plays written in the middle ipdr of her writing career are
products of her commitment to both feminism andiammn. Churchill says in an
interview in the late 1980s quoted in AstoRFsminist Views on English Stagjeat
she felt “strongly about both and wouldn't be ietged in a form of one that didn’t
include the other” (18). She also points out thi#edknce between feminism in
America and feminism in England:

When | was in the States in '79 | talked to somemen

who were saying how well things were going for waonire

America now with far more top executives being wame

and | was struck by the difference between that ted

feminism | was used to in England, which is far enor
closely connected with socialism (qtd. in Goodméh 1

According to Churchill, it is surprising that womenAmerica think that they have
made progress because there are many women toptieescwhile feminism in
England is much more related to socialism. In nebs$ter plays written in this period
she deals with class differences. For instandénegar Tom(1976) class distinction

iIs emphasized whereakop Girls (1982) includes the idea which advocates the
importance of individual choice and effort whichgbe to be popular in England

during the Thatcherite era.

In the late period of Churchill's writing caregmimarily after late 1980s, in
which she has moved more and more into a combinedtre of text, dance, and
music, she returned to the writing of works on @asi social subjects with a socialist
outlook again. Her more recent works on social exttsj areSerious Money1987),
which depicts the financial world of 1980se Cream(1989), which is a look at
British attitudes to America and vice verdéad Forest(1990) which is a play about
Romanian RevolutionThe Skriker(1994), which is a play about fairies combining
English folk tales with modern urban lifeives of the Great Poisone($991) which
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deals with ecological issuelsag.doc (2003) which is a play on Iraq war aBgven
Jewish Children-A Play for Gaz2009) which is a play on the situation in Gaza.

Since the purpose of this thesis is to exploredikersity of feminist voices
which appear in the plays of Sarah Daniels, PamsGamd Caryl Churchill, the two
plays to be discussed in this chapter; V.ewmegar Tom(1976) andlop Girls (1982)
have been chosen from the plays written in the taigeriod of Churchill’s writing
career in which she was predominantly concernel feininist politics. The central
concern in this chapter therefore will be the asialyof the various voices of
feminism operating in Churchill’'s two playginegar Tom(1976) andTop Girls
(1982) and the plays may be regarded as examplasstiwar feminist drama which

reflect the opposing voices within the feminist noest.

Vinegar Tomwas written by Caryl Churchill in 1976 for Monsa®
Regiment. Different feminist voices appear botldiamatic narrative and the songs
which are about superstition, fear of female saiuahd ignorance in the play. The
dramatic narrative of the play does not presenttwitunt as something which
merely men are accused of. In that part, thereateer an emphasis on class
distinction and patriarchy. The female charactarthis play suffer doubly because
of both their gender and their poverty. The evemtghe narrative parts of the play
take place in a small village in the seventeentitwg. In the preface to her work,
Churchill says: “I wanted to write a play aboutahiés with no witches in it; a play
not about evil, hysteria and possession by thel,dewt about poverty, humiliation
and prejudice and how the women accused of witfhsaav themselves” (Churchill
(1985) 133). She adds that during her research wirmg Vinegar Tomshe
realized “the triviality of the offences of witchesd that the women who were
accused of witchcraft were generally those whonaaly outside the boundaries of
society, old, poor, single and sexually unconverio@Churchill (1985) 133). The
female characters in the play are therefore degiate oppressed because of both
their gender and their material conditions.

Along with poverty, patriarchal oppression, pattal abuse and fear of
female sexuality remain recurrent themes within pifey, each functioning as a

major factor in the false accusation of each d#férfemale character. The various
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gualities of women who are accused of witchcraét demonstrated primarily by
sensuous Alice and her mother Joan Noakes. Thaharteo female characters who
are first accused of performing witchcraft. Theg groperty owners who are on the
verge of poverty because Alice’s father has died theg have no income. Alice is
depicted as a poor and a sexually unconventionahamoat the beginning of the
play. She has an illegitimate baby of whom she toatake care and she has no
income to feed the baby. In the first scene offlag, the Man and Alice appear on
the roadside talking about witch-hunts. It is ustieod that they have made love just
before the beginning of the scene. Alice sleephk wiman she has never met before
probably because of her desire to escape from tlageiin which she lives. Alice’s
reply to the Man who thinks that the sexual relaiop with Alice is a sin reflects
how boring and difficult it is to live in such alkige like the one in which she lives.
When she says that making love with the Man infitls¢ scene is not a sin, the Man
feels uneasy and tells her not to say such thirgiowing Man’s disapproval of the
idea, she says to Man: “You'd say worse living hdfehurchill (1985) 133) The
Man in this scene can be regarded as the repréisentd masculine desires for
women and of the prejudices of society against thilan's response to Alice’s
request to take her to London also shows how thietyaa which these women live

has preconceived ideas about women.
MAN: A whore? Take a whore with me?
ALICE: I'm not that.
MAN: What are you then? What name would you put to
yourself? You're not a wife or a widow. You're

not a virgin. Tell me a name for what you are?
(“Vinegar” 133)

According to the values of the patriarchal society,which Alice and the other
victimized women live, a woman should be eithernmedror a widow if she wants to
be accepted. For these women, their only hope Ietome the wife or the ex-wife
of a man, otherwise they will be called a “whor€heir existence is defined by their
relation to men. Patriarchal ideology deprives theimtheir sexual freedom and
renders marriage a prerequisite for women’s seaxgagrience. Since Alice is neither
the wife of somebody nor is she a widow, her seiuel regarded as punishable.

! Hereafter all references to Vinegar Tom will be to thisedition and it will be marked as “Vinegar”.
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Alice’s ideas, which can be regarded as not compglyiith the social norms
of the patriarchal society, are also revealed in d@versations with her friend
Susan in various parts of the play. Susan is aietawoman, and in most parts of
the play she is depicted as psychologically wedkan Alice. Susan is the most
pathetic of all the women who are accused of periog witchcraft. She is a
housewife who has been worn out by constant premesnPatriarchal oppression
shows itself in the constant pregnancies and irsteeeotypical ideas of men about
women reflected in her husband’s attitude to emény cases, she can be regarded
as a foil for Alice. For instance, in Scene V, Susad Alice talk about Susan’s
reluctance to have a baby and her fear of laboinmsparhey do say the pain is
what’s sent to a woman for her sins. | complairest time after churching and he
said | must think on Eve who brought the sin irite world that got me pregnant. |
must think on how woman tempts man (...)"” (“Vinega#6). Through the words of
Susan’s husband here, Churchill is referring toféloe that the gender-biased opinion
and the religious doctrines of patriarchal socgetidout women date back to the
beginning of humanity. Based on these doctrines,hlisband tells Susan that all
women deserve this pain because it is Eve who dansmankind to be expelled
from Eden and women tempt men with their charm lbeduty. Upon this, Alice
adds:

| hate my body... Blood every month and no way out of
that but to be sick and swell up, and no way ouhaf but
pain. No way out of all that till we're old and tlsaworse. |
can't bear to see my mother if she changes hehedotif |
was a man I'd go to London and Scotland and newarec

back and take a girl under a bush and on my way.
(“Vinegar” 146)

Alice is aware of the fact that being a woman isdhat all ages. When younger,
women have to endure pain during menstruation tlagyl get rid of this pain at older
ages but now the female body loses its beauty #rattiveness. Alice envies men
who do not have such difficulties and reflects dhesire to be like the Man in the first
scene with whom she has slept. It can be saidAtle is the only character who is
conscious of men’s prejudice against and their reétnent of women. Following
this dialogue, they talk about marriage:
SUSAN: You always say you don’'t want to be married.

ALICE: | don't want to be married. Look at you. WHo
want to be you?
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SUSAN: He doesn’t beat me.

ALICE: He doesn't beat you.

SUSAN: What's wrong with me? Better than you.

ALICE: Three babies and what, two, three times anised
and wonderful he doesn’t beat you. (“Vinegar”
147)

Susan, who is a more submissive character thar ABcglad that her husband does
not beat her, even though she thinks he has atogtd this. On the contrary, Alice
Is aware of the fact that neither Susan’s husbamdany husband has the right to
mistreat her or any other woman. It is possibly hebellious and sexually
unconventional conduct such as having an illegitenthild that leads the villagers to
have a preconceived idea about Alice. Susan exgsdbge general idea of villagers
about Alice: “No one’s going to marry you becauseytknow you here. That's why
you say you don’t want to be married — because m&sogoing to ask you round
here, because they know you” (“Vinegar” 147). Aliseostracized by society since

she does not comply with the patriarchal norms.

Patriarchal abuse is also observed in Alice’s neaghblack’'s attempt to
exploit Alice. Jack wants to make love with Alicaysg that no one will ever know
anything about it. Alice, however, refuses him hseahe is a married man. Jack
insists that she should accept him because hedidsenn interested in his wife for
three months. He says: “Alice, I'd be good to ybion not a poor man. | could give
you things for your boy” (“Vinegar” 153). Understiing that she will not accept
him, Jack uses the girl's poverty as a weapon aghers He knows that she is poor
and she has to take care of her child, for thameahe talks about a highly sensitive

subject and tries to take advantage of her poverty.

Under the influence of Alice’s sexual attractivesie¥ack gradually loses the
power of rational thought. He visits the cunning veom Ellen, alone to ask

something private:

Want to ask something private. It's about my.He(
gestures, embarrassett’'s gone. | can't do anything with
it, haven’t for some time. | accepted that. But na not
even there, it's completely gone. There’s a ginvibehed
me. She’s daughter of that witch. (“Vinegar” 158)

Jack claims that Alice has stolen his penis from.Hie, like his wife Margery and

the other villagers, begins to associate everythiag with Alice. The stereotypical
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castrating bitch image in his mind, he blames Alioe stealing his penis and
declares that the girl is responsible for his sexu@otence. He claims that Alice
emasculated him. The last event that provokes bkast place in Scene XIlll. Jack
goes to Alice to ask her to give his penis baclgkinig that she has taken it. Alice

and Susan do not understand what he wants:

ALICE: There. It's back.

JACK: ltis. It is back. Thank you Alice. | wasrsture you
were a witch till then...

ALICE: It's nothing. He’s mad. Oh my neck, Susarh Qi
laugh if it didn’t hurt.

SUSAN: Don't touch me. I'll be touched by a witch.
(“Vinegar” 164)

Since Alice does not succeed to drive Jack awag,mbktends that she gives his
penis back to him. When Susan witnesses the esfeatthinks that she really returns
it to Jack. The influence of superstition and pdéeja is so deep on the members of
this society that even Alice’s close friend Susahdves that she is a witch. Susan’s
response can also be regarded as the first sigmedack of sisterhood among these
women who are accused of witchcraft. Patriarchgoipermeated in the society that

even women work against each other.

Alice and her old mother Joan lead an unhappy $itgfering from poverty
and loneliness. Joan seems to have no purposeertbdive. The hard conditions of
life she has to endure with her daughter have driver to drink. She complains

about her old age and poverty.

JOAN: If we'd each got a man we’d be better off.

ALICE: You weren'’t better off, mum. You've told nodten
you're glad he’s dead. Think how he used to beat
you.

JOAN: We’'d have more to eat, that’s one thing. ({&jar”
141)

Alice reminds her mother of the fact that her déaither used to beat her. It is
understood that Joan’s husband had a stereotypalal attitude towards her and she
was oppressed by patriarchy before her husband bigdhe mother insists on the
idea saying that all the same it would be bettethat at least they would have
something to eat. Poverty has made her so weakethat violence coming from

somebody that would take care of her and give bed seems a better idea to her.
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Joan’s husband’s attitude incarnating the patreroppression in her life is doubled

by her poverty.

Another reason for Alice’s and her mother Joan&imization is their greedy
neighbours Margery and Jack who want to take adgenof their poverty. At the
beginning of the play, in Scene I, Margery andkJadk of their land:

MARGERY: That Alice, is it, wandering about?
JACK: I'm surprised Mother Noakes can pay her rent.
MARGERY: Just a cottage isn't much.

JACK: I've been wondering if we’ll see them turnedt.
(“Vinegar” 138)

Jack and Margery, who want to earn more, want 3olamd. In the later parts of the
play, due to lack of money and hope, Joan visitsnegghbors Margery and Jack to

ask them to give her some yeast.

JOAN: A little small crumb of yeast and God wilklsk you
for kindness to your poor old neighbor.

MARGERY: You're not so badly off, Joan Noakes. Y@’
not on the parish.

JOAN: If I was I'd be fed. | should be on relidfien I'd not
trouble you. There's some on relief, better offrtha
me. | get nothing.

MARGERY: What money you get you drink.

JOAN: If you'd my troubles, Margery, you'd be glad a
drink, but as you haven't thank God, and lend me a
little yeast like a good woman. (“Vinegar” 144)

Margery does not want to give her any, accusingttievoman first of getting drunk
and then of not being on the parish, i.e. not aarith According to Margery, since
Joan is not on charity, she does not deserve Hpr bean emphasizes Margery’s
prejudice against her and invites Margery to empatiwith her. Realizing that
Margery will not give the yeast, she leaves, curgwegrything on their farm: “Devil
take you and your man and your fields and your camd your butter and your yeast
and your beer and your bread and your cider and gald face...” (“Vinegar” 144)
Margery’s attitude shows the double oppressionoahJand Alice, and the fact that
sometimes, women, who are economically more powerfaly oppress other women

who are economically weaker is underlined here.

In Ellen’s case, it can be said that the same resass Joan’'s and her
daughter’s persecution lead her to be accusedtohevaft. Ellen is a single woman
who tries to help others with the herbal blends grepares. She has no financial

support except the gifts of those who visit heas$@ for her help. Ellen helps Susan
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in the abortion of the baby to whom Susan doeswaott to give birth. Ellen also
helps Alice, and even Jack and Margery either Wwéh herbal mixtures or with her
psychological support. Ellen is depicted as Dostaival in the play because her
existence in fact constitutes a threat againsptioéession of Doctor, which can be
regarded as a representation of male power. Umdl 7" century, healing and
helping women during childbirth were in the handsvofmen but in the 7century
with scientific developments men took over healmgfession. In this way, women
were disempowered. Ellen’s profession in this seasebe regarded as a subversive
act against men’s power. Doctor’s rivalry and higateve attitude towards Ellen are
therefore stemmed from the fact that Ellen is fpassing Doctor’'s domain, that is to
say, men’s domain. Betty relates the doctor’s @pirabout cunning woman to Ellen:
“The doctor says people like you don’'t know anydfiirf“Vinegar” 156). Doctor,
who is disturbed by the fact that the majority objple go to Ellen to solve their
problems instead of seeing him, tells Betty thaérEdoes not know anything. The
method of treatment Doctor uses to cure the lanéowimlaughter in fact Betty is not
more scientific than the one Ellen uses, and h®tsa doctor in the real sense but

only refers to himself as “doctor”.
Hysteria is a woman’s weakness. Hysterion, Grebk, t
womb. Excessive blood causes an imbalance in the
humours. The noxious gases that form inwardly every
month rise to the brain and cause behavior quitérany to
the patient’s real feelings. After bleeding you mibe

purged. Tonight you shall be blistered. You willoaobe
enough to be married. (“Vinegar” 149)

Doctor’s theory is based on a traditional theorypbysiology dating back to Greek
and Roman physicians and philosophers. Accordirtgisotheory, the state of health
and by extension the state of mind, or charactpeged upon a balance among the
four elemental fluids: blood, vyellow bile, phlegmand black bile
(http://www.wsu.edu/~hanly/chaucer/coursemateriatsurs.htm| 18/04/2009, 14:30).

The excess of one of these bodily fluids would Itegu various illnesses and
disabilities. According to Doctor, Betty’s distreissnot the result of other people’s
attempt to force her to marry a man she does na ht the result of excessive
blood in her body. Thus, he tries to cure Bettyngdiis own method, i.e. by bleeding
her. Betty’'s comment on Doctor: “He thinks he’sedime because | said | would

get married to stop them locking me up” (“VinegdB6) shows that his method is



56

ineffective. Like Alice, Ellen is aware of the fabtiat women like her have no chance
of surviving in a society which is replete with stgigions and preconceived ideas
about lower-class women. In Scene VI, Ellen adsiglice to forget the man Alice
has slept with at the beginning of the play: “(..hefe’ll be other men along if not
that one. Clever girl like you could think of othiaings” (“*Vinegar” 155). Having
seen that there is no chance for Alice to get tla Mho is from an upper class,
Ellen advises Alice to be interested in somethilsg @nd offers Alice to teach her
the curing methods she uses. Ellen’s handing oegerskill will mean for Alice to
take control of her own life to be independent.tiis respect, this act can be
regarded as subversive of the patriarchal normausecit means empowerment of
women through healing profession. Ellen’s wish &mdh over her healing skill to
Alice can be regarded as the only sign of bond eetwwomen even if it is not at a
level of collective struggle or sisterhood. It widmain at an individual level and it
will remain as a solution that will cause a prograst in the position of all women
but only in the position of Alice. Like other vints in the play, Ellen cannot cope
with the false accusations of villagers becauseishet powerful enough to prevent
them. As a result, Ellen can also be regardedv@sman who is doubly oppressed

both because of her gender and her poverty.

The only character who is not accused of beingtahnin the play is Betty
who is the landowner’s daughter. In Scene I, inchlshe appears on stage for the
first time, it is revealed that her parents wanttoemarry a man whom she does not
love, but Betty does not accept this man. Even thalng has improper conduct that
could be regarded as rebellious and outside theatewles determined by the
patriarchal society such as not obeying her pardmis unlike Alice she is not
persecuted:

MARGERY: | hear you're leaving us for better things

BETTY. No.

MARGERY: | was only saying yesterday, our little 9di
Betty that was and now to be a lady with her own
house and...

BETTY: They lock me up. | said | won’t marry him ey
lock me up. Don’t you know that? (“Vinegar” 140)

Her parents lock Betty up because they think that should marry the man they

have chosen for her. By not marrying him, she oppdke social norms of her time.
The acceptable patriarchal norms in the societwhich she lives dictate that she
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should marry the man whom her parents choose. H®réason, Margery advises
her to marry the man: “Hadn’t you better have hBeity, and be happy? Everyone
hopes so. Everyone loves a wedding” (“Vinegar” 140) Scene XVI, Ellen, the
cunning woman also advises Betty to marry the mhamwher parents want her to
marry:

Your best chance of being left alone is marry & rican,
because it's part of his honour to have a wife whes
nothing. He has a big house and rose garden amd tro
stream, he just needs a fine lady to make it compad
you can be that. You can sing and sit on the lawd a
change your dresses and order the dinner. Whatdwaul
rather? Marry a poor man and work all day? (“Viméga
169)

But by refusing to marry this man, Betty behavesimanner that is exactly the
opposite of the way everyone expects her to behadedeserves to be punished. In
her case, instead of a witch-hunter, Doctor treesemedy these elements of Betty’'s
behavior considered abnormal by the patriarchalespcAlthough there is no way

for those who are poorer and weaker to survivegettseealways a way for the wealthy
to be saved from accusations. Her advantage islass and with the help of her
money and power, she is saved from being calleditehwBetty can lead the

privileged life of a lady by agreeing to marry timan her parents want her to marry.

She can sing and sit on the lawn without thinkibgu anything except her comfort.

The socialist feminist voice operating through @®ve-mentioned emphasis
on both gender and class differences in the plagals itself in the relationship
between the women who are accused of witchcraftedls Considering the play, it
may be claimed that there is no collective struggflevomen for survival. On the
contrary, in several parts of the play, women mgpress other women. For
instance, Alice’s close friend Susan believes Wlate is a witch and she speaks
against Alice at the end of the play. Margery, heottemale character in the play,
works against other women. It is also interestimgt Parker’'s assistant Goody is a

woman. Probably she does this job for money.

(...) For two pounds and our expenses at the inn,haue
all that saving, besides knowing you're free of theat of
sudden illness and death. Yes, it's interestingkwa@ing a
searcher and nice to do good at the same timeragga
living. Better than staying home a widow. I'd eng like
the old women you see, soft in the head and fulbpfe
with their muttering and spells. (“Vinegar” 168)
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She says that she supports herself with this jabshe is glad that she does it since
otherwise she would probably be like Joan, an attbw who is accused of being a
witch. Along with Margery and Susan, her existemgethe play is significant
because the two women demonstrate that Churchdé dwt accuse only men for
being the cause of these women’s suffering but tinate is a lack of collectivity
between women in the play as well. As a womangatof helping other women
who are accused of performing witchcraft, Goodyfgne to function as an
accomplice to the persecution of these women. @lildoes not present men as the
root cause of women’'s problem. The significant pastthe socialist feminist
principle about women’s oppression. According tos thprinciple, the sexual
oppression is not common to all women. Sometimiesret may be differences
between the women because of their material camditiFor this reason, it is not
possible for women to form a unity, since clasansmportant factor that cannot be
ignored and each class will be subjected to a réiffiekind of oppression. Even
women may oppress each other every now and thethelplay, it is also implied
that poverty may lead women to harm other womemratadhem. Otherwise, they
may be treated in the same way as Joan and Akceeated.

In contrast with the dramatic narrative of theypthat employs a socialist
voice, it can be claimed that there appears a ahdiessage in the last scene of the
play. This scene can be considered to have a fadieasage that all men are
responsible for the suffering of women who are aedusf witchcraft since they
consider women merely as sex objects. The scehales Sprenger’s and Kramer’s
conversation preceding a song that refers to thernsabjects handled in the play.
Sprenger and Kramer are the authors of the botad tialleus Maleficarum, the
Hammer of Witchéswhich was highly influential in the seventeenth cent
Churchill touches upon the misinterpretation of gmdjudice against women that
have existed for centuries with the conversatiotwben Sprenger and Kramer. In

? The Malleus MaleficarurfLatin for "The Hammer against Witches") is a famaext about witches,
written in the Middle Ages by Heinrich Kramer aratdb Sprenger. It is a misogynist book accusing
women of being specifically inclined to witchcraftlaiming they were vulnerable to demonic
temptations because of their various weaknessegdtbelieved that they were weaker in faith and
were more carnal than men. For more informationtBeeofficial website of the Jesuit University of
New York at http://www.fordham.edu/halsall/sourcidivesl.html.
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this scene, they explain the reason why a greatetbau of witches is found in
female gender. They say:
SPRENGER: Here are three reasons, first because
KRAMER: women are more credulous and since theadim
the devil is to corrupt faith he attacks them.
Second because
SPRENGER: women are more impressionable. Third
because
KRAMER: women have slippery tongues and cannot
conceal from other women what by their evil art
they know.

SPRENGER: Women are feebler in both body and mind s
it's not surprising. (“Vinegar” 177)

Sprenger and Kramer think that women are spedyicaiclined to perform
witchcraft. They claim that women are more vulnegatd the devil's temptations
owing to their various weaknesses. According tarthlhe main reason is that: “she
iIs more carnal than a man... formed a bent of rib/smds an imperfect animal”
(“Vinegar” 177). This way, through Sprenger's andaker's words, Churchill
emphasizes one of the reasons for women’s suffamitite seventeenth century. The
belief that women are weaker in body and mind aedceeated from the rib of man
led to the development of a strong prejudice tbatdd women into the position of
servers. In this respect, the main reason for tbguent accusations of women for
performing witchcraft is the preconceived beliefttllgues women to be more
sensual than men and they are therefore more apérettemptations of the devil

and more inclined to tempt men with their charm.

Churchill’'s songs on the other hand present adblEnsocialist and radical
voices. The songs used either before or afterrdifescenes relate the major themes
in the play such as superstition, ignorance and tdafemale sexuality, and
sometimes they emphasize the root causes of witntslsuch as class differences
and gender. For instance, by putting the song aemigeof Scene XVI immediately
after Betty’'s and Ellen’s speech in which the clpssilege of Betty is reflected,
Churchill directs the audience’s attention to thetfthat the targets of this kind of

accusation are almost always young, sensuous awdymmen.

If you float you're a witch

If you scream you're a witch

If you sink you're dead anyway.
If you cure you're a witch

Or impure you're a witch
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Whatever you do, you must pay...

Got big tits you're a witch

Fall to bits you're a witch

He likes them young, concupiscent and poor. (“Varég
170)

With the song following the conversation betweeleftbnd Betty, it is reflected that
there is no chance to survive for those who areisext of performing witchcraft
because whatever they do they cannot change thadmed and superstitious
opinions of the society in which they live. Undexck circumstance, the victims of
this prejudice and superstition are those who axeng and sexually attractive as
well as those who are poor as reflected in theatige parts of the play. In this song,
women'’s gender and poverty are reflected as themmaptives for the accusations
against women. In the last line of the above-gigetation, the pronoun ‘He’ is
used to imply that men are to blame, instead @rrigfy to those who accuse women

with the pronoun ‘they’ or ‘she’.

There are similar messages in the song titledI"®t&dmen” at the end of the
play. But the difference is that in this song, naee directly addressed and they are
challenged for their wish to see women as sexu&otd)jthe sexual power of whom
comes from evil. The stereotypical image of womegml is depicted as the product

of men’s sexual desires, i.e. the product of thg man are inclined to see women.

Evil women

Is that what you want?

Is that what you want to see?
On the movie screen

Of your own wet dream

Evil women (...)

Do you ever get afraid

You don't do it right?

Does your lady demand it
Three times a night?

If we don't say you're big

Do you start to shrink? (“Vinegar” 178)

Churchill refers to men’s castration fear and refsithe audience both of Jack’s
blaming Alice for his sexual impotence and alsdah& Man in the first scene, who
gets angry with Alice and calls her a whore, whea says that he is not big and
strong. Thus, it is emphasized that women are ddeewé because men have a
tendency to see them as evil and to attribute their impotence to women because

of their fear of female sexuality and attractivenes
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Therefore, it may be finally said that, in theienplay, there is a blend of
various feminist voices. Socialist voice which ralgeitself with the oppression of
women by both patriarchy and poverty and with theklof collectivity between
women who are accused of witchcraft, and radicatevoperating in the emphasis
on the continuing oppression, misinterpretatiommnd prejudice against women that
have existed for centuries — especially with theveosation between Sprenger and
Kramer and several songs — all mirror the oppasstiand variety of voices within
the feminist movement. Churchill$op Girls (1982) is similar toVinegar Tom
because it also includes a mixture of differentifest voices.

Churchill wroteTop Girls(1982)six years later thaWinegar Tomand it was
first performed by the Royal Court Theatre. Theyptaone of the well-known plays
of Churchill and it was awarded Obie prize in 1988p Girlsdramatizes Marlene’s
life, a professional who is employed at the emplegitragency called 'Top Girls'. It
also depicts her interactions with the family stss teft for her career. Marlene
leaves her working class background to pursue dilmhnsuccess, leaving her
illegitimate child Angie with her sister, Joyce. @bhill brings up many questions in
the course of the play, including what successn@ i@ women's progress in the
workplace is a good or bad thing. Elaine AstorhenFeminist Views on the English

Stage comments on Churchill'$op Girlssaying that:

Characteristic of her playwriting in the 1990s,réfere, is

a concern to make audiences see the potentially
catastrophic consequences of late twentieth-century
capitalism (to which events of 9.11 bear witne¥g)thin

this theatrical landscape women'’s lives continuertterge

as the most at risk, the most damaged. More spaliyfj it

is the organization of mother-child relations isacial and
cultural economy that continues to privilege prdehre
over reproduction, that remains a focus of her feshi
critique (20).

Aston states thafop Girls is a socialist play showing the negative effects o
twentieth-century capitalism. It emphasizes thet flat “top girls” principle of
liberal feminism is not enough to improve the livasthe majority of women by
portraying Marlene at work and her lost past witlr bhild left alone due to

Marlene’s ambition.



62

In Keith Peacock’sThatcher's Theatre: British Theatre and Drama i th
Eighties,it is again suggested that Churchill criticizes thdividualistic approach to
women'’s problems that was dominant during Thatshgovernance:

Churchill's socialist-feminist interrogation of wems
status in Britain under Thatcher therefore conciutthat in
spite of its high profile during the 1970s, the faist
movement had not significantly advanced the caulse o
women (...) The mere presence of a woman Prime
Minister, herself a bourgeois feminist, offered gieater

opportunities for the majority of women who couldt ror
did not aspire to be "top girls." (95)

As Aston and Peacock point out that Churchill uhdes the fact that the capitalist
way of looking at women’s problems based on othepgression on account of
economic advance and success is, whether or reiedeto Thatcher’s viewpoint,
cannot help women overcome their problems by showiagiegative effects of this
kind of a viewpoint on women, and particularly orothrer-daughter relationship

reflected in the relationship of Angie and Marlene.

Although Aston and Peacock considap Girlsa socialist play, it presents a
more complex structure which consists of a blendfeshinist voices revealing
themselves in different scenes in the play. Chillrdhi an interview ininterviews
with Contemporary Women Playwrighiyg Betsko and Koenig, talks about her own

play:

What | was intending to do was make it first loskthough
it was celebrating the achievements of women aed th
by showing the main character, Marlene, being ssfaé
in a very competitive, destructive capitalist wagsk, what
kind of achievement is that? The idea was thabitilel start
out looking like a feminist play and turn into acidist one,
as well. (78)

As Churchill states, the play gives the impressiba liberal play, depicting various
women from history each of whom has succeed ingvalral society in subversive
and radical ways, however, the play, then, gragiualins out to be a mixture of
different ideas with the reflection of the suffeyinnderlying the successes of women
in the first scene and with the introduction of tim@jor character Marlene in the

play, portraying the cost of her success.

The first scene, in which six women appear onestagorder to celebrate
Marlene’s promotion at the ‘Top Girls’ employmeigeacy, on the surface, gives the
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impression that a liberal feminist voice operateshie stories of these women. The
scene includes historical female figures assemtdetéll one another the travels,
intellectual accomplishments, and love affairs tieate made them "top girls”. First,

they share their extraordinary achievements. Iimsethat the liberal voice reveals
itself in the conversations between these womerause all these women are
dramatized as courageous women who changed thes And had extraordinary
achievements. However, through a deep analysiseif $tories and the atmosphere
in dinner scene, it can be claimed that the ferhwigce operating in the scene is
actually radical because all female historical fegusuffered from patriarchy and the
decisions they had to take to escape from pat@éroppression includes a radical
and subversive motif with the exception of GriselHacept Griselda, they have all
assumed a masculine standpoint to react againsanshaal oppression or in some
cases to assert their own identity. The first worw&o joins Marlene is Isabella Bird

(1831-1904) who was the child of a clergyman. Sufte from gout, she was

prescribed frequent travel. Taking the advice aof d&ctor, she made trips all over
the world. Isabella's travels prevented her frommiag close relationships and she
had short periods of agony when she returned hoeteelen her travels. She
describes her regret about the past due to herdaib establish a close relationship

with her sister Hennie and her husband John.

Whenever | came back to England, | felt | had sahmio
atone for. Hennie and John were so good. | didowdgn
my life. | spent years in self-gratification. Sohurled
myself into committees, | nursed the people of Tolmey
in the epidemic influenza; | lectured the Young Wéoris
Christian Association on Thrift. | talked and tadke
explaining how the east was corrupt and vicious.tMyels
must do good to someone beside myself. | wore rhpse!

with good causes. (Churchill (1990) 77’2)

Having realized that she had not helped anyoneemlife, Isabel decided to help
other people and dedicated herself to committeée. i@ursed people during an
epidemic influenza, she lectured them but meanvdhiteneglected her sister and her
husband. After Hennie and John died, she came dretréhat she has not been

interested in them before. She adds:

* Hereafter all references Tmp Girlswill be to this edition and it will be marked asofi”.
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| did wish marriage had seemed more of a steped trery
hard to cope with the ordinary drudgery of lifewas ill
again (...) | ordered a tricycle, that was my idea of
adventure then. And John himself fell ill, (...) Id#n to
love him with my whole heart but it was too late \ And

he faded and left me. There was nothing in my (if€op”

65)

After she married, her husband John felt ill ad v&he began to be interested in him
but it was too late because he died soon afterdmeillv Isabella too was not well.
However, she never thought that everything was awer she continued to travel.
She says: “I determined to leave my grief behind set off for Tibet” (“Top” 66).
Although she lost her most beloved ones Hennie Jamioh, she was not overcome
with grief. She was always determined to overconeegriefs in her life. She made
her own choice and decided to continue her trawels she died. But her travelling
also can be regarded as a subversive act againstrglay since traveling was men’s
pursuit in Isabella’s time. As a consequence of swversive behaviour, she was
punished even though her punishment was a persoeatlepriving her of her sister

and her husband.

Lady Nijo’s story includes subversion of patriarchalues as well. She is the
second historical female figure who joins Marlemel dsabella. She grew up in the
Japanese Court. When she was 14, she became aseoudf the Emperor, who was
15 years older than herself. Nijo gave birth torfohildren; one was the emperor’'s
child, and the others were from lovers she hadawittthe emperor's knowledge. She
recounts how she saved a dangerous situation whergave birth to her second
child by a lover.

(...) 1 announced | was seriously ill, and Akebono
announced he had gone on a religious retreat. kerhe
round the waist and lifted me up as the baby wans.lide
cut the cord with a short sword, wrapped the babwlite
and took it away. It was only a girl but | was sotw lose it.
Then | told the Emperor that the baby had miscdrrie

because of my illness, and there you are. The dange
past. (“Top” 70)

Since she was the courtesan of the Emperor, shadlithave the right to have a
lover. She had to conceal her relationship fromBEh®eror saying that the baby had
been miscarried. She also talks of another incittaitmade her angry. She says that
when she was eighteen the men at a ceremony heatvbmen with a stick across

their loins so that they would give birth to sonstead of girls. For this reason, the
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Emperor beat all his courtesans along with Lady Mijt he also told his attendants
to beat them. Because of their anger Lady Nijo arelad her friends made a plan.

(...) and the ladies all hid/in his rooms, and Lady

Mashimizu stood guard at the door, and when Hiselstygj

came in Genki seized him and | beat him till heedrout

and promised he would never order anyone to hdgasn.

Afterwards there was a terrible fuss. The noblegewe

horrified. ‘We wouldn’'t even dream of stepping oauy

Majesty’s shadow. And I hit him with a stick. Yedjit him
with a stick. (“Top” 80)

Lady Nijo had the courage to punish the Emperobégting him until he promised
that he would never order his attendants to beattirtesans. This event frightened
the nobles and they were banned from being clogheécEmperor and his court.
After she fell out of favor in the court, she dexddio leave and became a Buddhist
nun and walked throughout the country. She gavehempthree children by her
various lovers and was denied the privilege ofregler father when he was about to
die. Even though Lady Nijo had many difficulties and eq®d the role given to her
in the past like Griselda, she made her own waylmwdme an independent woman.
But, her actions as in Isabella’s situation carrdgarded as complete reactions to
and subversive against patriarchal rules. Shersat fiad love affairs with other men
even though she was not permitted to have a rakdtip with someone other than
the emperor. Then, she broke up the mother-childr@md by leaving her three
children from her lovers. And finally, she beat t®peror to punish him because of
his mistreatment of the courtesans. As a consegueinlcer subversive acts she was
punished and banned from being close to the Emperourt. She led the rest of her

life as a Buddhist nun in isolation.

Dull Gret is the subject of the painting Dulle Griyy Pieter Breughel. She is
a woman wearing an apron and armor. She leadsvedcod women dressed in
aprons and attacks Hell, fighting the devils. Liather women, she assumed a
masculine standpoint by declaring war against ldedn though women were not
supposed to fight. At the end of the scene, digher own story.
(...) My big son die on a wheel. Birds eat him. Mybaa
soldier run her through with a sword. I'd had eroulgwas
mad, | hate the bastards. | come out my front dbat
morning and shout till my neighbours come out asaidl,

‘Come on, we're going where the evil come from gy
the bastards out’. And they all come out just asyth
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was/from baking or washing in their aprons... Oh vixeg
them devils such a beating. (“Top” 82)

She lost her ten children by a murderous invadimmgya Therefore, she invited her
neighbors to go to where the evil comes from, tdl,He take revenge of her
children’s death and they fought a war againsthaidevils of Hell. In the end, she
managed to take revenge for her children. Althosigld does not tell anything other
than her fight with the devils of Hell, her detenaiion to take revenge for her
children and her revolt against the devils of Helh be regarded as evidences of her
courage as a woman. In this respect, her act ditifig can be regarded as a

subversive effort against patriarchal sexual rateeh dictate women cannot fight.

Pope Joan joins the other women following Gret'svat. Pope Joan is a
legendary female who is thought to have disguiserddif as a man and served as
Pope of the Roman Catholic Church between 854 &td Boan, who is English,
chose transvestism and disguised herself as amandér to follow manly pursuit of
education. She fled to Athens to study with heetowhen she was 12. “There was
nothing in my life except my studies (...) | was pdomworked hard | spoke
apparently brilliantly (...) suddenly | was quite faus, | was everyone’s favorite.
Huge crowds came to hear me” (“Top” 66). She becamasaest, then a cardinal and
she succeeded the Pope soon after. She took mdadmeing Pope: “Yes, | enjoyed
being Pope. | consecrated bishops and let peopsenky feet” (“Top” 68). However,
her success did not last long. She had a new |lorer,of her chamberlains. She

became pregnant.
(...) I just had to get off the horse and sit dowm &
minute... Great waves of pressure were going thrangh
body, | heard sounds like a cow lowing, they cameal
my mouth. Far away, | heard people screaming, Pbpe
is ill, the Pope is dying’. And the baby just stidt onto the

road... They took me by the feet and dragged me but o
town and stoned me to death. (“Top” 71)

Since Pope Joan was not used to being woman, shaadlirealize that she was
pregnant and she gave birth in public. After tkhg was stoned to death as a heretic
when the fact that she was a woman was discovéede Joan, made her own
decision like other women and disguised hersela asan to continue her studies.
After that she even became Pope although “womeifldreh and lunatics can’t be
Pope” (“Top” 69). In this respect, hers is a susc&®ry like other women'’s stories
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in the play but she got a severe punishment for dufaversive act against the
patriarchal system. Like other women, as a consemuef her conduct, which is
outside the boundaries of sexual roles determiryetthds patriarchal system, she was

stoned to death in the end.

Griselda, who joins the other women last, is Hasethe wife in "The Clerks
Tale" of The Canterbury Taleby Chaucer. Griselda was a poor peasant who was
chosen to be the wife of the Marquis if she proahigeobey him always. They were
married and had a baby. However, when the baby omhg six weeks old, the
Marquis told her to give the baby up. Later Grisedghve birth to a son. The Marquis
had their son taken away after two years saying pleaple were angry about it.

After twelve years, she was forced to go home:

He sent me away. He said the people wanted himatoym
someone else who'd give him an heir and he’d getisp
permission from the Pope. So | said I'd go homenyp
father. | came with nothing/I took off my clotheé$e let me
keep a slip so he wouldn’t be shamed. And | walkethe
barefoot. My father came out in tears. Everyone gvgisg
except me. (“Top” 78)

Having promised to obey her husband unconditionahe went to her father’s
house. Then, she was invited again to prepare fohirgband’s new wedding. She
made the preparations obediently and planned haslvwg ceremony. In the end, she
was rewarded by being reunited with her childred &aer husband. In Griselda’'s
case, it can be said that she is the second charadto may be regarded as
exceptional in terms of her submissiveness. Uniilee other women in this scene,
she was dependent on her husband and obeyed honditicnally. She is different

from other women in the scene because she wageotsteical perfect wife who

chose to obey her husband unconditionally. Whenrebeunts how her husband
decided to marry her, she says: “My father couldllyaspeak. The Marquis said it
wasn’t an order, | could say no, but if | said yemust obey him in everything”

(“Top” 75). Thus, she chose to obey her husbana# mot forced on her by him.

The conversations turn to dialogues revealing evehsuffering and loss by
each of these women. Increasingly, the audienckzesathat these women have
suffered to the same extent they have gained andsufferings are particularly

related to the beloved ones lost or given up. Adhwen in this scene have suffered



68

from patriarchy and all assumed masculine standpamiassert their own identity
and as a result of their subversive attitudes thege punished or they suffered in
some way. In this way, the radical feminist voiqep@ars as a contrast to the
seemingly liberal voice which operates in the inagej@mce and individual efforts of
historical female figures in the first scene. Hoeg\after Griselda recounts her story
all the other women are annoyed because of heeddyguical attitude and with
Marlene’s toasting “We’ve all come a long way. Ta @ourage and the way we
changed our lives and our extraordinary achievesiefifop” 72), they form a
collective attitude — which is a radical elemenessence — towards patriarchy and
their common oppression by deep-rooted patriarphattices that have continued
throughout history. All these historical figureseexplify strong and talented women
who were successful in the past while foreshadowhegnature of Marlene’s choice
which resulted in her achievements and succesfeatTiop Girls’ employment
agency but also led to her abandoning her famigerAthe dinner scene, the plot
focuses on Marlene. Churchill utilizes the femaharacter Marlene to show how
women may be successful and may get what they wahey try hard and take
responsibility for their own lives. Until the lastene, Marlene is represented as a
"top girl", displaying her material achievementsidhe power she has even though

she has it at the expense of her personal life.

The rest of the play until the last scene, Markerechievements at the
employment agency and her ambitious nature alonly the demanding nature of
her colleagues Nell and Win are reflected. Nell &oh are self-assured, clever
women who have achieved success and independeac@mate-centered system and
they reversed their secondary position they occlpecause of their gender in the
working world which has always been in the handseh. In other words, they have
been emancipated and started to get equality weh im the competition for work.
In such a competitive environment in modern societwhich women and men vie
for success, these women’s ambitious and demantdihge, and particularly their
challenge to men may be acceptable. For instancéci Il, Scene Ill, Win talks
about men’s attitude and says to Angie: “Men ardubWwullshitters, they like to
make out jobs are harder than they are. Any jolb éxkl started doing it better than

the rest of the crowd and they didn't like it” (“p0119). However, in the play, it is
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increasingly revealed that women’s humiliating tattes and criticisms are not
directed at only men but also at women. The treatrokthe candidates looking for
better positions demonstrates that the patriarphadtices preventing women from
going up are continued by women who have achiespgbsitions themselves. Nell
calls probable female employees “half a dozentthé lgirls” (“Top” 103) In Scene |,
she talks to an applicant Jeanine who wants to rtmaebetter position. Hearing that
the applicant wants to marry, Marlene says:
MARLENE: So you won't tell them you're getting
married?
JEANINE: Had | better not?
MARLENE: It would probably help.
JEANINE: I'm not wearing a ring. We thought we
wouldn’t spend on aring...

MARLENE: There’s no need to mention it when youfgo
an interview. (“Top” 85)

Marlene tells the girl that she had better nothell plans to marry in a short while at
an appointment, because it would cause the employdiave a negative attitude
towards her. In a way, she tries to tell her thahe wants to be successful, she will
have to sacrifice her personal life. The marriage Marlene is not something
appropriate for those who want to make their wath&o‘top’.

Marlene’s attitude towards Jeanine lacks any sehsenpathy and solidarity
as well. It is true that Marlene’s job is to helppke in finding jobs but she talks to
Jeanine more like a boss talking to her employekecaiticizes her preferences about
the kind of job she wants in a harsh way, implyiingt they do not comply with her

marriage plans.

JEANINE: I'd like to travel.

MARLENE: We don't have any foreign clients. You'd
have to go somewhere else.

JENAINE: Yes | know. | don't really... | just mean ()...

MARLENE: Does your fiancé want to travel? (...) lsth
what you want to be in ten years?

JEANINE: | might not be alive in ten years.

MARLENE: Yes but you will be. You'll have children.

JEANINE: | can't think about ten years.

MARLENE: You haven't got the speeds anyway. (“Top”
86)

Marlene says that she should be decisive if shesmango up in her career and
implies that Jeanine can make plans for the nexyéars if she makes plans about
her marriage. After that, Marlene sends the girlatointerview for a job which
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Marlene herself wants her to go rather than tonéerview for a job which the girl

prefers.

Marlene’s ambitious nature is also demonstratedhan meeting between
Howard Kidd’'s wife Mrs. Kidd and Marlene, who hagentradicting views about
the role of women in society. Mrs. Kidd whose husbs promotion has been
prevented by Marlene’s promotion visits the agetwyask Marlene to refuse her
promotion so that Howard Kidd could get it.

MRS KIDD: ... What's it going to do him working for a
woman? | think if it a man he'd get over it as
something normal... It's me that bears the brunt.
I'm not the one that's been promoted. | put him
first every inch of the way... It has crossed my
mind if you were unavailable for some reason, he
would be the natural second choice...

MARLENE: If he doesn't like what's happening here h
can go and work somewhere else.

MRS KIDD: It's not that easy, a man of Howard's ayjeu
don't care. | thought he was going too far but he’s
right. You're one of these ballbreakers/that's what

you're. You'lll end up miserable and lonely.
You're not natural. (“Top” 113)

It is revealed that Howard, who has a stereotypivale attitude created by
patriarchal system, cannot stand the idea of wgrkimder a woman executive. His
wife says that if a man had received the promoirmtead of Marlene, he would
probably accept the situation thinking that it @mal. However, since the one who
has been promoted is a woman, he cannot accépaitene says that he can go and
work somewhere else if he does not like the admmatisn in the employment
agency. Even though Mrs. Kidd’s request is unreallen Marlene’s reply “Could
you please piss off?” (“Top” 113) causes Mrs. Kiddose control and say: “You're
one of these ballbreakers (...) you're not naturarop” 113). Mrs. Kidd’s answer
in fact describes Marlene’s ambitious and demandatgre and it is the response of
a stereotypical wife.

The same attitude is observed in the interview &itivoman named Louise
conducted by Win who is another employee working“fosp Girls” employment
agency.

WIN: You shouldn't talk too much at an interview.
LOUISE: | don't. | don't normally talk about myself

know very well how to handle myself in an office
situation. | only talk to you because it seems @ m
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this is different, it's your job to understand me,
surely. You asked the questions.
WIN: | think | understand you sufficiently. (“Tol'07)

Louise is a woman who has a good job, but she wantkange her job because she
has spent twenty years working for the same compandyshe has achieved nothing
except staying at the level where she is. After keuanswers her questions, Win
warns Louise not to talk too much at interviewaligh Win is the one who asks
questions. Then, to Louise’s surprise, Win suddesmiks Louise an irrelevant
guestion “Do you drink?” (“Top” 107), as if she mot the one who has warned
Louise. Louise does not understand the reasondmghbasked such a question but
Win does not explain the reason, instead says“bdiynk” (“Top” 107), referring to
her drinking which is a masculine practice in fact.

The results of Marlene’s ambition and succeswuafelded in the last act. It
is revealed that Marlene has chosen to leave hgghtler Angie and has had two
abortions for material success. In this act, Chillrekplores the nature and meaning
of the economic, social and professional succasedonen in a world dominated by
men. If women have to sacrifice something or redefan essential part of
themselves, what is the value of the highest aehnant? What kind of an
accomplishment is it to be successful in a competivorld? And, what is the price
of it? In this scene set a year before the othenex, Marlene visits her sister and
Angie thinking that Joyce has invited her. Angi@nking that her aunt is her real
mother calls Marlene secretly and says that hehamnatoyce has invited her to visit
them. However, after Marlene comes, she understdraisloyce has not invited her
but it was only Angie’s idea. The crisis that asighiring the sisters’ conversation
allows the audience to witness how different the sisters are. On the surface, the
stories of the two sisters can be said to revéiakaal feminist voice because like the
women in the first scene, they resume responsiliit what they have done. Each
argues for what she has done and neither of thetiependent on men. However,
through a deep analysis of their discussion, itnslerstood that the two sisters
represent the two opposing ideas; Marlene, like rothemen in the first scene
represents the ambitious woman who preferred teeserequity with men whatever
it costs and Joyce represents the sacrificing womha preferred to stay as a
working-class woman. Joyce is divorced from herblansl and lives on her own and

looking after Angie. She says:
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He was always carrying on, wasn’t he? And if | veahto
go out in the evening he’d go mad, even if it wathing, a
class, | was going to an evening class. So he had t
girlfriend, only twenty-two poor cow, and | said ga, off
you go, hoppit. (“Top” 136)

Male sexuality and patriarchal oppression reve&elfi in the form of the
dissatisfaction of Joyce’s husband with his wife amdhe form of his search for
another woman. Joyce, who realized that her hushadda girlfriend, instead of
accepting the situation, divorced her husband aewuiddd to live on her own. She
also complains about her father’s “animal” like babar, his drinking habits and the
violence their mother experienced because of hebdnd, which are stereotypical
male behaviours as well. In a similar way, whencéostresses that they do not need
men, Marlene replies: “Well | do. But | need adweatmore” (“Top” 137). Marlene
like her sister is not dependent on men, but shesisi¢hem only for adventure.
Marlene’s statements, which reveal the fact that ishsorry for the wasted life of
their mother due to her father, disturb Joyce whyspaeekly visits to her mother.
The two also argue about whether Marlene’s abandahnof Angie was an
advantage to Joyce who has lost her own baby. Jalgoementions that she has to
do four cleaning jobs to take care of Angie becalsecan only find these jobs that
were available for women due to her lack of edocataind her class. Then the
tension rises when the argument turns into a palibne.
MARLENE: who'’s got to drive it on? First woman pém
minister. Terrifico. Aces. Right on. / You must
admit. Certainly gets my vote.
JOYCE: What good'’s first woman if it's her? | sugpo
you'd have liked Hitler if he was a woman. Ms
Hitler. Got a lot done, Hitlerina/Great adventures.
MARLENE: (...) Haven't learnt to think for yourself |
believe in the individual. Look at me (...) | hate
working class/which is what you're going to go on
about now, it doesn’t exist anymore, it means lazy

and stupid/l don't like the way they talk.
JOYCE: What about Angie? (“Top” 139-40).

The direction of Marlene’s and Joyce’s argumentiselnem into a discussion about
Margaret Thatcher. Elaine Aston, in hEeminist Views on the English Stage

comments on Churchill'$op Girlstalks of the historical context of the play:

When Top Girls was first performed it was some three
years after Thatcher came to power (1979) and a yea
before her re-election for a second term of offiskeady,

the idea of materially driven ‘Super-woman’, Chulth
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kind of ‘top girl' Marlene figure, was taking holdBut
career and economic advancement consequent upem int
and intra-sexual oppression, (...) does not necédgsari
provide a progressive way forward, can hardly,hespglay
shows, be equated with feminism in any positivessest
all. (21)

When the play was written, the first women Primenigtier of Britain was in power.
She was the first woman elected Prime Ministerhef ¢country and the only in the
20" century to serve three consecutive terms which thaslongest since 1827.
While her uncompromising style brought about mamgnges in Britain such as low
taxes and privatization of state-owned firms, sh&nown for her “commitment to
harsh economic individualism and people cannotdbmmne of her most famous

quotes: “There is no such thing as sociétytp://www.euronews24.org/europe/thatcher-

legacy-stalks-britains-conservativeld/04/2009, 20:30)According to Aston, Churchill

in her play underlines the fact that women canmbtaipead by means of any career
and economic advancement achieved by means of ntne- iand inter-sexual
oppression. Aston’s interpretation in one handyalall, the governance of Thatcher
as the first woman who managed to achieve suchigogian also be regarded as a
radical change in the political arena. Marlene admiThatcher as the first prime
minister whereas Joyce disapproves her policiemgaiat Marlene would admire
Hitler if Hitler had been a woman. In that sensean be said that Marlene’s opinion
which is also emphasized throughout the play is momre individualistic. She
believes in the future “I think eighties are gotoagbe stupendous” (“Top” 137). She
is ambitious and demanding, sacrificing everythimgher future advancement. But
her future is her daughter Angie and Angie’s futaamnot be regarded as a dim
future rather than a bright one. Marlene claims #myone can succeed in anything if
they have what is necessary for it. Joyce’s anstWéhat if they haven't, like
Angie?” (“Top” 140) is a question that is askedotighout the play. Even though
Marlene answers “she’ll be all right” (“Top” 140he knows that Angie will not
going to make it to the top as she says “she @oihg to make it” (“Top” 120) in
earlier parts of the play. After the end of theusmgnt between the two sisters,
Marlene is seen alone on stage sleeping until Angrees asking “Mum?” (“Top”
141). The fact that whether she is seeking her erdibcause of a nightmare or she
has overheard their argument is not revealed. Bubugh Angie’s statement
“Frightening” (“Top” 141) Churchill implies that théuture for which Marlene
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sacrifices her personal life and her family is kleBhe difference between the selfish
nature and the sacrificing nature is dramatizeth Wit relationship between the two
sisters As Marlene enjoys her career as a ‘top girl, herkimg class sister Joyce has
a less successful life caring for Marlene’s daugiteom Marlene has ignored and
sacrificed for her career. The difficulty women hawmereconciling work with the
family life is examined as an unresolved problemha play. The individualistic
views of women and radical changes in working emmment for financial
advancement which were reflected in Marlene’s aimoitn the play cannot help
women make progress because it leads them to igheirepersonal lives as it does
in Marlene’s situation. Marlene’s ambition is alsightening in that it includes the
oppression of others who are in a lower positie he potential ‘top girls’ in the
employment agency and an indifference to persoif@al As a result, it can be
claimed that the play examines the meaning of wosnerhievements in society and
questions whether individualistic approach and ékzeme ambition of women to
take the lead in working environment which are gooeinded by radical feminism
could be adequate to improve the lives of women.

In conclusion, Churchill’'s two playsyinegar Tomand Top Girls include
different feminist voices rather than reflecting ywine feminist standpoint. In the
play, a blend of various feminist voices may beardgd as existent. Socialist voice
which reveals itself with the oppression of womenhoth patriarchy and poverty
and with the lack of collectivity between women wdre accused of witchcraft, and
radical voice operating in the emphasis on the ioaoimg oppression,
misinterpretation of and prejudice against womeat thave existed for centuries —
especially with the conversation between Sprengdrkramer and several songs —
all reflect the different ideas and variety of \@scwithin the feminist movement
itself. Churchill’'s Top Girls (1982) is similar toVinegar Tombecause it also
provides a complex picture of the variety of voiessstent in feminist movement.
The radical voice reveals itself in the first scenehich is seemingly liberal because
of the recounted achievements of women — througtstibversive positions women
and Marlene take against patriarchal oppressioh thié exception of Griselda and

the liberal feminism operating in the criticismthé extreme radicalism in the end.
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CHAPTER IlI

FEMINIST VOICES IN RIPEN OUR DARKNESSAND BESIDE HERSELF

Feminism is now, like panty girdle, a very embasiag word.
Once seen as liberating, it is now considered tordstrictive,
passé and undesirable. | didn't set out to furitier cause of
Feminism. However, | am proud if some of my plagvé added
to its influence(DanielsPlays Ixii)

As one of the most important playwrights of theigearin which she was
active, Daniels reflects her uneasiness with tha téeminism” or more precisely of
“being labeled as a feminist”, common among margywrights of this period
within the context of an approach — of post femsiswhich views feminism as
something “passé and restrictive” and makes andiétin between being labeled “a
feminist” and being “a feminist playwright”. She@ains that she did not attempt to
be a feminist playwright, that, however, she wohéd proud if some of her plays
have contributed to the influence of the movemBaniels does not deny that she is
a feminist and that her plays are feminist playse &&ther claims that the feminist
topics included in her plays have come out of hen @ancerns and perspectives.
She argues that she did not take a decision camsgito write her work so as to suit

an existing label. On the contrary, the label séswork.

Daniels was one of the leading playwrights of @et She was also one of
the most criticized and the most controversial wiaghts who were active during
the same period with her. She was even deemednenéiating playwright when
she had her first plays produced in the most @iests theatres of Britain
(Stephenson and Langridge 4). To those arguinghéaplays are filled with anger
against men, Daniels provides an answer: “It's alobut hating men; it's about
putting the focus on women and trying to say, ‘Hegk, this is going on. This is
how it feels from here. How can we redress it?"effBenson and Langridge 4).
Daniels’s answer to those who regard her as a rmtinghplaywright in fact gives an
idea about the objective or the logic of her cstic of male power. She says that it is
not about hating men; rather, it is an attempttse awareness among women about
their problems and to ask them to consider appaigpmays to solve these problems.
In other words, it can be regarded as an endeavobring the problems of
contemporary women to the fore and to raise consogs about the root causes of



76

these problems and about the ways of solving theghrer than merely reflecting the

writer’'s hatred for the opposite sex.

Daniels’s most distinct quality, observed in alinalf of her plays, is her
notion of challenge. Her plays coherently includdiract challenge to male authority
and male superiority as well as the institutionsfoecing this authority such as
marriage, religion, and the legal system. At aerwview cited inRage and Reason:
Women Playwrights on Playwritingy Stephenson and Langridge, Daniels describes

her notion of challenge as follows:

Some plays are more political than others, butiwithcontext of
challenging a status quo and putting forward id@asleology that
have a different perspective, then my work is prlt | do want
my plays challenging. A play, to me, should bevaig to today’s
society: that’s part of why | think you write plays should tell a
story and it should also challenge. (4)

Daniels’s words given as an answer to a questiorutabocritic’s interpretation
describing her as ‘overtly political’ are explarmgtan terms of her notion of
challenge. It may be this aspect that makes thedbher plays seem radical.

Daniels’s writing career can be divided into thpegiods. In the first period,
in the early to mid-1980s, the purpose of the playlt might be said to reflect the
contemporary women’s voices on stage. The repehleahmas represented in these
plays are that of the house-wife who may be defiagdlependent on the husband
during a long-term marriage and on the demands e and on the traditions of
society, and that of the working mother and the alged daughter (Aston (2000)
154). Ripen Our Darknes$1981), Masterpieceq1983), andNeaptide(1984) are
plays produced in this period. In the second pewbith covers the latter part of the
1980s, Daniels returned to historical female regmegtions.Byrthrite (1986) and
Gut Girls (1988), the first of which deals with witch hunts the seventeenth
century, and the second of which dealing with diednouses in the beginning of
the twentieth century can be regarded as the examgflthe plays produced in this
period. In her third period, in the 1990s, Daniegtsits her focus. Examples of the
plays produced during this period incluBeside Hersel{1990),Head-Rot Holiday
(1992) andThe Madness of Esme and Sh@®94). In these plays, Daniels
concentrates on a problem which she has touched tipoughout her writing

career: madness and women. The plays of concamsithapter will beRipen Our
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Darkness(1981)and Beside Hersel{1990), the first of which was produced in the

first period and the latter in the third periodhefr writing career.

As the purpose of this thesis is to examine thkecgbns of the different
voices within the feminist movement on post-watiBh drama, the primary focus of
concern in this chapter will be the analysis of dneersity of feminist voices in the
said plays. To begin with, iRRipen Our Darknessthere is direct challenge to
patriarchy as the major cause of women’s probldiris.men’s point of view about
women and patriarchy that cause almost everythatydy problematic in women’s
lives in the play. Also, it is demonstrated in thiay, that problems concerning
women are all-pervasive and they are not limitedrte particular class or culture. In
addition, the play deals with such taboo subjestsexual abuse and homosexuality
that could not be performed on stage beforeBdside HerselfDaniels emphasizes
the male-centered society and suggests that pregbt@ncerning women are not
limited to one particular class or culture as shesdm Ripen Our Darkness.

Likewise, she also deals with taboo subjects dficibuse and homosexuality in this

play.

In Ripen Our Darknessll through the play, patriarchy and the hetexaaé
relationship, which is imposed on women ragmal human tendency, remain as
demolishing forces in the lives of almost all tharrmed female characters. At the
very beginning of the play, by portraying the ddifg of a church warden’s wife
Mary, Daniels draws attention to the problematitureof heterosexual relationships
imposed by patriarchal society and of the maldualti towards women. The first
scene of the play in which Mary is seen for thetfirme is set in Mary’s kitchen
indicating the fact that most of her life revoha®und her work in the kitchen. The
attitudes of her husband and her children aretioadil male attitudes towards the
female whose life is limited to domestic servitud@r Mary, her life is “a half
finished jigsaw while everybody else seems to hawepleted their pictures”
(DanielsPlays 111)'. Her responsibilities as a wife and as a mothernaore than
she can cope with. Her husband always complainatahe fact that she is always

late. David says: “If the church warden’s wife isable to come to church how do

! Hereafter all references fipen Our Darknessiill be to this edition and it will be shown as
“Ripen”.
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you expect us to reach the masses of Potter’s ifdr#fen” 5). It is her duty to cook
for the guests after they come back from Churchamiile, she should also be
interested in her children; she should cook fonthand talk to them. “Look at this
mess. These plates. They come in at all hours, thelmselves to something, | do
wish they would be more considerate” (“Ripen” &)e says complaining about her
children’s indifference to her burdens. Even thoalya has little time, the boys come
to the kitchen and expect her to be ready to sére. She does not have time even
to write a letter to her daughter. She only cartemo her: “Dear Anna, sorry | can’t
write much as | have to get on with the beds, Iblen” (“Ripen” 18). Moreover,
she does not have the right to make her own desiskder husband always instructs
her as if she does not have the ability to thinkudthem. In Scene I, he says: “What
we worked out about being methodical, and gettmggs sorted out in a logical
order so that it will give you more time to do thengo get important things fitted
into the day” (“Ripen’s). He instructs her about everything she doesidveses her
not to be late, reminding her of her responsik#itas a church warden’s wife, he
advises her not to nag children. In fact, it cansb&l that she does not have any
identity except as the church warden’s wife anddhi&ren’s mother and this is the

only identity that patriarchy allows women to have.

The second time Mary appears on stage is in Scene \which is set in
Mary’s kitchen again. David wants Mary to do mdrart she can do. Mary can never
succeed in satisfying his wishes. He never thimka his expectations of her are
actually what make her paralyzed and make her bemawseem chaotic and
irrational. In fact, the major problem in Mary’'$diis what her husband wants her to
be. The dialogue between David and Roger repreggtite male authority in Mary’s

life demonstrates their biased opinion about hemmaes:

DAVID: Oh, sorry. There, see what | mean? Very abse
minded.

ROGER: Well, for the short time we've known you, iMa
has always seemed a, well, a vague sort of person.

DAVID: It's not so much that as this ‘couldn’t caless’
sort of attitude. | told her you were coming, but
she didn’t have anything ready. Time and again
it's been the same. Last week, there was a twenty-
minute gap between the first course and the
pudding. Time and time again. (“Ripen” 25)
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Although she does her best to please her husbanskds her as a silly woman who
has no idea about anything. In this scene, Roberyicar, his wife Daphne, David
and Mary are playing monopoly. From the beginnifghe scene to the end, David
continues disdaining Mary. He instructs her all time and criticizes almost all of
her actions. Daphne’s comment reveals that whikyipy monopoly Mary has
offered to play to the nearest ten pounds so aavte time at the beginning of the

play but they have not listened to her.

DAPHNE: If we'd have taken Mary’s advice in thestir
place and played to the nearest ten pounds we
wouldn’'t have spent nearly two hours getting to
the buying stage.

DAVID: Playing to the nearest ten pounds! Have heard
the like, Roger? Sacrilege. | ask you. Pure
sacrilege. Well, Roger, you have my sympathy if
Daphne plays to the nearest ten pounds with the
housekeeping. Ha ha. (“Ripen” 25)

For David, anything Mary says is nonsensical ananimgless like her suggestion
about the play. After Mary is dead, David says tog&: “Shall we play to the
nearest ten pounds?” (“Ripen” 70). Even thoughitlea had seemed ridiculous to
him when Mary suggested it, it seems rational wihén his own idea. Likewise, he
does not want to take into account the extent tichvhis wife suffers and is fed up
with the works around the house. In that way, tghmut the play, Mary’s situation
Is gradually made worse by David’s insults and clamps about her. Her depression
reaches its climax with an unconscious physicattrea. When they finish playing
monopoly, Mary finds the tank which David had lestlier. She begins to strike it
with a rolling pin instead of putting it into th@X. Her outburst reflects the extent to
which she is overburdened with her efforts to complith the sexual roles
determined by the patriarchal society and sayires™yo everything David wants or
says to meet David’s expectations. Her suppressgdraand distress reveals itself
with an unconscious reaction directed not at Dawid,at a toy that bears no relation
to her anger apart from the fact that it belong9dwid.

At the end of the same scene, David says that &r@swto send her to a
retreat, a special conference for women marrieitidee connected with the Church.
At first, Mary thinks that she would go to see daughter, Anna. However, David
explains that she is in need of a retreat rather beat daughter. Mary’s soliloquy at
the end of Scene VI reveals that she is on theevefgollapse:
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In all the time we’'ve been married this is thetfiime I've
spent a week away from David. | even had the kaset
children at home... Dear God, if you want me to recoim
my life to your service please give me another, enor
appropriate sign. But this is definitely the ladtance
you're getting. Otherwise, there are going to beneo
drastic changes in this servant’s life. (“Ripen’) 38

Mary’s words show that she is a woman who has nkadra life of her own. Her
existence has been restricted by her domestichifdyer husband and by her sons.
She has three children and has to bring them upplyomg with the expectations of
her husband, who is a stereotypical husband. Aettteof her words, she prays to
God for help, saying that her life will be subjéatdrastic changes unless God gives
her an appropriate sign showing her what to dooahg the prayer, typical of her
behavior, she shuts her eyes, opens the Bible arsdher finger on a passage: “Go
thou and do likewise” (“Ripen38). God is considered to be of male gender and wit
the words Mary sees, he seems to ask her to centmthe way she has always
done, i.e. continue to serving the patriarchy. EGad is depicted as in support of
patriarchy here. After that, in Scene VII, she essafrom the retreat so as to visit
her daughter. There, she talks to her daughtentahe retreat. Her description of
the retreat “nobody was allowed to talk or commatecin any way, no phone,
nothing” (“Ripen” 43) demonstrates how boring and discouraging theat is.
David sends her to a prison-like retreat that map{acerbate her situation instead of
somewhere else that would probably make her hajppigémore relieved. Mary tells
her daughter she realized that her life was proatenwhen she started to beat the
tank, and says that everything is going to chamgesae will be more assertive when

she returns home.

In Scene XlI, the audience is introduced to a new different female figure
after Mary has returned home. In this scene, Mayss'Do it yourself” to her
husband (“Ripen” 55), which she has said neverreefdowever, Mary’'s reaction
draws her into more trouble rather than helpingddieve relief. Thinking that his
wife is not going to end her conduct deemed asiadrithie boundaries of normality
by patriarchal ideology, David decides to invitepgychiatrist, Marshall, for the
purpose of talking to Mary and examining her psyobical situation. At this point,

a recurrent theme in Daniels’s plays, insanity a¢évé@self and it can be regarded as

a theme going hand in hand with women’s oppressiaime play. Throughout the
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play, the reason for Mary's submissiveness is hreadl of being thought of as
‘abnormal’ by the patriarchal society which bagsddeas of normality on the male.
When Mary begins to question her life and her i@hsthip with almost everybody
around her, including her husband David, his friQadjer and her sons, who regard
her as mad. In Scene VII, when she visits her daugkhe confesses that she has
come to the conclusion that she has wasted hewbieying about a lot of trivial
things and adds: “All my life I've dreaded beingtight of as abnormal, while I've

based my ideas of normality on David” (“Ripen” 44).

Mary’s talk to the psychiatrist Marshall reveal® ttendency of patriarchal
society to interpret any kind of reactionary actmnwomen to escape from male
oppression as madness and its prejudice agaitsahesm. Marshall is depicted as a
man who insists on Mary’s madness, interpretingyghieng she says as an evidence
for her madness. At first, he claims that her daéeigh lesbian relationship, which is
outside the boundaries of social norms, is Maresiltf due to her lack of

communication with her daughter during the daughfermative years:

MARSHALL: You don't feel that her so-called choicé
bed partner has anything to do with your non-
communication in her formative years?

MARY: Well, she was breast-fed.

MARSHALL: Well, a lot of research has been carriad
on the subject of female homosexuality, by very
learned men. And if you want I'll précis down
some of the relevant facts for you. (“Ripen” 58)

The audience sees that Marshall’s tendency topreeMary’s words as signs of
insanity is primarily stemming from his gender-lgidsopinions. He also comments

on the nature of lesbian relationships:

MARSHALL: Mrs. Johnson, are you aware of the natufre
the sexual relationship between two women, of the
insufficiency of human response?

MARY: Is that so?

MARSHALL: Yes, these people can only rarely achieve
any degree of satisfaction, unless one of the two
partners has unusually well-defined physical
attributes. For example, occasionally a woman
may have an unusually large clitoris, maybe two or
even more inches in length. (“Ripen” 58)

Daniels here touches upon two subjects, women'saiex and lesbianism, which
have been largely discussed by various feministtnguhe Second-Wave period.
For instance, Anne Koedt, in hdhe Myth of the Vaginal Orgasmargues that
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women’s so-called orgasm achieved through vagina imyth created by the
patriarchal ideology:

All this leads to some interesting questions about

conventional sex and our role in it. Men have omggs

essentially by friction with the vagina, not théalal area,

which is external and not able to cause frictioa thay

penetration does. Women have thus been definedabgxu

in terms of what pleases men; our own biology fadeen

properly analyzed. Instead we are fed the myth hef t

liberated woman and her vaginal orgasm — an orgasm

which in fact does not exist. (qtd. in Keetley dhettegrew
133)

Koedt also refers to Sigmund Freud and criticizesdiscovery about the problem of
frigidity in women on the grounds that his theayibt based on a study on women’s
anatomy:

Once having laid down the law about the nature wf o

sexuality, Freud not so strangely discovered a dratous

problem of frigidity in women. His recommended ctoea

woman who was frigid was psychiatric care. She was

suffering from failure to mentally adjust to herataral”
role as a woman. (qtd. in Keetley and Pettegrew) 134

Marshall bases his idea about lesbian relationstip&reud’s theory and considers
the lesbian relationship of Mary’s daughter to besgchological problem resulting
from the lack of communication between Mary and Haughter. After that, he

accuses Mary of cannibalizing her son’s penis satjiag

When he quite innocently asked ‘How long’s dinney@u
snapped back, ‘Four inches, it's a sausage’. Wene y
aware that you wanted to undermine his sexuality an
render him impotent by alluding to the fact thas penis
was four inches long and edible? (“Ripen” 60)

Marshall explains Mary’s words in a very differédashion and regards them as signs
of her mental situation. A very innocent joke mdae Mary is interpreted by
Marshall in such a way as to make Mary seem indakewise, he gives an example
from the letters she has written earlier. He taies of them and starts to read one
passage aloud: “Dear God, if | have three growrssbow can it be that | cannot
bear to see my husband undressed? Penis runnind’'rdrafraid | can’t go on”
(“Ripen” 61). The audience sees that she was simply trying to “8dy pen is
running dry” in the letter. Mary’s response to Mal’'s argument shows that it is

Marshall who needs to see a doctor rather than MErg psychiatrist's comments



83

on the lesbian relationship of Mary’s daughter arslexaggerated interpretation of
Mary’s words reflect the tendency among the membeértke patriarchal system to
interpret women’s reaction to male power as an exideof her madness. Mary
becomes angry and says that Marshall seems torbis-p@d. Upon this Marshall
claims that they, in other words, psychiatristg @ained in those matters. Mary’s
final answer refers to the idea that it is impoksifor them to be trained in these
matters on the grounds that they are not women:

In being a woman? Impossible. All you're trainedisna

load of men’s mumbo jumbo garbage. Oh yes, by your

values I'm nuts, but by my values | was — but | am

longer. I've wasted my life in a bitter compromidéze

bitten my lip and said nothing when inside I've bee

screaming. And when I've practically wanted to wgrinis

neck I've said ‘Yes, dear’ or ‘Whatever you thirdear’.

Yes you win. | was no longer alive and now I'm inealt’s
great to feel things, it's just great to be ment&tipen” 61)

According to Mary, all psychiatrists are trained ignthe way men think about
women. Since they are not women and they do nettlivough what women live,
they are not able to understand or more precisgebvaluate women’s psychology.
According to the values of men and researches adeduby men, which are not
actually based on a study on women, Mary can bardeg as mad; however,
according to her values she was mad in the pastusecshe has wasted her life
nurturing her family. Her patience being exhausiMdry says what she has not had
the courage to say for years. Taking her words atiwount, it can be said that she
finally comes to a realization that she has wakedlife trying to remain within the
boundaries of normality. After she talks to the ghsgtrist, David informs her of
their decision to take her to an asylum which camegarded as an extreme form of
patriarchal oppression. Hearing that, Mary, whdeid up with her “life (at best)
monotonous and (at worst) unbearably painful” (“Rip&7), commits suicide,
leaving a letter for David: “Dear David, your dinmend my head are in the oven”
(“Ripen” 65).

The final challenge to patriarchy and institutiGugpporting it is observed in
the creation of an alternative environment for Maryvhich the power structure and
sexual roles are reversed by Daniels in Scene BWl.portraying a belief system

which is exactly the opposite of manmade religiDaniels criticizes several aspects
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of religion as an institution that relegates wontera secondary position. In this
surrealistic scene, Mary is seen in a hospital rdoying semi-conscious, she meets
three women the names of whom are not mentioned. Qld Woman introduces
herself to Mary as ‘the deity’ and tells her thiaé $s in paradise because she has led
a monotonous and painful life like many other womépon this, Mary says:
MARY: Excuse me, but what happens to men? In theeBi
it says...
TALL WOMAN: (shriekd. That libelous load of crap!
OLD WOMAN: That is a myth created by men in their
fear. Men don’t have eternal life. How could they?

They have no souls. You must have noticed.
They're all two-dimensional. (“Ripen” 67)

Replete with the doctrines of manmade religion, Wiarsurprised at first to see that
God, who is always referred to as ‘He’ or ‘the Feathn the Bible, is a woman and
secondly to be informed of the fact that men dohte eternal life and that they
have created such a system due to their fear. TdéAM@man then gives Mary a
chance to go back to life. By passing directly tariyls funeral and to her kitchen in
the same scene in which David and Roger, two cteeygy are talking about Mary’s
suicide, Daniels makes a comparison between tiggaelconstructed in such a way
as to reinforce men’s privilege and the religion whbahich Mary has just been

instructed:

DAPHNE: (scream¥ Rotten bad luck.She checks herself
quietly) Roger, she reached despair, she killed
herself.

DAVID: I'll thank you to keep a civil tongue in yolthead.
Mary was always careless about leaving the oven
door open. It is my opinion that she tripped up and
fell asleep before she had time to get up.

ROGER: fod9. All part of God'’s rich plan. (“Ripen” 69)

David and Roger, who have been totally blind to Wksuffering and are now blind
to the reason for her suicide, argue that Mary'atlilés a part of God’s plan. For
them, she has died not because of their biasedioopiabout her and their
expectations from her, which are beyond her poivatr because of the will of God.
As opposed to the religion about which Mary hasnbeestructed before, man’s
religion gives them the opportunity to justify theslves, putting the blame on
something else. They prefer to believe that it wasa suicide but was the will of
God. When Mary returns to life in the next sceine nds Roger and David playing

monopoly in her kitchen. In the last scene of ttey pMary, with a female deity’s



85

help at hand, is now in a stronger position thamifashe softly calls his name, but
David dismisses the idea, even though he is atifiigated by her voice. Mary, in
this scene, understands that all her efforts anlgealtrials have been meaningless in
that what David cares about is not her but the tamkost while playing monopoly.
Roger says that monopoly is not the same withositwife whereas David says
monopoly is not the same without his tank. The pdags with Mary asking the
female God: “Mother Almighty, what, tell me, is tip@int?” (“Ripen” 71). At the
end, seeing that her suicide has not changed agytinicluding the attitude of David
and others, she realizes that she has wastedfédoiinothing and expresses her
regret for the days she spent being concerned dtmutusband and her sons. She
had nothing but a miserable and unbearable lifesiarn for all her care, nurturing
and compassion.

Mary’s friend, Daphne lives through the same peold as Mary. She appears
on the stage for the first time in Scene IV. Shesli®wn as being within the
boundaries of normality at the beginning of theneceHowever, later the audience
observes that she also has complaints about mgeniaral. When Mary asks her if
she was mad, Daphne answers: “Men are such bloaigrda” (“Ripen” 32). In the
same scene, in a dialogue between David and Masyrevealed that she is regarded

as insane due to her conduct:

MARY: Daphne was very strange this evening. Did you
know that she hates men?

DAVID: Hates men? What a way for a vicar's wife to
behave. Between ourselves she’s not very popular.
Even the bishop said she was unhinged. (“Ripen”
35)

Daphne is aware that Mary is exhausted and thay'®Barajor problem is the biased
attitude of the men around her and of David, butgsychological situation remains
at an acceptable level until Mary’s suicide. Aftexr friend Mary’s death, she begins
to question her life and the meaning of all thibraissiveness. Seeing that Mary’s
suicide has not changed the biased viewpoint of damd Roger about women, she
begins to lose her control over her feelings. $fflects her anger when she speaks to
Anna: “Bastards. Gits. I'm going to kill them, | afm going to strangle them with

a cheese wire and I'll not be satisfied until | seeir severed heads bobbing up and
down in a washing-up bow!l” (“Ripen” 70). Her angerd her realization of the fact
that Mary has committed suicide not because ofntemtal disorder but because of
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the attitudes of men around her, lead her to deccatad as well. In the last scene, it
is understood that she is sent to an asylum. Remyer. “They’'ve done wonders since
she first went in. When | managed to speak todpebbd he said that in all his years
of psychiatric care he’d never seen anyone in saehtal anguish” (“Ripen” 71). As
Mary’s suicide does not change anything, Daphne¢gernand her realization of the
facts, which are regarded as ‘mental anguish’ byeRegd by the psychiatrists, do
not lead her into a better situation. She canndtenay progress; on the contrary,
she is thought to be mad and sent to an asylume @gain, a female character who
wants to cope with the patriarchal society cannotsed.

The story of Rene, one of the villagers, and hargger Susan’s distress
develop in parallel to Mary's hopeless life. Simiya Rene and Susan are also
victims of the patriarchal society. Rene leads aemable life trying to bear her
husband’s violent and rude attitude to her and talheghter*You bleedin’ fuckin’
stupid bitch. Can’t you shut that fuckin’ blabberagke-hole for one fuckin’ minute
before | shuts it permanently for you?” (“Ripen” 1Rene’s husband Alf’'s words in
this scene reflect the biased opinion of men abwrnen arguing that women are
creatures who always nag and who lack the aboitthink logically. Although Rene
defends her violent and rude husband Alf to othehgn she is by herself, in a letter

addressed to Mary Grant, she admits her troubléslascribes herself as captured:
Dear Mary Grant, | have a husband who drinks all my
money away. | have two jobs to try to give him egloso
he doesn't feel the need to slap me and my daughter
around, but | usually fail. | have to lie in pissaked sheets,
as my husband wets the bed every night. My daughter
severely handicapped baby has just died... | hawanas of

doing myself in. Please don’t reply as my husbapd up
my mail regardless. (“Ripen” 16)

Like her mother Rene’s daughter Susan suffers fnlemfather’s attitude. Susan is a
girl whose baby has just died. It is understood #iee has just lost her illegitimate
baby. Apart from the pain of having been pregnan tthild whose father has run
away, and following this, of losing her baby, Susas to cope with her father and
his humiliating attitude: “Blasted fuckin’ bitchpy reduced the whole fuckin’ family
to humiliation, you stupid ignorant slut” (“Ripert2). For Alf, the name of his
family is more important than the psychologicaliation of his daughter. Relief for
Rene and Susan comes only with the death of theesgipe Alf, in Scene X. Rene

shows no reaction to his death; on the contrary,s#tis in a chair and rea¢oman’s
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Own as though nothing has happened. She says to hghtéaun a calm manner:
“Your father's choked to death on a scone” (“Rip&T). Rene’s release from her
husband and the psychological relief brought tolhyeAlf's death can be observed
in Rene’s monologue in Scene XII: “(...) And ‘terdagknow, | woke up and felt
different — everything seemed to have changed.rSaisd me had breakfast together
and we didn’'t have to whisper or try frantically hush the Rice Krispies up”
(“Ripen” 65). In this scene, Rene’s monologue rdgeay the death of her husband
and the changes it brought to their life reveadsfdct that Alf's existence has meant

nothing but trouble for the two female characters.

In the dramatization of the marriages of all thés®e women, patriarchy
remains as a suppressing force. They all are ndatoienen who have stereotypical
opinions about women’s role in marriage and seXteal They are suppressed and
mistreated by men. When they attempt to react apaims mistreatment or
oppression coming from men, they are either reghademad or mistreated by men.
Thus, they have to remain submissive since theme igossibility for them to escape
from men’s oppression. The only way for them tesheed from men’s oppression is
to remove patriarchy completely. In contrast tosthéhree submissive women,
Marshall's wife Tara adopts a different method tiove/e in the patriarchal society.
She also suffers from her husband’s oppressiomo@tih the audience sees her once
on stage, the monologue in Scene V demonstrateshbahas similar problems with
Rene and Mary as well. In the monologue, in whiahaTtalks to herself and reflects
her inner thoughts, it is revealed that she is ks wife who has come to see
Mary in Scene Xl. Tara talks about her husbandiaakeobsessions and his desires

and paranoid fears:

(...) When we were first married we used to go te th
Greek islands for our holidays and | adored makivg on
the beach but Marsh, poor love, was absolutely,
obsessionally, preoccupied with the fear of getingrain

of sand under his foreskin. He thinks that magazilite
Forumare where it's at. That's where he got the idetyto
and train me to relax my throat muscles to perfagt
fellatio performance. (“Ripen” 36)

Marshall’'s obsessions and self-centered desiresbearegarded as a reflection of
male attitudes in a sexual relationship. As carubderstood from Tara’s words,
women somehow have to meet the expectations ancesled men in sexual life

whereas men can reflect their fears and their tahoe to do what women want.
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Marshall’'s fear that his sons would be born withe dastis too few or too many
reflects his obsession with sexual subjects redetoeduring his conversation with
Mary as well. At the end of this monologue, Tar&galirectly to the audience and
says:

(...) Between you and I, Marsh has begged me to dévor

him. Why should | do? | don't want to live in sorpekey

little flat where some social worker might try aodrtify

me for being batty. No thanks. | like being postond

listen to this live without men rot. The way forwais to
use them and have some fun. (“Ripen” 37)

Tara prefers to live a comfortable life benefitifgm the advantages of being
married to Marshall. According to her, the way ahisato exploit her husband and to
lead a comfortable life in that way. Tara’s pointwéw can be regarded as the
closest attitude to the ideal of liberal feminismtbe grounds that she accepts the
existing system claiming that men and women artemiht and the only possible
way for a woman to survive is to try hard and uss hbility and sexual
attractiveness to exploit men. Thus, she shoulchaséndividual potential and lead a
comfortable life. In this regard, the liberal fensinvoice can be claimed to operate in
Tara’s attitude because she prefers to surviveguber potential and her own
methods within the existing patriarchal system nathan trying to overthrow the

patriarchal system.

While the main focus is on male power in famifg lin the play, Daniels also
deals with taboo subjects Ripen Our Darknessin this play, Daniels portrays
lesbianism, which had been a taboo subject untit thmme. The portrayal of
lesbianism in the play is interwoven with the themk the mother-daughter
relationship. Mary’s daughter Anna, who is conssiofiher mother’s oppression by
her father, lives with Rene’s daughter Julie inad fThese two feminist figures in
Daniels’s play prefer women to men, and there seebe no problems in their lives
at all. It is understood that Anna has tried tqhHetr mother by advising her to go to
a women’s group. Anna and Mary always try to helpheother in coping with the
troubles they have. David, as a stereotypical nmrstrongly against the lesbian
relationship of Anna with Julie and calls her a s@tace” because Anna’'s
relationship is a radical response to and a relvefdeeterosexual relationship which

is regarded as “normal” by the patriarchal soci€@w. the other hand, Mary’s first
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reaction to the relationship cannot be regarded asgative one: “Sorry. Look, |
don’t think what you're doing is wrong. | don’t kwowhat’s right or wrong, but it
can't be right for everyone. How can it be? Whemld we all be then?” (“Ripen”
46). Likewise, she never opposes her daughteraioekship throughout the play.
The solidarity between mother and the daughteegfleated in their letters written to
each other. Anna’s gladness to see the positivetiogaof her mother to her

relationship with Julie is reflected in the letsdre has written to her mother:

Dear Mum, | am writing to tell you how much stremdt
have gained from our conversation on Sunday, and ho
much your supportive feelings have meant to mdnirikt
you will probably find things harder than you exjeetthis
week, and hopefully 1 will drop in next Sunday whtre
old bastard is, when Dad is at Church. (“Ripen"62)-

Her mother’s approval of her life style means mtwher. At the end of the play,
Mary sends a letter which includes the followingrato her daughter before she
commits suicide: “(...) Don’t waste any time trying live up to what you thought
my expectations of you were — you have alreadylledfthem. | couldn’t have loved
you more if I'd understand you less, Mum” (“Ripe®¥). Mary’s letter demonstrates
that Anna has fulfilled her expectations in tha¢ $las managed to escape from the

oppression from which Mary has suffered throughearitmarriage.

There is also a mutual support between Rene anddaeghter Susan.
Although Alf is not interested in his daughter’sygsology, Rene is concerned for
Susan’s psychology. She always tries to comforaBwexplaining Alf's humiliating
attitude as a reflection of his sadness: “He ddesean it. He’s just upset. He’s hurt.
It's upset him more than we’ll ever know. He doésnean it” (“Ripen” 12). In the
same scene, seeing that Susan is suffering, Renseadver to leave the house,
thinking that there is no reason for Susan to emtler father’s humiliating attitude:

RENE: (rising hysteria). Oh, shit. (Pause.)Themdshing
to keep you here now, love. You go.
SUSAN: And leave you alone with him? No way.

RENE: What would have | done if you'd been a boy?
(“Ripen” 16)

According to her, this way at least her daughter lemd a happy life. However,
Susan rejects the idea because she does not waetwe her mother alone.
Whenever they appear on stage, they try to supaat other. In Scene XIlI, in a
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monologue, Rene says: “Any men wouldn’t mean thatimin comparison to what
my daughter means to me” (Ripen, 65). However sthl@arity between Mary and
Anna, and Rene and Susan is not a major factoheir survival or success. It
undoubtedly brings some relief as reflected in Maidgtter to her daughter and
Rene’s words in the monologue mentioned aboveAhot’s support cannot prevent
Mary’s suicide. Similarly, the relief of Rene ands&@n is not a result of solidarity
between them but a result of the oppressive Aléatld. Thus, it can be said that
Daniels deals with a taboo subject. After makingaalysis of heterosexuality as an
institution in terms of dissatisfactions in the wabonentioned three marriages,
Daniels advocates sexual freedom and lesbianismaasational result of
dissatisfaction with heterosexuality. Besides,aih de concluded from the play that
the solidarity between mothers and daughters cammain effective means to solve
women’s problems when they are surrounded by mbaoser attitudes to women are
stereotypically male attitudes, that is, who regaainen as inferior, passive beings.
Actually, solidarity between them cannot be regdrde a collective struggle since
they cooperate merely to solve their personal gmoblrather than take a collective
action against patriarchy.

Written eight years later than Daniel®gpen Our Darkness, Beside Herself
is similar toRipen Our Darkness terms of the feminist voices active in the play
even though there are slight differences betweenwbeplays In Beside Herself,
too, Daniels challenges patriarchy. The play is setandon. Daniels narrows down
her subject matter and focuses on child abuse smplay. Through several abuse
stories, she presents patriarchal society’s tendémgut the blame on the female
while the male abusers are disguised and they arsidered to be “normal”. The
protagonist’s suffering from trauma due to sexumlse in her childhood can be said
to be more like a disease from which she triessttape. The criticism of the male
perspective starts in the prelude of the playditiehe Power and the Story”. In this
part, Daniels chooses female characters from theT®@ttament, who are presented
as concrete examples of the stereotypical imadenaihinity as sinful, irrational and
insane and puts all of them in a hairdresser. Bamaeof presenting a symbolic
world including these figures from the Old TestamPBaniels refers to the original

sin, which can be regarded as the beginning oftleged inferiority of women. In



91

this way, Daniels traces the gender-biased opitihait the female is the root of
everything related to evil and lust back to the Déstament. Therefore, the origin of
patriarchy dates back to those times. In the saar¢ ggain, Eve reflects the

patriarchal ideology that has been kept alive sthose times:

It was a snake but it didn't tallust being. That
was my crime. When mankind gets found out he
points at me. Her fault — seducer. Made from
Adam, for Adam. His wife and his daughter —
legitimizer of his will. (Danieldlays 2102)?

Daniels criticizes religion as an institution, mefieg to the original sin and all the
years of a misconception about women. She emplsasime fact that women’s

oppression dates back to the beginning of humamitiythat religion is supportive of
patriarchal ideology since it depicts women as “sedumade from Adam for

Adam”. Religion simply degrades women, implyingttehe was created for Adam’s
service and her duty is to obey him. Thus, Evesttgecorrect “the burden of guilt
and two thousand years of misinterpretation” (“Be%i97) by taking a tutorial group
concerning this subject. However, none of these &mois interested in correcting
this misinterpretation from their lives. Eve waithem, saying that: “We spend an
eternity condemned to wander these aisles alonghaniirst chance we get to meet,
the only thing you want to highlight is your variiyBeside” 98). Eve, here, imply

that women have been under an illusion that theywauable only if they are

beautiful. For this reason they spent centuriey paling attention to their physical
beauty. Eve cannot get any response to her calirfidy of women to correct the
system or to react against the illusion male-gaeated in women in this scene. In
this sense, it can be said that there is no collgcamong these women. At the end
of the same part, a voiceover from the characteregeMan is heard saying: “Would
these women causing absolute havoc please putkarsdc.. Some poor devil has

collapsed by fresh fruit and we’re holding you rasgible” (“Beside” 103). Taking

the first scene into account, it may be claimed Beniels creates a symbolic world
in the first scene of the play the continuationafich can be seen in the following
parts of the play. Eve, in this scene, stands fog #ho reminds the protagonist,
Evelyn, of the guilt that is misplaced upon her sif®r experience of abuse in

childhood. As Eve in the first scene does, Eveha following parts of the play

2 Hereafter all references Reside Herseliill be to this edition and it will be marked aBéside”.
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continuously reminds Evelyn of this mistreatment avans her that she cannot
solve her problem as long as she does not takenaagjainst patriarchy to remove
this burden of guilt. The name of the charactewiliog voiceover can be said to
apply to mankind in general. When Eve in the faséne calls for unity of women,
Man is disturbed and tells women to stop the ch&hbs. voiceover reflects the fact

that women have been blamed for the guilt of sordglabse’s for centuries.

In the following parts of the pay, the main focgson the theme of child
abuse. Daniels examines the nature of child abusecipally through three
characters, the first of whom is the main charadigelyn. In this play, what brings
radical voice to the fore is the fact that it isintyathe patriarchal system and its
evaluation of child abuse which drive Evelyn totediss and to the point of
collapsing. The main cause of the protagonist'scpsipgical problems is sexual
abuse in childhood. This childhood experience leasained with Evelyn from the
time she was sexually abused by her father. Dasietsvs Evelyn’s abused and
disturbed childhood by using a separate figures Haparate figure, Eve, is seen
beside Evelyn until she confronts the guilt of fether. Throughout the play, Eve
reflects what Evelyn has repressed and puts Evehgal feelings into words that she
herself cannot. Unlike Evelyn, Eve acts spontanigoasd carelessly. Eve is
offensive and does not respect the male authordtiesind Evelyn: “Your brain,
Teddy, is the dying throb of a tomcat with tertiaggphilis” (“Beside” 137). Evelyn
is actually disturbed by Eve’s presence becausensteonly ridicules Evelyn’s
attempts to appear normal, but also reminds hehefabuse. Evelyn denies her
anger but Eve expresses Evelyn’s hatred and agggessle. Until the play’s final
scene, Evelyn tries to ignore Eve and to transfbemwords and anger into polite

behavior, so as to conceal her psychological proble

GEORGE: Oh God, I can't bear getting old.

EVE: Then drop dead.

EVELYN (shocked, responds to Eve): I'm sorry, | mid
mean that.

GEORGE: What?

EVELYN: To make you angry. (“Beside” 108)

Evelyn’s activities in a Community Group Home Syniphna’s are also a
means for her to escape from her childhood expeziembis Community Group

Home is one of the Community Group Homes openet9B0s for those who had
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mental disorder and were discharged from psychidtaspitals due to the saving
measures of the government. In these homes thenpatvere expected to learn daily
living skills again. At the meetings in St. DymptsaEvelyn refuses to face
disturbing issues. She is deeply disturbed whenéwerissue of child abuse is
discussed and she actually wants to go somewheravehsee and hear nothing

reminding her of the experience she had when siseavehild.

Evelyn is an adult who has been living with thedaur of a guilt which does
not belong to her. Eve, who is seen and heard snbyeher and by the audience and
shadowing Evelyn wherever she goes, representguiftethat is misplaced on her
which she has to confront and overcome. All throtiyh play Eve tries to remind
Evelyn of the fact that everything she does is rosgal and useless as long as she
conceals her distress and she does not solve bblepr. Evelyn tries to hide Eve
and her problems in order to be seen as normask@darries on taking care of her
father like many women in the play. She continwedd the shopping for her father
and she never talks to anyone about her childhomereence. As inRRipen Our
Darknessjnsanity is a theme that goes hand in hand with am@soppression. The
reason for Evelyn’s submissiveness and her enderahoppression is her dread of
being thought ‘abnormal’ by the patriarchal societyich bases its ideas of
normality on the male. Daniels, in an interview Rage and Reason: Women
Playwrights on Playwritingoy Stephenson and Langridge explains the relatipnsh
between insanity and Evelyn’s problem:

When women express anger outwardly they're often
perceived as mad and dismissed as such — it psevent
anyone having to take them seriously — like MaryRipen

Our Darkness(...) The other side of the coin is that it's
then internalized and squashed and becomes deapressi
There’'s Evelyn inBeside Herselfwvho is prevented from
taking any worthwhile action by the voices in heatl and

having to deal with this abused lost child she $ai@ind
with her everywhere. (5)

It is this idea of being perceived as insane thavemts her from confronting her
father. But, in time, the idea has been interndliag Evelyn and it has turned into
depression. It is this depression that preventdrbar taking action when necessary.
It is also the same depression that prevents bar éloing something when she sees

that the homosexual Dave, one of the patients.ddyhphna’s, is not well. Shirley,
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one of the managers at St. Dymphna’s, asks Evelyweé¢ Gaynor and Richard who
are to visit St. Dymphna’s on behalf of the locat&payers’ Association, the duty of
which is to protect the rights of local residerghen Evelyn shows the couple
around St. Dymphna’s, she realizes that Dave isvatit Evelyn acts normally and
pretends that nothing has happened. Despite Ea'simgs “Try and say excuse me
but | think something’s wrong and | can’t cope” €¢8de” 162) she does not call a
doctor or for an ambulance. After everyone learhat tDave is dead, her
psychological situation is made worse. In this s¢&ve reflects Evelyn’s anger.

While they stand and point and tell each other sowb

blame, | am smashing my fist, splitting my skutiside my

head someone is wielding an axe. | am smashinghall

things in my father’'s house (...) | am crashing myywa

through the brickwork and plaster, the rendering &éme

mortar until nothing, nothing is left of my fatherhouse

but rubble and dust. And it goes on and on andlitnever
stop. (“Beside” 172)

Eve again reminds Evelyn and the audience of hiédhdod experience that can be
regarded as the core reason for Evelyn’s depredSigiyn tries to conceal the facts
when Dave is dying as she does in the case ofdikerfs abuse. However, it is
Dave’s death that shows her the fact that all ffferte to pretend that everything is
all right are useless because it cannot help hessrshe accepts the facts. If she had
managed to take the necessary action when Davalywag, she could have saved
him. This time, the result of her rejection of hmin and anxiety is the loss of
somebody else’s life and it makes her realize #&t cannot solve her problems
unless she faces her father. It is only then thatrsanages to place the blame on her
father, to whom it actually belongs. For the fitshe, in Scene IX, she reveals
herself to Nicola:

You see the first time it happened | thought it wag

mistake. The bathroom. He came into the bathroolnigiw

wasn’t unusual in itself. He asked me for a cuddhet

wasn't unusual either but there was something etlay

he touched me that made me feel uncomfortable. Eeen

if it had never happened again | would have thoiigias
my mistake. (“Beside” 177)

Then she explains why she did not tell anybody alloe abuse: “The threats got
worse. What would be done to me, to him, to my m@thend | wanted none of
these things to happen. | just wanted it to stdpegide” 179).The main cause for
Evelyn’s submissiveness is her fear which is gdedréby the oppression of



95

patriarchy. As understood from the quotation ab®he dreaded that the situation
would get worse if she told someone the truth beedhe’s such a well-thought-of
man. Important, respected” (“Beside” 177). She Ihasd with this guilt disturbing

her for years whereas the perpetrator of the alwaselived as if nothing has

happened. Finally, in Scene X, she confronts hbefa
(calmly) There was a child who was abused by héndfa
for many years. It hurt. She was in pain and hatg@tl and
eventually robbed of herself. No, Father, | don'ani
revenge. What could | possibly do to you that wouttdio

what you've done to me? I've lived with it and Indowant
to any longer. You can live with it. (“Beside” 185)

Eve is no more to be seen thereafter in the plaglya is finally rescued from this
burden because she has succeeded in confrontimgdheause of her problem. At
the end of the play, Daniels reverses the sexues rand creates a totally different
system in which women are more powerful than mern,this time the female
character obtains this power with her own effolnsthis play Daniels reverses the
sexual roles when Evelyn manages to overcome tsieeds and the pain of her
childhood by confronting her father. Thus, Evelyrfather George, who has
occupied a top position for years because of theapehal society, is demoted to a
lower level and now it is Evelyn who has the powhke power of facing her father
resulting in Evelyn’s release from her depressiorihe end, she is released from the
depression created by a burden which was misplgoed ler with her own effort by
using her own potential as a woman to take actganst her oppression. Thus, she
takes control of her life.

The theme of madness is also examined through Dawart One, Scene 1V,

when Lil asks him why he does not speak, he anshears

Under the scrutiny of psychiatric profession eaghable is
weighed, waiting to be labeled before it's everengtl.
Such meaning is heaped upon the spoken word trat on
becomes too inhibited to perform the act. Humothat's a
no-go area. And as for flippancy, try that out berh and
they look at you as if you're about to self-destruc
(“Beside” 147)

This situation is similar to that experienced byrilan the previous play. Once
people think that one is mentally ill, every woallie uttered is labeled before it is

said. People around are ready to interpret one’sisvas an evidence of one’s
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madness. In addition, as she doesRipen Our Darknesspaniels deals with
homosexuality and opinions about this issue thrdDghe. Dave attempts to live as a
homosexual and tries to go beyond the normal sdwahdaries of the society in
which he lives. He and his partner are imprisotéid.partner’s suicide causes Dave
to have a mental breakdown and finally brings ablist transfer to a mental
institution. Dave’s situation shows that the exigtinorms and institutions in the
society punish unusual gender practices. Dave r@smstigmatized; the diagnosis
“homosexual” is still included in his file at Stybiphna’s, even though Greg, one of
the executives at St. Dymphna’s reflects that h@xality is no longer defined as a
disorder. Another executive Teddy who is also aggiman refers to the Bible to
reinforce the heterosexual norm: “Men leaving théural use of women, burn with
lust for one another and are paid in their own gegsthe fitting wage for such
provisions” (“Beside” 164). In this way, Daniels plets the social and religious
discrimination against homosexuals and brings ghered issues of child abuse and
gay lives to the fore in her play. However, unliRgpen Our Darknessn Beside
Herself, Daniels does not offer homosexuality as an altereato heterosexual
relations. The major focus is on people’s attitueBave.

Another experience regarding child abuse is Niso#buse story. She was
abused by her step father. While reflecting thigsabh the issue is approached from a
different point of view, that is to say, from theipt of view of the mother of the
abused child. Nicola’s mother, Lil, does not beligkat her second husband sexually
abused her daughter. When Lil is first introducedhte audience in Part I, Scene II,
it is revealed that she has not seen her daughtgeérs and that she is now trying to

conceal something about her:

SHIRLEY: You do have a daughter, or am | mixing yqu
with someone else? No, I'm sure...

LIL: Yes, yes, but it's difficult. She’s away a lot

SHIRLEY: What does she do?

LIL: (hasn't seen her daughter for eight years and has no
idea what she does. LieShe’s, er, an air hostess.
(“Beside” 114)

Seeing her daughter at St. Dymphna’s, Lil rememberssuspicion about the fact
that her husband might have abused her daughteshandsks him if anything like
that has happened.
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LIL: What d’'you s’pose the men who did do it sayemh
their wives ask them?

TONY: How the hell should | know? Unless of couysrl
think that | do. Is that it?

LIL: Sometimes people have an affair for years with
their wives or husbands knowing.

TONY: What are you saying; you've had an affair?

LIL: No, no. That's not it. (“Beside” 144)

In Scene lll, she asks her husband questions dlbmala and about the reason
behind her departure. He says that Nicola has gonef@pite and that she has never

loved him:

She resented me. She resented our relationshipy&thted
to split us up — it's never been the same sincas-t?? Oh, |
know, it's all right but | catch you looking at nfiom time
to time and | think, if it hadn’t been for her viotiveness.
(“Beside” 144)

Lil is in a dilemma as to what she should do. Sirgpscts that her husband might
have abused her daughter and she knows that sheewdr learn the truth, at the
same time she does not have the courage to aduspfatt. After that, to justify
himself, Tony asks why Nicola has not told herttiugh. Lil says that she might have
been frightened. In the end, Tony manages to pdesud, reminding her of the fact
that they are living together and that they havesexrets. Finally in the last scene,
Lil also confronts her daughter. Even though thenaar to whether she believes her
or not is not revealed, her act of closing the doehnind her can be regarded as a
positive sign designating her desire to be reunitgld her daughter. In this respect,
it can be said that she succeeds in coping withphaslem as a result of her own

decision and decides to meet Nicola.

The daughter of Gaynor, who visits St. Dymphna’sgpect the house, was
also abused by Gaynor’s own brother when she waé#d The story of the abuse of

Gaynor’s daughter is unfolded in the monologue aydr:

(...) It only came out at Christmas when my daughter
refused to take the baby over to his house. Whyg'dicdu

tell me then? She said, ‘Because he threatened e w
ridiculous things but when you're small you belighem’.
‘But’ | said, ‘Didn’t you say no?’She virtually sp#ack,
and she’s not like that with me normally, ‘Saying to a
grown man makes no difference unless you're tryiog
make me feel | said no in the wrong way’. ‘Of caureot’, |
said. (“Beside” 160)
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As understood from Gaynor’s words, the abuser tarea the abused child and
Gaynor does not tell anyone about the abuse beteunstaughter is frightened. Her
daughter tells Gaynor not to tell anything to anyamguding her father: “I don’t
want any fuss, | don’t want them looking at me kimg — whatever they will be
thinking. | don’t want anyone to know” (“Beside” 161Like Evelyn, Gaynor’'s
daughter feels ashamed and embarrassed due tt wigjoh does not belong to her.
It is understood that her mother has never toldomayabout her daughter's
experience. As in Evelyn’s situation, the abusertioaes his life as if nothing has
happened while the abused child carries the busflarguilt which does not actually
belong to her. The significant point about thesgesadf abuse is that in each case the
primary cause of the evil or of the abuse is théemBherefore, the male is firstly

regarded as the main source of the problem.

As she does iRRipen Our Darknesd)aniels portrays the root cause of the
problem. Patriarchal society is accused of puttirgblame on the female while the
abuse has no negative effect on the dignity ofaltieser. In Part I, Scene II, when
the executives in St. Dymphna’s, Roy, Greg and IMiewe discussing child abuse,
Roy says: “And where was Dawn’s mother in all tHia.o safe bets, either gadding
about relinquishing her responsibilities or turnaaglind eye” (“Beside” 133). Roy,
in this speech, puts the blame on another femaleactea, on the mother of Dawn
who is one of the applicants to St. Dymphna’s. &tt#tude is representative of the
male attitude constructed by the patriarchal sgpd®wvards the issue of child abuse.
Greg also has a similar approach to the subjeat: ti@ contrary, it's part of a very
intricate set of family dynamics and family theragpges work. Fathers I've seen,
show considerable remorse” (Beside 134). In a waysuggests that the problem
would be resolved if the family members, particiylahe mother, are re-educated
into their appropriate roles determined by theipathal ideology. However, he does
not consider the fact that family therapy wouldhably not undo what fathers might
do to their daughters. Daniels demonstrates that ihiprobably why the abused
children and their mothers are frightened to rewwalo accept the truth. Even the
female characters in the play such as Gaynor drdbLmot want to believe that their
daughter has been sexually abused. They do notbiegpport the abused children.

Therefore, patriarchal society is accused of pgttitre blame on the female while the
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abuse has no negative effect on the dignity of mie.abused characters in the play
are frightened that no one would believe them antgpes that is why they remain
powerless in coping with the abuse. Instead, tloeyicue to nurture and care for the
abuser. In that sense, it can be said that Dametsonly challenges the male
dominance and patriarchy but also blames womenrdanaining unresponsive

because of fear.

With regards to the characters that can be examimadrms of solidarity
between women, first, in terms of mother-daugh&dationship, there is no mutual
support between the mothers and the daughters wherience child abuse. The
audience cannot evaluate the degree of solidaritywdssn Evelyn and her mother
because her mother died before the period the gagrs. The second relationship
that can be examined in terms of mutual suppowéet mother and daughter is Lil
and Nicola’s relationship. At first, there seem$éono real relationship between the
mother and the daughter. Abused by her stepfaithieola left home and Lil did not
believe that her husband had abused her daugtitey. fave not seen each other for
years; Lil does not know where her daughter is loatvehe does. When they meet for
the first time in St. Dymphna’s, Nicola does notnivao listen to her mother's
excuses. However, later on, she decides to visitrtegher and to confront her after
she talks to Evelyn. Whether Lil believes Nicolarat is not revealed. Although
Lil's act of closing the door behind her can bearelgd as a positive sign designating
her desire to unite with her daughter, they areenealepicted as reacting against

patriarchy.

Furthermore, it can be said that there is not dayacter around Evelyn that
helps her except Nicola since Evelyn does not leveadistress to anyone. Nicola
and Evelyn meet for the first time at a meetinginDymphna’s. It seems that there
is not a strong or a deep relationship between tthe since they are newly
introduced to each other. However, Evelyn probdbéls close to Nicola after their
discussion of child abuse because she has desdrdrechildhood experience to no
one but Nicola. It is only after they meet and Ewaleveals her experience to Nicola
that they succeed in facing the facts. Evelyn aomié her father after she has met
Nicola. Likewise, Nicola goes to see her mother emadfronts her after she has met
Evelyn. The meeting between Nicola and Evelyn candnsidered to be a triggering
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spark that provides them with some relief and cgeir@ face their problems. They
probably feel that they are not the only persons Whve experienced child abuse
and that they are not alone. Considering the wplalg, it would not be wrong to say
that there is no solidarity between women in the sense in the play. They never
take a collective action against patriarchy andrigsan neither in the first scene, nor
in the following parts of the play. In that sengiecan be said that there is no

solidarity between the main female characters irptag.

To sum up, Daniels'Ripen Our Darknes§1981) andBeside Hersel{1990)

are two plays written in different periods of Ddsig writing career. In the light of a
deep analysis of these two plays, it may be saidRimen Our DarknesandBeside
Herself can be categorized as examples of post-war Brfashinist drama since
different feminist voices are active in them. Ripen Our Darknessthe main
problem for the women is the way men see women rdtien these women’s
weakness. The primary focus in the play is on thegpaelations in family life. The
main reason for Mary’s suicide is not the fact thia¢ is too busy. Her real problem
is her husband’s and her sons’ stereotypical daguowards her. The psychiatrist’'s
tendency to interpret Mary’'s every word as evideofeher madness is also a
reflection of stereotypical male attitudes towavdsmen. Rene’s situation can be
said to have the same cause. What leads her tdh&agaeroblems and the reason for
her pleasure in seeing her husband dead is thia traegment she received from her
husband. He treated her as if she was a beast thtirea humanbeing who has the
ability to think, speak and behave properly. Acomgdto Tara, she should use her
potential as a woman to continue her life by expigi Marshall. Her story, in that
sense, activates the liberal voice of feminismhi@ play by referring to the liberal
principle emphasizing women’s individual potential survive within the existing
system. Likewise, irBeside Herselffocusing on a different subject, child abuse,
Daniels challenges the patriarchal society in alamway emphasizing the fact that
the perpetrator of child abuse can survive and lheadife as if nothing has happened
while the abused person has to carry the burdesoofebody else’s guilt on her
shoulders. In this play, Daniels again shows tleeestypical views of men about
women in patriarchal society and focuses on thénteigpretation of women’s nature
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as seductive leading men to sin with their alldhe, origins of which can be traced

back to the Original Sin.
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CONCLUSION

The term ‘feminism’ applies to any set of princgleany movement, any
doctrine or any activity which aims at advocatingua rights for women. In its
essence as a movement, feminism argues that sdsietharacterized by male
domination and female subordination. In all compas®f human life, in culture, in
arts and in belief systems, women are representedh@se who are inferior,
subordinate to men and as ‘the other whose exastésn defined and interpreted by
the dominant male. Feminism also argues that tb lomalities that determine what
is masculine and what is feminine are social cotdrthat have been constituted by
the male-dominated culture. The most striking ctt@rsstic of feminism is the
diversity of voices within the movement that hasdyally emerged particularly
since the beginning of the Second-Wave feminist entent. Among these voices,
liberal, socialist and radical can be regarded les three major voices within
feminism. Liberal feminism, which is a combinatiofliberalism and feminism, is
based on the assumption of equal worth of indiMglua rather minimizes the
differences between sexes. The main problem for evom to possess the same
opportunities with men and achieve parity with thérherefore, liberal feminism
encourages women to take responsibility for poWwemmphasizes the requirement of
women for taking charge of fields normally conseteto be in men’s domain. The
liberal viewpoint defines the female as a respomsénitity who determines her own
life and development. Socialist feminism, which ¢ones Marxist theory with
feminism, includes elements from the form of clasalysis developed by Karl Marx
and from feminism. The purpose of socialist femmmis therefore to examine the
interaction between power relations based on cask power relations based on
gender. It includes a demand for change not onlyénposition of women in terms
of gender biases but also in the basis of societieims of class, production and
political relations. Thus, like radical feminismgcgalist feminism can be regarded as
revolutionary. Finally, radical feminism claims thtae root of women’s oppression
is men’s power over women and this oppression pesdeapitalism, therefore, it is
the most basic kind of oppression in society. Sdlsprmen’s power over women is
so firmly set in all social structures that it cahtbe overcome unless society has

undergone a general transformation. Thus, radesairists think that the root cause
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of women's oppression is not legal systems asilieeal feminists claim or class
conflict as the socialist feminists claim but patchal gender relations. For this
reason, radical feminists believe that the waydal advith patriarchy and oppression
of all kinds is to attack the underlying causesttase problems and address the
fundamental components of society that support tkeoh as social systems and
institutions which are used as means to maintaile pawer. According to radical
feminists there are different kinds of oppressibwomen but they are not limited to

race, class, perceived attractiveness, sexualigpitity.

The diversity of voices in this period had its imptions on the drama in
Britain as well, particularly after the abolition cénsorship by an Act of Parliament
in 1968. As the most suitable genre for the disomssf the debates within the
feminist movement itself, feminist drama developedoarallel with the women’s
movement. The genre was suitable because it caidleict conflicts more clearly
through dialogue. It also could reach masses easily this would allow the
consciousness-raising activities to be more uskfal This thesis is intended to
explore the variety of voices within feminism adleeted in Pam Gems'®usa,
Fish, Stas and VandLoving WomenCaryl Churchill'sVinegar TomandTop Girls
and Sarah DanielsRipen Our DarknesandBeside HerselfAfter the examination
of the plays in detail it may be suggested thatsilkeplays under discussion in this
thesis are illustrative of a common pattern witf@minist drama during that period:

the diversity of voices operating in one play.

In the first chapter, Pam Gem®$aisa, Fish, Stas and 4ndLoving Women
are examined and it may be claimed that in the& ptay various feminist voices
appear and the play actually reflects several aeguisnover women’s issues that
continued their existence during the Second-WavegeGems deals with different
problems of four women sharing a flat in Heusa, Fish, Stas and Vi he play
includes various feminist voices. The first is tlaglical voice which reveals itself
with the oppression of women by patriarchy. Evenugiothere is not any male
character in the play, the patriarchal ideologypseeppressing the female characters.
The problems of all female characters result frompatriarchal ideology and sexual
politics. The second is the liberal voice which appean the individual struggle of
women to survive in the patriarchal society, whiohy be considered to be as a
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reference to the human potential of women. All warsave Fish, whose lover has
left her for a woman conforming to the sexual raliesermined by the patriarchal
society, succeed in their struggle to escape frtva Inale-oppression. Fish’s
feminism and her determination to establish antafle relationship that will meet
the needs of both sexes cause her to lose herstanging lover and prevent her
from having the child she wants. Besides her failarreconciling her feminism with
her personal life and needs, she also rejects atheren’s attempts to help her. As a
consequence, as opposed to other characters ipldge she cannot succeed in
surviving in the patriarchal system which leavesngo in between their personal
needs and their determination to know their potériy means of ideals such as
feminism and fields that are considered to belanghen such as politics. The last
feminist voice is the voice of socialist feminisipenating in several scenes by means
of a focus on class differences between the four @oand in the lack of sisterhood
between women.

It is then argued thatoving Womenljke Dusa, Fish, Stas and \pnsists of
different feminist voices. Radical voice is claimixdoperate via the emphasis on
negative effects of the patriarchal system on tharacters and the collapse of
patriarchal values as reflected in Crystal's andnkis marriage and on the radical
settlement that is reached by two women in the émd.oving Womenthe male
character Frank prefers physical attractiveness dordestic comfort to a female
character who is interested in feminist politicaus&nah and Frank, who are
depicted as lovers at the beginning of the play, their relationship due to Frank’s
choice of a girl who is physically more attractividne patriarchy and sexual politics
are emphasized all through the play. However, ey ¢hd, all three realize that
patriarchal system does not meet their needs. EBxe@a$ roles determined by
patriarchal ideology turn upside down in Frank’'sd a@rystal’'s marriage and
Susannah also reaches a conclusion that involveimepblitics deprives her of
achieving happiness in personal life. The agreemsathed at the end of the play
offers a new order or a new way of life which wilovide the three characters with
better circumstances even though it cannot be dedaais a solution that will remove
the negative effects of patriarchy upon them. Labepice is existent in the lack of
sisterhood — even though it turns out to be a catpe effort between two women

in the end - and the individual efforts of womenstauggle for their identity in the
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patriarchal system. Although the relationship bem€rystal and Susannah never
turns into one which includes hatred, it would hetpossible to argue that there is a
collective struggle against the patriarchal systsra whole. Their efforts and their
struggle are rather aimed at solving their perspnablems and the solution found
does not provide a progress in women’s conditiorthm patriarchal society as a
whole. Finally, the socialist voice operates insslalifferences reflected in several

parts of the play.

In the second chapter, it is argued that Churshifinegar Tomand Top

Girls, like Gems’s plays can be considered to presenversity of feminist voices.
After an analysis of the said plays it may be ckdnthat different feminist voices are
active in bothvinegar TomandTop Girls With regard tovinegar Tomit is found
that different feminist voices appear both in dramaarrative and the songs which
are about superstition, fear of female sexuality i@morance in the play. In most but
not all parts of the dramatic narrative, witch hishot depicted as something which
merely men are accused of. In that part, thereaitker an emphasis on class
distinction and patriarchy. The female charactarthis play suffer doubly because
of both their gender and their poverty. All the fdencharacters who are accused of
witchcraft are poor and sexually unconventionadome way. The existence of Betty
the landowner's daughter as the only female charastho is not accused of
performing witchcraft demonstrates that it is alse/élye poor who are oppressed and
mistreated in patriarchal society. Referring to #xstence of a female character
Goody, who functions as an accomplice to witch &uot financial reasons, it is
claimed that the lack of collective struggle of wermin this play is related to class
differences and material reasons, and thereforedbialist feminist voice is active in
terms of lack of collectivity among women. There aiso radical messages that all
men are responsible for the suffering of women ateaccused of witchcraft since

they consider women merely as sex objects bothemarrative and the songs of the

play.

During the analysis ofop Girls, it is found that a diversity of feminist voices
operates in several parts of the play. The radioale reveals itself in the first scene
— which is seemingly liberal because of the recedirachievements of historical
female figures — through the subversive positidres¢ women and Marlene take
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against patriarchal oppression with the exceptibGselda. All historical female
figures save Griselda, in the first scene, wereregged by patriarchy and each
assumed a masculine standpoint which was regaiadanventional according to
the social norms of her time either to fight withtrachy or to assert their own
identity. Isabelle’s travelling, Lady Nijo’'s loveffairs and the punishment of the
Emperor by her, Dull Gret's fight against the Hellhich can be regarded men’s
pursuits adopted by these women, are all exampléseo subversiveness and they
are all punished because of their subversive dtts.other women’s annoyance
after the arrival of Griselda, who is a stereotgpwife, and their toasting to their
courage and determination shows the collectivitiwbken these women which is a
radical element as well. The rest of the play,n#olded in the same line with the
first scene, depicting Marlene’s and her co-workemnbitious and subversive
nature, the results of Marlene’s ambition and imdlialism, and the cost of her
success which can be regarded as a criticism ofeteeme individualism and
radicalism in the end.

In the last chapter, it is claimed that Daniels!® plays can be considered to
include a variety of feminist voices. After an aysad of the plays in feminist terms,
it is argued that ifRipen Our Darknesghe radical and liberal feminist voices may
be claimed to exist at the same time. The radmaliriist voice is claimed to reveal
itself in the direct challenge to patriarchy and thstitutions serving it and their
depiction as the root causes of women’s problens then’s point of view about
women and patriarchy that cause almost everythatydy problematic in women’s
lives in the play. Secondly, in this play, it isndenstrated that problems concerning
women are all-pervasive and they are not limitednie particular class or culture.
All through the play, patriarchy and the heterosgxelationship, which is imposed
on women asiormal human tendency, remain as demolishing forces iditee of
almost all the married female characters. It isardy the patriarchal system but also
men’s view of women that suppress women. Thirdig, play deals with such taboo
subjects as sexual abuse and homosexuality thdd cai be performed on stage
before. Through the lesbian relationship betweernryidadaughter and Rene’s
daughter, Daniels offers an alternative way of lifethe heterosexual life style
imposed by patriarchal ideology. In addition tothkse qualities, the liberal feminist

voice reveals itself in Tara’s view of her relagbip with her husband Marshall.
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Tara prefers to live a comfortable life benefitifgm the advantages of being
married to Marshall. According to her, the way ahisato exploit her husband and to
lead a comfortable life in that way. Tara’s pointwéw can be regarded as the
closest attitude to the ideal of liberal feminismtbe grounds that she accepts the
existing system claiming that men and women artemiht and the only possible
way for a woman to survive is to try hard and uss hbility and sexual
attractiveness to exploit men. Thus, she shoulchaséndividual potential and lead a
comfortable life. The second quality that demonsgahe existence of the liberal
voice in the play is the lack of collectivity amongmen. There are scenes in which
a kind of mutual support between mothers and daugt#re emphasized, however,
this support between mothers and daughters caremanteffective means to solve
women’s problems when they are surrounded by mbaoser attitudes to women are
stereotypically male attitudes, that is, who regaainen as inferior, passive beings.
In fact, this support cannot be regarded as aatotke struggle since they cooperate
merely to solve their personal problems rather tiade a collective action against
patriarchy. Because there is no reference to cdfEsences in terms of collectivity
— which is a characteristic of socialist feminisnit ‘nay be finally claimed that
liberal feminist voice is existent in terms of laakcollectivity between women.

As toBeside Herselfit is claimed thaBeside Herselis similar toRipen Our
Darknessin terms of the feminist voices active in the pkyen though there are
slight differences between the two playss in Ripen Our Darknessin Beside
Herself Daniels challenges the patriarchal society but felteses on a different
subject, child abuse. She criticizes the patridrebaiety for putting the blame of
child abuse on the abused female. She emphasateis tihis way, the perpetrator of
child abuse leads his life as if nothing has hapdemhile the abused child has to
struggle with the depression abuse creates. Inptlaig, Daniels again shows the
stereotypical views of men about women in a pathiak society and focuses on the
misinterpretation of women’s nature as seducteading men to sin with their allure
the origins of which can be traced back to the @algSin. Along with a radical
feminist voice which is found in the criticism odfpiarchy in the play, there is also a
liberal feminist voice which exists concurrentlytivradical feminist voice because
Evelyn’s struggle is an individual one, in otherrd® what she fights in the play is

not patriarchy but her “self” who cannot accept Abused childhood and face her
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father. In other words, her struggle is more ofiradividual effort to cope with her
depression. Only in the end, by facing her fathreher own by returning the blame
of sexual abuse to her father, she comes to teritiis her past by means of her
individual struggle with her ‘self’. Lack of collgeity can also be regarded as a sign
of the existence of liberal voice in the play. Altlgh there are scenes which
emphasize the friendship and support between waméie play, their friendship

never turns into a collective fight against patiay.

In the light of the findings obtained in the maiody of this thesis, it may be
finally concluded that all six plays, which are exaed in this thesis - Pam Gems'’s
Dusa, Fish, Stas and @ndLoving WomenCaryl Churchill’'sVinegar TomandTop
Girls and Sarah DanielsRipen Our DarknesandBeside Herself €an be regarded
as reflective of the multi-vocal nature of post-vigaitish feminist drama because all
of them include various feminist voices and comdliwithin the feminist movement
in that era. After the examination of the playsdetail, it can be claimed that both
Dusa, Fish, Stas and \dndLoving Womerby Gems include liberal, socialist and
radical voices at the same time, Churchlfimegar TomandTop Girlsboth include
socialist and radical feminist voices, dnthlly both Ripen Our DarknesandBeside

Herselfinclude liberal and radical voices at the sametim
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APPENDIX |
Pam Gems

Pam Gems was born in 1925 and was the daughteoivg-class parents
and was brought up by a widowed mother under ha@rsbhmstances. She left school
when she was fifteen and held a variety of jobs. S#wed in the armed forces
during World War 11, and, then, studied psychol@gythe University of Manchester.
Like many women in 1950s, Gems gave up her wok @searcher in BBC and was
kept busy raising her four children. When the fgmmioved back to London from
Isle of Wight in 1970, when she was in her lat¢iés; she was able to begin writing
for the theatre since this brought her into conteith the Women’s Movement and
with the fringe theatre. She wrote nearly two dopdays most of which were
produced at the fringe theatres such asabekpit, and Almost Fre@hree of these
plays wereBetty's Wonderful Christmagl972), My Warren (1973), The Amiable
Courtship of Miz Venus and Wild Bill (1973)er work also includes adaptations;
such as, Chekhov'&Jncle Vanya (1979)T’he Cherry Orchard (1984) and The
Seagull (1994)Ibsen’sA Doll's House (1980) and Ghosts (1998prca’s Yerma
(1993) and a historical playQueen Christina (1977)Gems can be regarded as a
feminist writer due to her concern with the ess#néind complex problems of
women; such as, the maternal interest, women iiggyland the struggle of women
to survive in male-dominated society. Her early kvdor the feminist theatre
included an autobiographical piece, and two monamsgabout female isolation and
abortion (1973) and a satiric pantomime (1975). H&jor plays can be listed
chronologically aspDusa, Fish, Stas and Vi (1976), Queen Christina7{}9 Piaf
(1978), Camile (1984), The Blue Angel (1991), Mael¢1996)andStanley (1996)
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APPENDIX [I
Caryl Churchill

Caryl Churchill was born in London, in 1938. Shartgd her education in
Canada during World War 1l and after that she retdrto England. She studied at
Oxford University and took a bachelor's degree 860. She wrote her first play
Downstairswhile she was at Oxford University. This play waaged in London in
1959. In the following year, she wrotdaving a Wonderful Time. Deativas
produced at Oxford in 1962. During the late 1960d 4970s, she wrote radio plays
including Lovesick (1967), Identical Twins (1968), AbortivE9{1), Schreber’'s
Nervous lliness (1972ndPerfect Happiness (1973n 1972, she collaborated with
Royal Court Theatre. Royal Court Theatre producpdraimately ten plays of
Churchill including her play€loud Nine (1979pnd Top Girls (1982).Then, she
began to collaborate with Monstrous Regiment andnduhner collaboration with
Monstrous Regiment, she wronegar Tomin 1976. Following her collaboration
with Monstrous Regiment, she started to work witintl Stock and during this
period she wrot€loud Nine, Top GirlandFen (1983).She also wroté& Mouthful
of Birds (1986)in collaboration with David Lan andives of the Great Prisoners
(1991)in collaboration with Orlando Gough and lan Spinler more recent works
include Mad Forest (1990)and The Skriker (1994)During her career as a
playwright, Churchill won Obie Award foFop Girlsin 1982-1983 and Susan Smith
Blackburn Prize foFenin 1984. In 1987, she won Susan Smith BlackbuimeHor
Serious Monewnd she won an Olivier Award for the best playl®87 season and a

London Evening Standard Award for the best comeity this play.
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APPENDIX Il
Sarah Daniels

Sarah Daniels was born in 1957 and started hempittyg career at the Royal
Court Theatre in London. She had responded to lafrcah the London listings
magazine,Time Ouj for readers to send in plays, but the play that sent in was
rejected. However, she was given some encourageandrghe wrote a second play,
Ripen Our Darkneswhich was produced by the Royal Court in 1981. B&® also
had plays performed at the Crucible Theatre in f&héf at the Manchester Royal
Exchange Theatre, and the Albany Theatre in Sowthddn. She was the first
woman to have a lesbian playeaptide which was staged at the Royal National
Theatre (1986).

With regard to Daniels’s plays, she can be saidetahe most controversial and
radical of the women playwrights, as she deals w#boo topics such as
pornography, sexual child abuse, incest, mentaadis, and gay lives. Her major
plays can be listed chronologically as follokpen Our Darknesgl981), which is
about the patriarchal power in the familjhe Devil ‘s Gateway1983), which is
about family;MasterpiecegManchester 1983, Royal Court 1984), which is alvoe
negative effects of pornography on womexeaptide (1986), a lesbian play;
Byrthrite (1986); The Gut Girls(1988); Beside Hersel{1990); Head-Rot Holiday
(1992); The Madness of Esme and S(iE294); andBlow Your House Dow(i1995).
(Griffiths, p. 60) She also won several awards; ‘tGeorge Devine Award” for
Neaptide in 1982, the “London Theatre Critics’ Award for Bto Promising
Playwright” in 1983, and the “Drama Magazine Awafokr Most Promising
Playwright” in 1983 as well. She also wrote foricadnd television.



112

Works Cited

Primary Sources

Churchill, Caryl.“Vinegar Tom Plays 1 London; New York: Methuen, 1985.
---. “Top Girls” Plays TwoLondon : Methuen Drama , 1990.

Daniels, Sarah, “Ripen Our DarknesBfays 1 London, Methuen Drama, 1997.
---. “Beside Herself’Plays 2 London, Methuen Drama, 1997.

Gems, Pam. “Dusa, Fish, Stas and \Hlays by Women(ed) Michelene Wandor,
Vol |, London; New York: Methuen, 1982

Gems, Pam. “Loving WomerThree PlaysHarmondsworth, Penguin, 1985.
Secondary Sources

Abrams, M.H.A Glossary of Literary Term&" ed. Boston: Heinle & Heinle
Publishers, c1998.

Aston, Elaine & Janelle Reinelfhe Cambridge Companion to Modern British
Women Playwright€Cambridge, Eng.; New York: Cambridge UP, 2000.

---. Feminist Views on English Stage: Women Playwrigh®99-2000Cambridge,
England: Cambridge UP, 2003.

Austin, Gayle Feminist Theories for Dramatic CriticistAnn Arbor: UMP, 1990.

Betsko, Kathleen & Rachel Koenig edsiterviews With Contemporary Women
Playwrights.New York: Beech Tree Books, 1987.

Bressler, Charles H.iterary Criticism: An Introduction to Theory andrdttice
New Jersey: Prentice Hall, 2007.

Castro, GinetteAmerican Feminism: A Contemporary Histoflyans.) Elizabeth
Loverde-Bagwell. New York: NYU Press, 1990.

Chambers, Colin & Mike PrioRlaywrights’ ProgressOxford: Amber Lane Press,
1987.

Cockin, Katharine, 1998. “Women's Suffrage Drama’,The Women's Suffrage
Movement: New Feminist Essayeds) Maroula Joannou and June Purvis,
Manchester: Manchester UP, 127-39.

Faludi, SusarBacklash: The Undeclared War against American WorNew York:
Random House, 1991.

Fortier, Mark.Theory/Theatre: an introductioh.ondon: Routledge, 1997.



113

Freedman, Jan&eminism.Philadelphia: Open UP, 2001.

Gems, Pam. “Imagination and Gende®n Gender and Writing(ed.) Michelene
Wandor, London: Pandora Press, 1983.

Goodman, Lizbeth.Feminist Stages: Interviews with Women in Contemuyor
British TheatreLondon, New York: Harwood Academic Publishers, 1996

Hamilton, Cicely MaryMarriage as a TradeCharleston: BiblioBazaar, 2009.

Hartmann, Heidi.The Second Wave: a reader in feminist the¢eg.) Linda J.
Nicholson, New York: Routledge, 1997.

Hollows, Joanne & Rachel Moseley eigminism in Popular Cultureé)xford: Berg
Publishers, 2006.

Innes, C.D.Modern British Drama, 1980-199@ambridge (England), New York:
Cambridge UP, 1992.

Keetley, Dawn & John Pettegrew d®liblic Women, Public Word#s Documentary
History of American Feminisrhanham: Rowman & Littlefield, 2005.

Kelly, Katherine E. edModern Drama by Women 1880s-1930: an international
anthology London: Routledge, 1996.

Kolmar, Wendy K. & Frances BartkowsKieminist Theory: a reade2™ ed. New
York: McGraw-Hill Companies, 2005.

Landry, Donna & Gerald MacLeaMaterialist FeminismsCambridge: Blackwell
Publishers, 1993.

MacSween, MoragAnorexic Bodies: A feminist and Sociological Pecépe on
Anorexia Nervosa.ondon: Routledge, 1993.

Peacock, Keith DThatcher's theatre: British theatre and drama ire thighties.
Westport: Greenwood Publishing Group, 1999.

Ramazanoglu, CarolineUp against Foucault: Explorations of Some Tensions
between Foucault and Feminisiew York: Routledge, 1993.

Sommers, Christina HofiVho Stole Feminism: how women have betrayed women
New York: Simon & Schuster, 1994,

Stephenson, Heidi & Natasha Langridge (edRage and Reason: women
playwrights on playwritingLondon: Methuen, c1997.



114

Stowell, SheilaA Stage of Their Own: Feminist playwrights of aad# era.Ann
Arbor: U of Michigan Press, 1992.

Wandor, MicheleneCarry On, Understudies: Theatre and Sexual Pditi®ndon:
Routledge & Kegan Paul, 1986.

Wykes, Maggie & Barrie GunteThe Media and Body Image: if looks could Kill.
Thousand Oaks, CA: SAGE Publications Ltd, 2005.

Internet Sources

Ehrenreich, Barbara. “What is Socialist Feminism?”
http://www.marxists.org/subject/women/authors/ehean-barbara/socialist-
feminism.htm, 08 June, 2009, 02:36.

Gems, Pam. “Not in Their Name”.
(http://www.quardian.co.uk/books/2003/may/17/potittheatre/print 26/04/2009,
14:51)

Mill, John Stuart. “The Subjection of Women”.
http://www.constitution.org/ism/women.htm. 13/06/20@2:00.

Robins, Elizabeth. “Feministe Movement in England”
http://www.jsu.edu/depart/english/robins/waysta/@@fem.htm,14/06/2009,
23:11.

“The Four Humours”.
http://www.wsu.edu/~hanly/chaucer/coursematehatsiours.html,18/04/2009,
14:30.

“The Malleus Maleficarum”. http://www.fordham.edthalsall/source/witches1.html.
20/06/2008, 19:30.

“Thatcher Legacy Stalks Britain’s Conservativestiy@ews 24,
http://www.euronews24.org/europe/thatcher-leqgaalkstbritains-conservatives/
10/04/2009, 20:30.

Works Consulted
Aston, ElaineFeminist Theatre Practice: A Handbodlondon: Routledge, 1999.
---. An Introduction to Feminism and Theatt@ndon:Routledge, 1994.

Berney, K.A., ed.Contemporary British Dramatistsd.ondon: Detroit: St. James
Press, c1994.

Cave, Richard AllenNew British Drama in Perfromance on the London 8d®70
to 1985 New York: St. Martin’s Press, 1998.



115

Gilbert, Helen. Post-colonial drama: theory, pmgtipolitics. London: New York:
Routledge, 1996.

Goodman, LizbethContemporary Feminist Theatres: To Each Her Owmew
York: Routledge, 1993.

Griffiths, Trevor R. edBritish and Irish Women Dramatists since 1958: #dical
handbookBuckingham, Philedelphia: Open UP, 1993.

Holderness, Graham, eBolitics of Theatre and Dramd@asingstoke: Macmillan,
1992.

Rusinko, SusanBritish Drama, 1950 to the Present: A Critical Hisgy. Boston:
Twayne Publishers, 1989.

Wandor, MicheleneDrama Today: A Critical Guide to British Drama, 1®1.990.
London: New York: Longman Asc. British Council, 129

---. Post-War British Drama: Looking Back in Gendeondon, Routledge, 2001.



