)

r—y Pure

Bangor University

DOCTOR OF PHILOSOPHY

Morality and gender in the works of the playwrights of the New Drama Movement 1894-
1914.

Sidawi, Sawsan

Award date:
2000

Awarding institution:
Bangor University

Link to publication

General rights
Copyright and moral rights for the publications made accessible in the public portal are retained by the authors and/or other copyright owners
and it is a condition of accessing publications that users recognise and abide by the legal requirements associated with these rights.

» Users may download and print one copy of any publication from the public portal for the purpose of private study or research.
* You may not further distribute the material or use it for any profit-making activity or commercial gain
* You may freely distribute the URL identifying the publication in the public portal ?

Take down policy
If you believe that this document breaches copyright please contact us providing details, and we will remove access to the work immediately
and investigate your claim.

Download date: 24. Apr. 2025


https://research.bangor.ac.uk/portal/en/theses/morality-and-gender-in-the-works-of-the-playwrights-of-the-new-drama-movement-18941914(5803585b-fc1e-4457-8569-e4882471f3a2).html

Morality and Gender in the Works of the

Playwrights of the New Drama Movement
1894-1914

"W DERZTENYL TOYNY
LLYFRCGELL Y. UNIG

TO BE CONSULTED IN THE
LIERARY ONLY

Submitted for the degree of Doctor of Philosophy
By
Sawsan Sidawi

Department of English
University of Wales
Bangor
October 2000




TABLE OF CONTENTS

Chapter 1
Introduction

Chapter 2
Theatre and Society

Chapter3
The “New Drama” Characters

Chapter 4
Harley Granville Barker

ChaptérS
George Bernard Shaw

Chapter 6
John Galsworthy

Chapter 7
St. John Hankin

Chapter 8
Elizabeth Robins
And the Female “New Drama”

Chapter 9
Who am I and Where is Home?:
The Quintessential Dilemma

Chapter 10
Conclusion

Bibliography

11

117

131

184

266

312

341

376

384

391



Morality |

CHAPTER 1

INTRODUCTION

The “new drama” movement emerged in the 1890s, and bloomed in the first
decades of the twentieth century. The present thesis discusses the ways in which the
dramatists who contributed to the “new drama” movement in England represented the
issues of gender and morality, and the relationships between them. The word “morality”
is used herein as a measure of “right” and “wrong” and the principles and the values that
have a primary bearing on human conduct. This criterion for judging human behaviour
underwent a change of great significance in the period with which this study is

concerned. The change was a side-product of the radical and millenarian movements of

the late nineteenth and early twentieth century.

These movements shed a sceptical light on many of the period’s cultural and
social aspects, stirring in people a passion for novel ideas and philosophies. One of the
most important of the orthodox tenets found, at that time, to be lacking in credibility was
the ethical order which had been autﬁorized by such long-established institutions as
official religious authorities and the governing judicial systems. My study will show the
way in which the dramatists reflected their conceptions of right and wrong through the
social problems they chose to write about, and to what extent each of them mirrored the

changing attitudes towards moral questions in their society.
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Another part of my study is occupied with issues of gender. This embraces
matters such as gender alienation, indoctrination, and sexual relationships. However most
important of all will be my analysis of issues relating to morality and affiliated with
gender in light of the complicated and dialectic relationship between them. Morality is
tﬁe system which disciplines liaisons between individuals and institutions, while gender
is the “primary category of our social relationships,” hence the intriguing relationship
between them (1). Gender, as the primary determinant of the moral tone of the nation,
began to gain emphasis with the advent of the libertarian age. The awareness of the
influence of gender on society’s concept of right and wrong manifests itself in the form

of its recognition as a significant political force.

The present thesis adopts the sexual antitheses that Helen Haste, a feminist
psychoanalyst, singles out as among the most significant in determining the way the
West has made sense of sexual relationships since the Industrial Revolution. These are
the public/private, active/ passive and rational/irrational gender-marked binaries and their
ramifications (2). The thesis also explores the role of the mechanistic model which is one
of the most significant frames of thought through which the Western world rationalizes
gender. This study investigates this model in terms of its being an important part of the
structure of cause and effect that helps the perpetuation of the operation of sexual and

cultural antitheses and their role in bringing about moral chaos.

Practical experience, the working and the reworking of the material of this thesis,
has shown that the ideas around which it is structured are of a peculiarly transient nature.

They are fluid and very resistant to neat, logical outlining. They move among each
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other’s realms freely and without enough inherent semantic control either to warrant, or
to admit, their division into separate headings. Consider the pivots of this structure of
ideas which are the public/private principles. As they describe and limit the boundaries
between male and female physical spaces, they at once sustain these boundaries and
regulate human conduct within them. The instantaneousness with which the mind moves
from one association to another along the public/private split matches up to the
immediacy with which the id is experienced. Not surprisingly so, since this subliminal
part of the human constitution is the habitat of gender identity, and the operational

ground of the agencies responsible for its socialization (3).

Being a direct descendent of the content of the id, these agencies, which are part
of the primary theme of this thesis, have inherited its uncontrollable flexibility. So one
moves freely between public and private metaphors which are the frames of reference
that describe and limit behaviour within sexual relations. Mobility across the boundaries
of the public/private, active/ passive, and rational/ irrational dualities is unrestrained by
much deliberated, intermediate logic. Progression to the mechanistic model and its
outgrowths, the principles of control and hierarchy, does not warrant many rationally
connecting i1deas. As soon as we unearth one notion or another from its place in the
intermeshed web of meanings, another notion comes to the surface, propelled by the

sheer force of its indivisibility from the other ideas.

The theoretical substance of this thesis is impatient with mechanical discipline, so
its principal thematic control has to come from the dramatists’ main topics, This method,

apart from giving shape and definition to the present work, is instrumental in another,
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more important, way. It provides an appropriate vehicle to convey the themes of gender
and morality. Although the playwrights deal with these themes largely through direct
statement, much of their treatment of gender and morality recedes to the background of
their concerns, lying hidden beneath preoccupations to which these themes seemingly
ﬁave no relation. The technique is apt for the exploration of the meaning of maleness and
femaleness which lies predominantly in the subliminal part of the human soul. It is also
appropriate for the task of connecting the meaning of gender to the ethical givens of the

outside world. These two motives, investigating gender meaning and connecting it to

morality, are best embodied in the broader metaphor of the obliviousness of the 1d. This

is basically because we experience our gendered, and unavoidably moral, selves

unknowingly, The methods by which ideas are ordered in the present work are also

Instrumental in representing subversive theses more effectively.

The playwrights’ engagement in the complicated task of undoing the knots and
untangling the perplexities that arise on the basis of the public/private split takes place in
the subliminal level of the play. This undressing of the coats of public/private sophistry is
accompanied by a presentation of moral solutions that strike at the root of the problems.
In the process of doing this, the dramatists often overthrow old prejudices. However,
despite their attainment in this context, these dramatists have insights bold enough to
realize that some tact is called for in dealing with very long-established beliefs. There is
no better illustration of this fact than the example of recasting women’s role on the stage.
The “new dramatists,” in a good number of cases, mould the reformed image in the

underlying structure of sexual metaphors rather than refashioning this image in concrete

roles which have been for a long time recognized as male prerogatives.
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Two apt cases in point are those of Alice Maitland and Barbara Undershaft, a pair
of “new drama” protagonists created by Barker and Shaw respectively. They are both
recommended to our sympathy through their high moral standards, and both are key
figures in the schemes of moral inversion in The Voysey Inheritance (Barker) and Major
Barbara (Shaw). Still, the pair’s refashioned, empowered images occur mainly in the
metaphorical structures of the plays rather than in their external incidents; in the plays as
“being,” rather than in the plays as “action.” The two female protagonists manage to
reconcile masculine and feminine principles in themselves and employ the ensuing blend
in the service of a unifying moral purpose. Meanwhile, the administration of the official
institutions which form the operational grounds for the prompters of ethical revolution is
given to the male protagonists, and not the female protagonists. To make Barbara and
Alice top executives in two influential public institutions like the Voysey’s legal firm and
the Undershaft factory for manufacturing arms would have seemed a far-fetched concept
in the social climate of the time, This is the age in which women were still fighting for
their very basic rights, like citizenship and access to their own property. Consequently
promoting the two female moral catalysts to leaders of top economic and legal
institutions might shatter the basic core of the social realism which is one of the pillars of

the “new drama.”

The coverage of the present thesis is not exhaustive but selective, focusing on the
task of furnishing a lucid and rounded view of the themes of gender and morality as they
are reflected in a representative bulk of the “new drama™ output. I have, when possible,
grouped the individual plays inside each chapter on each individual playwright according

to thematic category. At the same time I have examined the substantiality of gender and
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‘morality from the standpoint of each play possessing a thematic and artistic unity in its
own right. The liquid-like nature of the theoretical backbone of this thesis and its
resistance to categorization is one of the factors that determine this choice of method.
Another is the somewhat unusual way in which the topic of this thesis relates itself to
each individual play. What lies at the heart of the socialization of gender, of the
complicated interplay of the public and private parts of the sexual symbiosis with each
other, and with the issue of morality, is a conglomeration of antithetical and competing
images and values. This conglomeration is located at the juncture between conscious and
unconscious understanding. For this reason, the “new dramatists,” more often than not,
find that these issues are best dramatized at the meeting point between the externality and
internality; the form and content; the direct and symbolic statements of their plays. This
confluence of dramatic layers is frequently situated in the subtext of the play, in the form
as the “soul” of the drama. The latter corresponds to the human psyche in that they both
draw their authenticity from their exhilarating difference from any number of others cast
in the same mould. On the strength of this I have striven to highlight the contents of the
“soul” of each play individually, anchoring the theme of gender and morality, which is an
important part of this “soul,” in the peculiarities and specificities of the diverse human

situations embodied in each “new drama” piece.

A stﬁdy of the relationship between gender and morality will unavoidably steer
our thinking towards women’s position, and the situation holds in reverse. An evaluation
of the role of women serves as the foundations which help to give rise to the subsequent
judgement one makes of the public and the private; gender relations as determined by the

division, and its metaphorical outgrowth; and the ethical system. Conveniently locating
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women on the public/private split, and fixing them there, has always been the most vital

step towards preserving patriarchal supremacy. Most of the rules regulating sexual

relationships, written and unwritten alike, and most of the gender-marked symbols tflat
pose as the natural components of femininity have one ultimate goal, thatisto cast
v'vomen in the role of the “other.” The resulting secondary position is guaranteed to push
women away from social centrality and closer to periphery, in a bid to leave the core of

social gravity as an exclusive male prerogative.

Women’s position is then a monitor of the change in the public/ private structure
of a given society. For this reason I will be focusing largely on the role of women. Each
chapter on each individual playwright concludes with an overall evaluation of the
position of women. This evaluation, which comes under the separate heading “The
Female Portrait,” reflects the extent to which each dramatist subverts the public/private
structure and its ramifications in some of his or her representative works. Not only that
but I will be also focusing on the image of women in each individual play discussed
within each individual dramatist’s work. I will be particularly highlighting the position of
those female characters who contribute to the inversion of the moral schemes in the
plays. The most important point in this context will be the discussion of the structure of
sexual metaphors that underpins these images. Ultimately, when the occasion calls for it,
I will éssess how far this structure pushes the female moral catalysts nearer, or further,

from social centrality.

It 1s most expedient that the theme of gender and morality, the contours of which

are predominantly undefinable, should be held together by the more solid, defining
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function of the dramatists’ main topics. Still, in the final balance, it would seem
appropriate that a form of general outlook should be provided after the discussion of the
individual playwrights. In it one tries to tease out of the tapestry of desperately knoﬁed
conceptions that arise on the public/private distinction a philosophical design which is
silared by the dramatists and which is buried in the extreme innerness of the dramatic
structure. This design has its source in an allegorical-poetic layer of the drama. The
extreme deep-seatedness of this pattern of thoughts helps to crystallize the afgurnents of

the chapters on the playwrights. I have called the division that is concerned with this

pattern of thoughts “Who am I and Where is Home?: The Quintessential Dilemma.”

As the title suggests, this chapter deals with the fundamental philosophy of being

that rationalizes the experience of the “new drama” characters. These figures are
perpetually tormented as a result of their being entrapped in human relationships that are
based on faulty ethical and sexual structures. The orthodox order creates permanent
tension between the public and the private parts of the lives of individuals and societies.
This tension is accompanied by a gender-marked metaphorical schism that distances
individuals from themselves and from each other. The chaos that ensues from gender
alienation and the subsequent lack of communication between the sexes makes the
realization of healthy man-woman social units almost impossible. Accordingly,
individﬁals are deprived of the spiritual satisfaction that results from their being at the
centre of a healthy domestic arrangement. “Who am I and Where is Home?” explores the
tragedy of the anguished “new drama” characters who are lost in no-man’s land between

the private and the public parts of their lives. It also shows that the only hope of salvation
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for these characters, and the society which they represent, resides in the reconciliation of

sharply divided sexual/cultural values along the public/private split.
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CHAPTER 1

NOTES

1. Helen Haste, The Sexual Metaphor (London: Harvester Wheatsheaf, 1993) p.60
2. The private/public, active/passive and rational/irrational sexual dualities are part

of the central subject matter in Haste’s The Sexual Metaphor. For publication information see

note 1 above.
3. For a discussion of Freud’s theory of the unconscious and its relation to the

socialization of gender see pp. 12-17 of this thesis.
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CHAPTER 2

THEATRE AND SOCIETY

I. Cultural and Theoretical Background

In The History of Sexuality Foucault says that the extensive deliberation on sex
and sexual matte;'s was one of the most prominent cultural and political phenomena in
the nineteenth century. In one respect it reflected the age’s preoccupation with
individualism. Foucault respects what he calls the “deployment of sexuality,” which
conquered and emancipated the “deployment of alliance” in Western society. The right to
one’s body, the right to discover what one is and all that one can be, is the product of the
release of one’s sexuality from the prison of indoctrination. Foucault believes that the
traditional judicial system is unable to recognize the links between sexual liberation,
individualism, and the betterment of the individual (1). One of the most important
manifestations, and the basis, of the age’s preoccupation with the relationship between
the pﬂ;fate self and the public world was the emergence of psychoanalysis. This “marked
a definitive break with the old ways of thinking about the self and viewing the world.
This was the beginning of an intellectual and artistic universe which the twentieth

century would recognise as its own” (2).
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Morality and Gender in Psychoanalysis

The interworking of the ethical self and the gendered self isone of the mﬁst
significant areas of the broader interaction between the private self and the public world
that was brought to focus by psychoanalysis. This science has proved invaluable in
changing the social structure of gender, and in particular as it ultimately manifests itself
in women’s position within this structure. The discoverer of psychoanalys'is, Sigmund
Freud, drew the world’s attention to the fact that the human mind consists of more than
one component. Some of these components are external, some are internal. The
interworking of these layers, which constitute the psyche, is closely connected with
morality, or society’s understanding of “right” and “wrong”, The operation of the psyche,
with its interaction of the internal and external parts, is contingent on anumber of
complicated determinants. The most significant of these determinants is the individual’s

relationship with its parents as seen in the light of gender attachment and detachment.

Early in his career Freud identified a divisible part of our humanity, upholding his
discovery by scientific methods. The discovery, which he called the “unconscious,” is the
basic reservoir of mental life; the repository of ourrepressed wishes and upsurges of
imaginative passion that are deemed inappropriate, or at odds with normal feeling. This
part of the mind is functional, though strictly speaking not instantly accessible to
investigation, either by an observer or by the subjects themselves. Since the contents of
the id are at odds with normal. feeling, they should be subjected to a standardizing

process. The agent of that process is the ego and the repressing forces are the subject’s

ethical and other standards. The ego’s function Is to select and reason the needs of the id,
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and adapt them to the outside world; it is responsible for engineering the sensory and
spiritual demands of the unconscious, so that the actions that ensue from it seem normal.
The ego intermediates between the internal and external worlds of the individual, forcing
the former to subdue its original nature in order to comply with the ethical standards of

society. Thus in its relation to the id, the ego is “like a man on horseback, who has to

hold in check the superior strength of the horse” (3).

In abnormal people, those designated pathological, the 1d resists the engineering
authority of the ego, and acts on its own impulses: the person thus appears to be behaving
abnormally. For Freud, the existence of an uneasy relationship between the id and the
€go 1s a pervasive phenomenon. The outcome of this conflict is detrimental to the
psychological health of the individual, though in different degrees. It is a constant in
Freud’s scientific analysis, that the neurotic or compulsive should be differentiated from
the balanced, not by type, but by degree (4). In a sense, Freud brought into focus,

arguably for the first time, the harmful effects of repressive, and therefore inauthentic,

ethical standards on the mental and spiritual fitness of the human subject.

The super-ego, another part of the human mind, is an even deeper and more

significant disciplinary agent than the ego, occupying a particular position between it and
the id. ‘Whilst it shares the former’s psychological engineering quality, it is related to the
latter by dint of their common origin. The super-ego is the remainder of the first object-
cathexes, and 1s the heir to the Oedipus complex after its termination (5). This psychic
phenomenon has an ancient and intimate relationship with gender formation at an carly

agé, and therefore cannot fully develop until the children (mostly male children) manage
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to identify themselves with the father, simultaneously detaching this self from the
mother. The super-ego is the moral censor which derives its authority, as an inward
monitor, from external institutions that parallel paternal supremacy, like the church and
the judicial order. These cast themselves as guardians of the value system of a nation, the

determinants of the sense of “right” and “wrong” in their exclusive forms.

It 1s difficult to pin Freud down on the question of gender and inorality: his
writing on both is deeply contradictory. Subversive and conservative forces seem to exist
side by side ina great many of his theories. This complexity could be one of the factors
that helped place him among the most original thinkers of the twentieth century. His
promisingly emancipated attitude that all human beings are intrinsically bisexual, and
that sexual identity is structured by our adopting the role of one sex or another at an early
time of our lives, implies that sexual attributes are “acquired” rather than “intrinsic.” In
the same way, he naturalizes the process of gender formation by seeming to wish to

ensure that wholesome grown-ups are normal at extensively varied points in the range of

socially acceptable gender differences (6).

Likewise, Freud seems to touch upon a revolutionary point by connecting the full
development of the super-ego, the agent of the moral conscience, to the process of gender
fonnation. Along these lines, he manages to socialize gender. On the other hand, this
theory gears the formation of the righteous personality to its identification with
masculinity. In such wise, the Freudian thesis reaches the inevitable conclusion that

women are Intrinsically deprived of the momentum for a well-defined Oedipus

culmination. Woman’s moral conscience is thus discredited.
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Even when he disparages women in this fashion, it is difficult to decide whether
the prominent psychoanalyst intends to idealize patriarchy. The fully developed super-
ego, the prerogative of the ultimate masculine righteousness, is one that adheres to the

tenets of society rigidly. At different stages of his research, Freud threw sceptical light on
these tenets. Early in his psychoanalytic career, including the period under study, he
implied a discontent with what passed as “normal” in society by exposing the uneasy
relationship between the id, the ego, and the super-ego. At this stage, Freud concentrated
more on the mind as an autonomous entity that was, basically, self-regulatory, and his
questions were raised along these lines. Later on he put further emphasis on the
externality of human existence allowing the external, material world to vitiate the crudity
of the isolated life of the mind. He did so by questioniné the validity of the moral
principles that caused the tension between the id, the ego, and their common offshoot, the
super-ego. In The Future of an lllusion and Civilization and its Discontents, both books
written in the late 1920s, Freud posits the problem that if we have already lost faith in

established metaphysical religions, it is time we put other cultural “possessions” to

question. This scepticism helps to throw a more definite light on what Freud meant
earlier in his career when he emphasized the highly tense relationships between the id,
the ego, and the super-ego. This disharmonious interaction is the cause of the present

unhealthy state of the human psyche. Freud maintains that:

It was discovered that a person becomes neurotic because he cannot tolerate the
amount of frustration which society imposes on him in the service of its cultural
ideals, and it was inferred from this that the abolition or reduction of those

demands would result in a return to possibilities of happiness (7).
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By subjecting cultural ideals to criticism, Freud has partly saved the human mind from

condemnation as a form of life that has a brand of evil all its own.

Although Freud acknowledges the distinction between conformity and morality,
ﬁe 1S not very clear on whether human “badness” is due to external or internal factors. In
“Thoughts on War and Death” he exposes this ambivalence showing himself to be more
inclined towards pessimism than optimism in reasoning out the morality of war. He states
his belief that the core of human nature “consists of elemental instincts, which are
common to all men. . . . These instincts in themselves are neither good nor evil. We but
classify them and their manifestations in that fashion, according as they meet the needs
and demands of the human community” (8). Then, he i)roceeds to admit that these
primitive instincts “undergo a lengthy process of development before they are allowed to
become active in adult being” (9). In trying to delineate the nature of this development
Freud is torn between two disparate inclinations. On the one hand, he seems ready to
admit--albeit in a somewhat indefinite manner--that instinct can be transformed, although
he modifies this statement by asserting that we habitually overestimate the human
capacity for change. On the other hand, the disillusioned scientist shows a strong
proclivity for total pessimism when he exposes his belief that the transformation of the
primitive instinct is not only scarce, it is impossible. The subtext is that change is skin-

deep and it does not penetrate the deeper layers of the human soul. The “primitive mind

is, in the fullest meaning of the word, imperishable” (10).

Psychoanalysis has proved to be instrumental in changing the social construction

of gender, in particular as it inevitably manifests itself in the change of women’s position
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within this construction. Yet this discipline did not start to properly take its place as a
discipline useful for the improvement of gender relations until the latter part of the
second half of the twentieth century, with the solidification and cohesion of the work of
the movement known as “second wave feminism.” One of the most important ways in
szhich this type of feminism--which started roughly in the late 1940s--distinguished itself
from other types was its recognition of the importance of “internality,” of society’s
unconscious, in determining the sexual order. Broadly speaking, older types of feminism
concentrated on “externality,” or on sexual reform on the institutional level. “Second
wave feminism,” on the other hand, realized that whilst reform must involve the struggle
for formal rights for women as a vital step to effecting a balance of power between the
sexes, it must go far beyond that as well. Genuine conversion is essentialiy a matter of
altered consciousness: The uncovering and removal of psychological realities
underpinning political and economic structure, and the exposition of the way the social
“1d” produces and reproduces gender meaning through the use of metaphors in language

and discourse.

The belief in the necessity of changing the metaphorical structure of gender was
one of the products of a major cultural reform brought about by feminism itself: the
reconceptualization of knowledge. All types of feminism attacked the masculine
institution of academic cultivation for its alienation of women in the role of the other.
“Second wave feminism,” nonetheless, was distinguished by its dramatic revision of the
meaning and significance of knowledge, with the result that a new understanding of
gender was introduced to a number of academic branches of learning. Psychoanalysis

was one of the most significant disciplines in which altered conceptions of gender shifted
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woman to the centre of intellectual acquirement, making her the subject, and not the
object of scientific inquiry. Freudian concepts were thus seen from woman’s point of

view,

Whereas a section of “second wave feminists” found the practices and definitions
of psychoanalysis prejudiced, others were sympathetic. Juliet Mitchell and like-minded
thinkers promoted the deployment of this discipline as a way to understand the
individual’s identity in all its aspects (11). The mostimportant of these aspects were
gender differentiation, sexual relationships, and the relation of these two to the
individual’s moral consciousness. Psychoanalysis explored both internal and external

aspects of human construction, allowing a deeper understanding of gender and morality

than was possible under a scope of vision that concentrated on externality. Nancy
Chodorow, a significant psychoanalytic feminist thinker, revises the Freudian theory
which states that our sexual identity is constructed through our taking on the position of
one sex or another at an early stage of our lives. She shifts the thesis’ emphasis away
from the deterministic phallocentric bias that is its main drawback. Instead, she presents
a forcefully logical case for the emergence of gender identity, which leads to the
production of particular social roles, such as mothering. Chodorow attributes the
association of the female identity with the role of the mother to the fact that women are

invariai:ly responsible for child care (12).

A brieflook at the issues of gender and morality in the predominantly patriarchal
society that has existed since the Industrial Revolution seems necessary. In attempting

this task, I will partly depend on the social critics and moralists who wrote during the
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period under study, with especial emphasis on the feminist-orientated among them. I will
use these early thinkers to illustrate the significant matters that were relevant within the
framework of the age. Among the most consequential of these matters is the material

position of women, as opposed to the metaphorical. The latter is best represented through

the writings of social theorists who belong to the movement known as “second wave
feminism.” Old and new feminisms are nonetheless not necessarily mutually exclusive
categories. By a priori reasoning, positional and metaphorical structures are ultimately

inseparable.

Sexual Antitheses

Despite the dialectical inevitability of the “oneness” of old and new forms of
feminisms, “second wave feminists” are more useful in supplementing my discussion of
pervasive gender situations that have remained relatively constant since the Industrial

Revolution up till the present time. The most significant of these situations are the sharp

divisions between the sexes both positionally and metaphorically; a polarization that
most feminists, old and new, find unacceptable in whole or in part. “Second wave
feminism” analyzed sexual antitheses in a more concrete and specified manner than older
forms of feminism. This is partly due to the fact that the way in which society views and
deals ;with sex differences is, to a large extent, rooted in the cultural unconscious.
“Second wave feminists,” armed with a more sophisticated version of psychoanalysis
than the older ones, can reach the internality of society’s thinking more efficiently.
Besides, “second wave feminism” is more capable of realizing the exact position of

women on the metaphorical structure of gender. The ability to identify the female image
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in the cultural “id” is the result of the increasing centralization of women in

psychoanalysis.

Men’s and women’s values have always been seen as separate by the patriarchal
culture. The male culture prefers to view the world in black and white terms. In her book
The Sexual Metaphor Helen Haste expresses her belief that Western culture prefers to
view the world in terms of dualities. The polarization of feminine and maséuline values
has been one of the mainstays of traditional culture and it has helped to preserve the
status quo. For Haste, the feminine/masculine duality is the strongest cultural duality.
“We inhabit an en-gendered world. Gender is the primary category of our social
relationships” (13). Gender “maps on” to many other areas of life (14). She explores the
way in whic'h these metaphors sustain the either/or conception. Haste explores the
metaphors of gender that characterize traditional ways of thinking, especially the
metaphors of public/ private, active/ passive, and rational/ irrational. She also examines
the fact that a dualistic way of thinking helps to maintain the hierarchical reasoning of

gender values:

Metaphors permeate gender. Our conceptions of sex difference, sex roles and

sexual relations are couched in metaphors that explain and justify, and the
fmetaphors derived from gender and sexuality invade vast other areas of life. The
primary metaphor of gender is dualism and polarity. The metaphor of dualism
automatically casts A in antithesis to B; it makes the definition of A as the

negation of B, . .. The whole operates as a continual feedback loop, reinforcing

and reproducing itself (15),
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Public/private division that is linked to, or embraced within, the meaning and
function of gender has existed since the inception of politics at the hands of the Greeks.
Throughout history, the element, meaning, and scope of public and private vary with the
imperative of each society’s existence, and turn on its dominant ideology (16). The
aﬁvent of the age of technology broke up the family unit opening the public-private split
into an unprecedented chasm. The household employment, which women and children
shared with adult men, declined with the movement of the unit of productioﬁ outside the
home. In the new large industrial unit man became the economical head of the family,
since he was the chief earner. The new economical pattern required men to have talents
and skills instrumental for work in the public domain which were not required of women,

The status of public work was elevated with the rising of the social and political power of

middle-class men. Soon new descriptions and perceptions of work developed which
made women’s labour appear less definitive than it had been before, not the least because

it was not paid. The diminishing significance of women’s labour brought about a serious

drop in women’s social status.

The sharp division of sexual roles and social positions was mutually dependent on
a certain metaphorical structure, which society utilized to make sense of gender
experience. The structure defined maleness and femaleness, and limited behaviour
within 'these two categories (17). This order of gender meaning fitted in well with the
public domain’s attitudes and purposes. One of the most important metaphorical dualities
was rationality/irrationality. This was strengthened by the Darwinian theory which stated
that for the species to evolve into perfection it had to disavow areas of non-rationality

and must irrevocably and necessarily deny the feminine. Darwin considers women’s
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qualities, like “intuition,” “rapid perception,” and “imitations” crude and uncultured
because they are not schooled in the deductive logic of masculine rationality. Such

inclination to illogicality belongs to the “lower races, and therefore of a past and lower
state of civilization” (18). As such, feminine irrationality should stand at the opposite

pole to masculine rationality for the aid of a healthy evolution.

Rationality soon assumed a universal, all-embracing significance. Science, which
was the instigator of this metaphor, was at pains to detach itself {rom irrational elements,
rejecting traditional explanations of natural phenomenon, and of human biology,
especially those which had a measure of the occult. It thus eschewed the definitions and

practices of medicine which did not conform to the deductive reasoning of science.

Mechanism is another significant metaphor which has governed the Western
world since the Industrial Revolution, contributing, as it does, to the creation of a sharp
division of sexual values. The old style of living explained nature and the human being’s
place in it through a metaphor of totality. The earth was an innate and self-sufficient
entity, in possession of an internal regulating system, which enabled its components to
live within the steady beat of the organic, and to establish a harmonious relationship with
the human community. With the prevalence of technology, there was a shift to a
metaphor of mechanism. The earth was perceived as fragmented matter, consisting of
different parts, Coordinating agencies were transformed from one part to another with the
help of external forces that were, allegedly, needed to maintain their efficiency—
allegedly, because the masculine establishment has always striven to represent the earth

as subservient matter, unable to stand on its own, and therefore in constant want of an
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outside controller. The metaphors of autonomy and holism were thus replaced by the

metaphors of dependency and atomism.

The metaphor of mechanism was interlocked with a metaphor of control. Man
was no longer living in harmony with nature, but he was its master. The aspiring
industrialist and scientist needed to enslave all beings to their requirements. Besides,
there was a weakening of the concept of the cosmos as a part of a divine design, and
therefore reliable and benevolent. Such scepticism resulted in a feeling of insecurity and
the need to be in control. The metaphor of mastery over nature leaked over to other
domains. The concept of controlling and manipulating nature was applied to human

behaviour, so that humanness could be organized by imposing values which forcefully

and mechanically trimmed human nature.

Matthew Amold, a central Victorian philosopher who was a shrewd critic of
society, sensed the danger of the dominance of the mechanistic metaphor and wamned
against it. In Culture and Anarchy, he was prompted to express his anxiety that faith “in
machinery” was the Victorian’s “besetting danger” (19). All aspects of their life had
become deeply imbued with the image of mechanism: religion, wealth, reproduction, and
even poetry and literature. This metaphorical aspect and its appliances made the
Victori'ans deviate from the real issue behind a given human activity., Tasks were
performed as if they “were precious ends in themselves, and therefore had some of the
characters of perfection indisputably joined to them” (20). For Arnold, a culture that is

governed by mechanical forces is anarchic. Since there are different ends for every

activity, there is no unifying force, no commonly valued goal.
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The metaphor of machinery was congenial to the Victorian life because it
ministered to growth on the material level, facilitating surfacing capitalism, imperial
expansion, and industrial development. By its nature it freed power-hungry middle-class

men from the encumbering effect of moral consciousness. This is because

[a] mechanical model can both be controlled and control; the observer who is
detached from that which is observed, rather than a part of it, can 6perate upon
that which is observed. If that which is observed is seen not as a living thing but
as a mechanical thing governed by laws, then the constraints on what one can do

to it are practical constraints of power, not the constraints of ethics (21).

The value of rationality, governance, and mechanism which prevailed in the
public sphere, endowed middle-class men with guilt-free dynamism, and so they
appropriated all the energy that existed in the politico-economic arena. Such monopoly
of activity was one of the reasons that women were relegated to the private sphere. In
fact, the evolving capitalist-patriarchal system was erected upon this sharp division
between masculine activity and feminine passivity. Keeping women in an exclusive
sphere of private passivity was the social order’s timeless necessity. So this order
invented certain collective myths which masqueraded as the natural components of
feminil;ity. They thus created and recreated the psychological conditions for women’s

passivity.

One such controlling myth was the conviction that female characteristics were the

antithesis to male characteristics. The overall structure forced female energy to remain
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dormant, so that men could be active, both physically and metaphorically. The
materialistic position was supplemented by the metaphorical structure. This is because
metaphors are significant, being the agents that restrain and prescribe. They enforced on
woman a synthetic standard of behaviour, the better for her to remain encased within the

patriarchal prescription of her. One of the most effective ways of ensuring women'’s

passivity was by reconditioning their sexuality.

The predominant concept of female sexuality in the history of Western
civilization was that women were voluptuous, closer to nature by virtue of their
reproductive functions, and sexually importunate. During certain periods in history this

image underwent changes. One such period is the nineteenth century, during which

middle-class women were transformed into carriers of moral norms, and ameliorators of
men. Women’s new position as guardians of the nation’s moral worth was one of the
reasons why the social order felt the need to prescribe female metaphorical castration. It
is ironic that widely diverse male establishments, like the official religion and science,
cqually affirmed women’s sexual passivity, each in a mode appropriate to its dominant
ideology. Christianity argued for women’s sexual neutering on metaphysical grounds:
chastity is willed by divinity, an otherwordly existence far removed from the life of the
human mind, and inexplainable by its deductive logic. The Virgin Mother, or Madonna,
was reétored to the cultural imagination as an essential part of the image of the ideal
woman, This image of female deity implied that true woman was sexually passive, and

that her presumed desire was only a means to maternity.
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On the other hand science affirmed the same notion, women’s sexual passivity,
using an opposite logic. Perhaps Freud’s theories offer the best example of the way in
which science collaborated with other cultural aspects to castrate women. This is paﬁly
because Freud is one of the major creators of modern thought that is based on deductive
l-ogic and careful scientific analysis—but also partly because his work helped to
dramatically revise the way we see human behaviour. At one point, this father of
psychoanalysis made the now well-known declaration that libido was esseniially a male
and not a female energy. The assumption that men monopolized all the power of
sensuality, which partly arose from the popularization of this Freudian theory, brought
about many material injustices for women. The working of the duality active/ passive in
sexual matters lopsidedly concentrated desire in the male, suggesting the notion that this
desire is so extreme, it is uncontrollable. The inevitability of getting male sexual appetite
serviced made women the sexual slaves of men. Mythical, outlandish virility justified
forms of sexual abuse like prostitution, child abuse, and domestic rape. Hence, a great
deal of the efforts of early feminism was directed at overthrowing this fictional manly
vigour in an attempt to alleviate the material injustices that blighted women as a
consequence of its popularization. In The Great Scourge and How to End It, for instance,

Christabel Pankhurst argued against the assumed uncontrollability of male sexual drive,

seeing it as the establishment’s excuse to lighten the moral load of men (22).

The aim of concentrating the sexual energy in the male goes further than ensuring
him a guilt-free libido; it intensifies women’s passivity. The male-orientated ruling
systems have. always striven to render women passive by declaring some female

characteristics unhealthy. This phenomenon, which goes back to the time of the Greeks
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at least, reached its zenith in the Victorian Age when middle-class men's power was at its
highest point. This is the time when these men managed to appropriate all the meaningful

work in the public sphere, and claim it as their prerogative, It follows that there arose a

need to deepen woman'’s passivity in order to keep her away from competing for power.

The social order, largely influenced by Freud’s and Darwin’s theories, delineated
women’s sexuality, along with other forms of female active agencies, pathological.
Women’s desire was established as a form of hysteria. That this medical brutal force is
deliberate and necessary is evident in the way it was aggravated after the upheaval of the
Women’s Movement and the subsequent gradual entrance of women to the public sphere.
The feminist writer Elaine Showalter notes that from 1870-1910, the period which saw
women starting to make serious inroads into paid work, nervous discases like anorexia
nervosa and hysteria were spreading to epidemic dimensions. The eruption of these
forms of female illnesses was observed by the Darwinian nerve specialists who “arose to

dictate proper feminine behavior outside the asylum as well as in” (23).

The male establishment prescribed passivity as both in conformity with female
nature, and fundamental to preserving this nature. The interpretation of female sexuality
by male institutions as pure or secondary was internalized by society, and by women
themselves, and turned into techniques for regulating female desire. According to the
culturai ideal, woman’s sexuality is passive and without autonomy. Women are sexually
excited as a consequence of external factors, like male attention, or the desire for
procreation. If women are sexually passive, it takes the edge off their power; if their

sexuality comes to life only in response to male initiative, it is under male control.
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To a certain degree, this was done on account of property. The control of female
sexual behaviour before and inside of marriage, as it were, ensured the legitimacy of
heirs. But this is only part of the story. Sexuality is the main determinant of a persoﬁ’s
selfhood. It orders the way individuals should see themselves and the external world, and
as such, the shape of one’s sexuality influences one’s social and economic stance.
Perhaps this fact is aptly demonstrated in a painful, yet illuminating, historical pattern, in
conformity with which masculine culture dealt with a certain type of women who
possessed assertive sexuality. Witches, the persecuted women, stood for two closely
connected elements: free sexuality, and economic independence. The assumption about
witches is that they obtained power through fraternizing with the devil, the fraternizing
being itself the out;:ome of an insatiable desire. Question VI of The Malleus Maleficarum
of Heinrich Kramer and James Sprenger is devoted to find answers to the taken-for-
granted problem of depraved female libido embodied in the image of the witches:
“Concerning Witches who copulate with Devils. Why is it that Women are chiefly
addicted to Evil Superstitions?” (24). In the public imagination, as well as among the

literati, a liberated female sexuality was associated with a certain kind of supernatural

power, granted to the emancipated by some satanic forms of energy.

The sorceresses were able to cast a charm over people’s lives, initiating a change
for the better or the worse; they dabbled with traditional herbal remedies, and were paid
to cure the sick. This especial brand of genius aroused defensive feeling amongst the

members of the medical profession. The last major witch-hunt took place in the

seventeenth century. The time marked a major conflict between males and females about

access to economical resources. The public sphere was becoming increasingly the

’
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exclusive domain of male action and the masculine self. The medical profession was
starting to install itself among the increasingly masculinized public institutions. Hence,
the old healing tradition of the irrational guileful woman was subdued by the rising
professionalism of the rational medical man. The last major witch-hunt can be seen as a
:;ymbol of the suppression the woman of action and positive sexuality at the hands of the

power-thirsty male. There is a link between the “anti-witches” sentiment and the

enduring attitude to women in general.

Sexual Antitheses and Moral Conduct

Morality is coined of a conveniently fabricated blend of sexual values. The blend
was engineered to fit the needs of patriarchy, which manifested itself in different forms
from, at least, Plato’s time to our own. Yet, after industrialization, orthodox ethics started
to take a shape radically different from that of the preceding era, perhaps from that of
most of known human history. One of the main reasons for the uniqueness of the ethical
system which was initiated at about the close of the seventeenth century was the equally
drastic alterations that took place along the public/private division and the resultant
polarization of gender values. The decline of household industry and the separation of
women’s work from men’s work caused the alteration. Ways of thinking about morality
are unavoidably, if implicitly, tied to assessments of sexual dualities, of which the

public/private split is one of the most significant.
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The patriarchal-capitalist system was mutually dependent on a sharp division of
gender-marked values. The division prescribed activity for men and passivity for women,
endowing men with mechanistic control and imposing mechanistic subjection on wom@en.
It deemed the masculine self rational and strove to protect it from the polluting effect of
tﬁe feminine. This pattern of sexual relationships was vital to the patriarchal-capitalist
system. Small wonder then that the social order was at pains to impose intense
conditioning on women, the better for them to remain encased within the patriarchal
prescription of them. One of the most significant cultural occurrences that supplemented
the indoctrination of women was the rise of the popular press, one of the side-products of
technological improvement. Popular media promoted a kind of conduct-book literature
which contained the image of the id;:al woman. In fact conduct-book literature existed
long before the advent of the age of technology (25). It was used for promoting and
prescribing the social ideal of the time: the characteristics of the types who would
represent the nation’s “sense of right.” Up to the close of the seventeenth century this

model was the aristocratic male. The reason for that was the cultural climate in which it

was congenial for him to assume this role.

In the world that preceded the Industrial Revolution, it was still possible for the
aristocratic male, at once a symbol of power and a representative of legitimate morality,
to aduiterate his masterful image with characteristics that carried feminine connotations.
A gentleman’s most prominent feature was “nobility of heart,” or what was known as
“chivalry.” This human trait was underlined by metaphors of unworldliness and self-
sacrifice, both of which were feminine values. “Nobility of heart,” and its feminine

connotations were significant aspects of “rightness” as prescribed by the traditional
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morality, they were still recognizable values in the form of public life that existed before

the age of industrialization.

Aristocracy of spirit and the orthodox appropriateness from which it sprang were
still associated with power and powerful people. They were the dominant frameworks for
making sense of the experience of the dominant group, the criteria for judging
individuals who possessed the privilege of a legitimate personhood in society, i.e. the
male of the dominant class. Another reason for the aristocratic male’s occupation of the
position of moral prototype is conceivably the simple fact that he could afford to. Having
been born rich, he was able to eschew the worldly and the material, avoiding the tasteless
and corrupting task of competing for possessions. Unworfhliness was an indulgence

which the middle-class male, the aristocratic patriarch’s successor to social centrality,

could not afford.

In order to gain his materialistic ends, the middle-class male had to adhere to the
mechanistic model. By authority of this model’s central value of detachment, the newly
empowered male secured himself unrestrained status-seeking. The mechanistic model
was a side-product of the age of industrialization. With the advent of this epoch, a
metaphorical split paralleled the material chasm that physically separated the public from
the priizate. The “nobility of heart,” which was synonymous with the virtue of “doing
good for its own sake,” began to be considered one of the exclusive characteristics of the
divine metaphysical faith which, in turn, was part of the consensus of the old organic
world that the atomic age broke up. The era started to recognize that inherited

establishments and creeds were generally ill-adapted to the requirements of industry, and
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the increasing social mobility that resulted from it. The spiritual, undefined quality of
virtue and piety that inspired unquestioned loyalty, and its concomitant, subjection, was
made obsolete in the public arena. This arena was totally governed by the values that
suited the upcoming social stratum. These are the masculine value of rationality,
mechanistic control, and harsh justice. “We have had the morality of submission, and the
morality of chivalry and generosity; the time is now come for the morality of justice,”
declares the Victorian sage John Stuart Mill in The Subjection of Women (‘26). Still, in
the circumstances, what was to become of traditional morality? For although it had lost
its place in the public sphere, somewhere at the core of the then new life, it was still

indispensable.

The epoch was preoccupied with two problems: the first was reconstructing
women’s role, and the second was refashioning the position of traditional morality. The
“sensible” solution was to merge these two elements together, resolving both problems
simultaneously. Middle-class women thus became guardians of the age’s morality, in a
typical stroke of masculine expediency that mechanically rearranged the social loose
ends. Morality lost its public position but it was resurrected in the passive role of women.
In the process of reconstructing the new female self, the moral doctrines which implied
passivity and subjection were submerged with femininity until they became identical.
Staniné in the early eighteenth century the conduct-book literature did a great deal to
help redefining the female character as inert, resigned, and thus undefined. So popular
did these books become that by the second half of the eighteenth century almost entirely
everyone could perceive the shining example of womanhood they proposed. The

influence of such writing was so great that it affected intellectual levels of society,
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prompting some of its educators to inaugurate the discourse proposed by these books. In
1798, the influential mentor Erasmus Darwin proposed the conduct books’ model woman
as the target for his teaching policy. Maintaining that mildness and withdrawal should‘ be
the most highlighted features of the ideal female, he warns against “great eminence in
almost anything.” A clearly defined ambition or position in society is “injurious to a
young lady.” This lady’s temper and disposition “should appear to be pliant rather than

robust; to be ready to take impressions rather than to be decidedly marked” (27).

Erasmus Darwin’s portrait of the ideal female encompasses the typical either/or
way of perceiving gender that dominates the West. He sets female mildness and inertness
against masculine boldness and energy; female obscurity against masculine distinction;
and female periphery against masculine centrality. Partly with the help of conduct-book
literature, patriarchy created and recreated the psychic conditions for women’s
subjection, and her identification with the tenets of old morality. By the advent of the
nineteenth century, the ideal woman, who was bomn from the identification of the
traditional female with sanctioned morality, was ripe to enter the consciousness of the
Victorians, and be fixed there, conduct books or no conduct books. The ideal woman
entered the domain of common sense, and provided the frame of reference for both
intellectual and cultural products. Starting in the eighteenth century, the part of the body
of traditional moral doctrines which had the latent meaning of subjectivity and passivity
resigned itself completely to the private world. By the advent of the nineteenth century,
this remaking of the conditions .of history was solidified, and the human values which

could not .be justified by the masculine standard of hard logic and harsh justice were

banished from the public arena and decision-making institutions.
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In order to atone for women’s complete loss of public, worldly power, and to
compensate middle-class men for the loss of spiritual, private morality, the social order
invented a channel through which the two elements ﬂowed into each other’s realms. This
“passageway” of values defined itself as “influence.” Women were asked to indirectly
rﬁotivate men to adhere to the values that traditional morality deemed “right” in the
public sphere. One of the earliest and most persuasive conduct books in which the
phenomenon of women’s influence started to become visible in the late eighteenth
century is James Fordyce’s Sermons to Young Women. A “principle source of your
importance,” Fordyce insists, “is the very great and extensive influence which you in
general have with our sex” (28). But the pressure of the manipulators of women’s

influence did not reach its peak until the first half of the nineteenth century.

The cultural products of this period, including the nineteenth-century version of
conduct-book literature, insisted on representing women with a version of authority
which was more significant than that of men, and yet cannot exactly be described as
power. This is because women were not supposed to have anything as imposing and as
self-definitive as power. The hallmark of women's influence was highlighted in Sarah
Ellis’s work that emerged during the period in which the propaganda for women’s
influence was at its peak, Ellis, who was one of the most popular writers on the subject,
and whose ideas were consequential in dictating women'’s behaviour, encouraged female
conduct to be inspired by power and non-power at the same time. This impossible
equation is typical of the hypocrisy of patriarchy, to which Ellis’s formula belongs, in
dealing with the “woman question.” In The Women of England, she Spurs women onina

tone pregnant with melodramatic urgency: “You have deep responsibilities; you have
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urgent claims; a nation’s moral worth is in your keeping” (29). Even as she embraces a
form of active significance, thus centrality, for woman, she violently impedes this very

centrality by advising this woman to endorse her own subordinate status:

One important truth sufficiently impressed upon your mind will materially assist
in this desirable consummation—it is the superiority of your husband, simply as a
man. It is quite possible you may have more talent, with higher attainments, and
you may also have been generally more admired; but this has nothing whatever to

do with your position as a woman, which is, and must be, inferior to his as a man

(30).

Profound contradictions reside in the shape of women’s influence as prescribed
by the patriarchal ideology of the day, of which Ellis’s work is the best representative. To
have influence, to have the ability to shape and model other people’s lives, is, by
necessity, contingent upon the possession of well-circumscribed self-boundaries. To be
able to positively manipulate people means to exert active control on others, but first one
should be able to exert control on one’s own life, Women are not in a position to wield
influence, since they are, at the same time, asked to defuse the boundaries of the self, and
merge them with others. They are supposed to devote themselves to persuading others to
perforni deeds which are outside their own, women’s, interests. Women’s own
requirements are contained within their definition as the “fixers” of other people’s needs

and wants. The patriarchal power gave active significance to women with one hand and

took it away with the other. Influence is an activity which enhances women’s passivity
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because it necessitates diminishing practices and capabilities which help women’s self-

advancement.

Such duplicity lies at the heart of patriarchy, manifesting itself most powerfully in
tilc establishment’s omnipresent attempts, not only to mix the unmixable, but also to
divide the indivisible. The calculating function of this male-orientated institution forces
morality, with its essentially unified, relatively abstract sense of right and wrong, to
acquire sharply divided shades and tones of significance at odds with its nature. The
spectrum of the interpretations of moral conduct thus has acquired gender-specific
meanings that are, in a Machiavellian fashion, rooted in the ruling order’s materialistic
needs. In Beyond Female Masochism, Frigga Haug, explains how our moral
understanding has gender specific meanings. Men’s morals are connected with their

business abilities, women’s morals with their bodies.

So it is not true that each sex is assigned different values from the outset—
women are caring, men are brave—but that the same values have different
meanings for each sex, they imply different practices and demand different
responses. Morality calls both sexes to order, buteach sex obeys after its own

fashion.

Hence morality becomes a powerful force separating the sexes. For men it
centres on property, for women on the body. Even an apparently innocent turn of

phrase such as “to initiate a person” typically means that men are inducted into
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the mysteries of business, whereas women are introduced to the praxis of sex

(31).

Haug believes that the “bisexuality” of moral values is an instrument that is
ciesigned to serve the inequitable political and economic patriarchal systems. The power
of patriarchy derives from its manipulation of the actual inauthenticity of these moral
formulations and not, as it claims, from the supremacy and comprehensiveness of
masculine values. Patriarchy acknowledges manly values as the norm, the point of
departure. The powerful people coagulate the contradictory conceptions into apparently
solid and appropriate images and shared assumptions. These images and assumptions
manipulate the conceptual and evaluative responses of individuals so that they come to
the conclusion intended by these manipulators. Since gender is a primary reasoning
Category, the conceptions that are formulated by using the bisexuality of values are

effective instruments of social and political conditioning. Haug says that

[the] power of the state is not the expression of a masculine morality which has
been erected into a universal ethical code. That power derives instead from the
iridescent tones, the shifting meanings and combinations of values, in short the
bisexual nature of morality, which makes it possible to appeal to everyone, each
" in his or her own way. One effect of this is that we become used to thinking of
contradictory stances as being as normal as the fact that there are men and
women. The exchange of love for money, for example, is something we regard
as possible and impossible in the same breath, wanting love both to be the free

expression of feeling and to be secured by contract. Or again, we believe that
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men are prepared to die for the sake of glory, and that women should be willing

to sacrifice themselves for them. Or, finally, we accept that they should commit
murder in obedience to higher principles while believing that we are the

defenders of life—this idea, too, is an effect of a bisexual morality (32).
The Women’s Movement and the Reformation of Sexual Metaphors

In the late nineteenth century sexual relationships, and especially women’s role in
them, started to change. The change was the outcome of the increase in the intensity and
activity of the Women’s Movement, which, in turn, was a by-product of the libertarian
and radical movements of the era. After the 1880s, the Women’s Movement, whose main
target was to obtain suffrage, started to produce visible effects. Suffrage was symbolic of
women’s awareness of their right to a more definitive place in society and to take power
In the public realm on an equal footing with men. In addition to the vote, the Women's
Rights Movement concerned itself with many other issues that allowed female presence
In the public arena, as well as control over the private sphere: equal pay, equal
employment opportunities, and equality before the law—particularly in matters which
were germane to family organization, like divorce and the custody of children. The
outcome of earlier reformation in girl’s education was that higher education was
accessiiale in the 1890s, though within bounds, to predominantly middle-class girls. The
improvement in education paved the way for middle-class women to enter into

professions. During these years, women became a reasonably visible quantity in the

labour force.
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The opening up of educational and employment opportunities for women is not,
in itself, the ultimate indicator of the truth about their emancipation. The achievement of
Victorian-Edwardian feminism has to be ultimately measured in terms of the changé in
women’s position on the symbolic structure of gender. The change of “women’s place”
would not be effective unless it was accompanied by a change in the manner in which
women viewed themselves, and the way in which society viewed them. The Women’s
Movement in its early stages, as seen in the struggle of sutfragettes, was deelﬁly rooted in
the socio-political life of the community, concentrating on materialistic gains. Generally
speaking, it is left to later feminists to explore more subtle problems, in addition to
economic and political equality. They interpret gender meaning as it exists in society’s
unconscious--particularly the specificity of female psychology and its symbolic
materialization--and attempt to reconstruct an authentic female identity based on the right
cultural ordering of gender. Yet, change in sexual relationships on the psychological
level can be identified, though in germinal form, in the tumn-of-the century thinkers with
feminist sensibilities. Historian Sandra Holton argues that one of the major aims of

suffrage was to challenge the period’s “restrictive ideologies concerning women.” To

Holton’s mind

suffragists did not seek merely an entry to a male-defined sphere, but the
opportunity to redefine that sphere. . . . British suffragists aimed to reform their
society by domesticating public life. The most striking aspect of British
suffragism, then, is that it did not present feminist goals in terms of equivalence
with men but in terms of an autonomously created system of values derived

from women’s particular experience (33).
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One of the places which embraced the change in female psychology on the largest
scale was education. This field of work underwent substantial alteration in the wake of
the Women's Movement. In the first half of the nineteenth century the aim of girls’
education was to mould their character according to the image of the ideal female. The
6fﬁcial cultivation of girls’ minds consisted of preparing them to be proper wives, whose
main asset was their mastery of the skill of appearing, and ultimately being, passive. In
“Of Queens’ Gardens,” one of the most authoritative writings that recommended the
female cultural ideal of the time, John Ruskin expressed the essence of early Victorian
education. He counsels that women “must be enduringly, incorruptibly good;

instinctively, infallibly wise—wise, not for self-development, but for self-renunciation”

[emphasis added] (34).

Ruskin’s contemporary feminists and their predecessors alike attacked the type of
attitudes that were represented in his essay. In 4 Vindication of the Rights of Women, the
book which in 1792 made the first complete political case for women’s rights in Britain,
Mary Wollstonecraft traced her female contemporaries’ hollowness of characterto a
system of learning that confined them to roles that resembled the roles which Ruskin was
to recommend most emphatically later. These roles had private, passive connotations.,
Inertness and seclusion resulted in the eighteenth-century women being negatively
personél and limited in their attitude to affairs both inside and outside themselves,
particularly those relating to morality. Women’s obsessive self-interest prompted the
author, rather gloomily, to describe them as “rakes at heart.” This cultural condition,
which was one of the most powerful catalysts of women’s upheaval, continued to impede

women’s moral growth until well into the nineteenth century when Ruskin’s writings
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helped to enforce it. However the negativism of categorizing female morality in such
wise 1s very much mitigated by Wollstonecrafts expressed belief that women’s ethical
deficiency is socially induced and not intrinsic to the female character. It is the inevitable
consequence of their education which removes them from the much coveted principle of

masculine rationality, (coveted by Wollstonecraft, that is). For the pioneer Victorian

feminist the main drawback in women’s education is that it discourages women from

exercising their “understandings” (35).

Pioneers of women’s learning, like Emily Davies and Frances Buss, advocated a
change of direction in the process of moulding girl’s minds. Their curriculum aimed to

produce a female identity which strove towards a distinctive whole by defining a

personal goal in life, not necessarily that of marriage. For instance, The North London

Collegiate School for Girls--which was initiated by Frances Buss in 1850--names its

objective as contributing

such teaching as shall place the pupil en rapport with the world she is about to
enter, and shall inculcate and inspire industry, frugality, self-dependence, self-
control, a definite plan of life, the preference of the claims of the future to present
enjoyment, and a steady self-advancement for the sake of others as well as for

one’s own (36).

The female self should be bounded, integrated, and independently motivated. This
description of the socially approved female image constitutes a considerable dissent from

the sickly female of earlier education. The emancipated school mentors urge their pupils
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to think of others as well as oneself, and to combine both self-sacrifice and self-

assertiveness in a balanced, healthy psychology.

The improvement of girls’ education was the direct result of an increasingly
ciynamic feminism which challenged many verities of Victorian consensus. The most
important of these principles was the assumption that marriage, and reproduction within
wedlock, were the only shape in which women’s significance might materialize. The
Victorians presented women with the ultimate truth that wifehood, whose final aim is
motherhood, was the ultimate fulfillment of her morality, which was supposed to be
based on spirituality; it was the supreme act of sacrificing the female self for the well-
being of the nation. Every woman should aspire to child-birth, and should any woman
fail to do so, she was considered, in some way, deviant, Nevertheless, taking into account
the exigency of maintaining female sexual passivity, the image of the Virgin Mother was
introduced to the motherhood scene to ensure that the desire for procreation in women

was not prompted by an assertive sexuality, but it was an act of God, in which woman is

only a passive agent.

One of the most prominent writings that opposed the notion of women’s
confinement to the role of mother and wife was Cicely Hamilton's Marriage as a Trade.
In this book, Hamilton attacks the notion that marriage is a form of biological destiny for
women, which is determined and approved by infallible moral authorities. She stresses
the purely materialistic foundation of marriage, arguing that for most women this social

arrangement 1s the only way to earn a living. Refuting the notion of woman’s biological
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destiny, Hamilton states her belief that marriage should constitute only one aspect of

women'’s lives, and not all aspects of these lives (37).

Besides feminism, there were other cultural movements which attacked marriage,
tile most important of which was eugenics. The thesis of this movement was based on
the notion that human evolution should be promoted by rational intervention. It
advocated reducing people to their reproductive roles, and then intermediating between
them for the sake ofa better species. As such, it would rid the nation of undesirables, a
category which included not only the defective, but also less-than-superior stock:
superior stock being the middle classes. This social-engineering movement considered as
derelict peoﬁle such as thugs, thieves, the mentally unhealthy and, to a degree, the
working class. Despite its forbiddingly immoral tone, it is surprising to see that eugenics
Captured the social thinking of the day. The majority of intellectuals supported eugenics,
which is a possible indication that the theory of evolution had entered the social
consciousness, residing in the realm of common sense. This is because this theory

embodied a hope of producing a more advanced type of humanity.

Eugenics advocated the emancipation of women and their personal, as opposed to

marital, growth., The subscribers to this philosophy endorsed women’s liberation mainly
because these bearers of human life played an important role in reproduction. Eugenics
also advocated freeing women from the institution of marriage on the grounds that it
hindered the process of scientific breeding. Social and economic circumstances of the
breeders played a greater part in determining their marriage than did genetic givens. The

notion that “good women” bred “good men” was at the heart of the cugenic sentiment,
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Havelock Ellis, a major eugenicist, presents his views that the “breeding of men lies

largely in the hands of women.” That is why the question of eugenics is “to a large extent

at one with the woman question” (38). Meanwhile, Karl Pearson, another major
eugenicist, was adamant that ensuring the continuity and wholesomeness of the race
should take priority over women’s emancipation: “We have first to settle what is the
physical capacity of women, what would be the effect of her emancipation on her
function of race-reproduction, before we can talk about her ‘rights’” (39). It is evident
that within the ideology of these literal minded, though perhaps well meaning, idealistic

social engineers, women's liberty and mental growth are merely secondary issues.

It is ironic that the more intensely eugenics advocates women’s emancipation, the
more intensely it contributes to her subjection and alienation in the passive role of the
other. Ultimately, the eugenic movement does more to endorse the sexual dualities than
to vitiate them. It endorses the sharply differentiated characteristics of mind/body and
affirms a natural difference of sexual “essence” by assuming that woman’s essential role
Is to provide the material “body” necessary to carry the improved intellectual man. The
movement also shares with traditional moralists, who champion the notion of “woman’s
influence,” their endorsement of the sexual antithesis individual/non-individual. Both
patriarchal establishments obscure women's self-boundaries by encouraging woman’s
needs to be contained within her definition as one who serves other’s needs and wants.
For the supporters of eugenics, female humanity’s main glory is helping to achieve male

humanity’s desire for the superman.
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A signifier, and a factor, of the changing structure of the public/private split,
which occurred in the wake of the Women’s Movement of the late nineteenth and early
twentieth centuries, was the social promotion of the spinster. The rise of the spinste:r in
terms of number was the result of wars and the emigration of men to remote places in
fhe British Empire. The increasing number of unmarried women was a challenge to the
middle-class public/private structure, on which rests political and economic security. In
previous years, the spinster was well controlled, being alienated in the role of the old
maid. In order to make her image illegitimate, she was treated as an outsider, a
psychological misfit, an almost pathological case. With the success of the Women's
Movement, the comparative change of attitude towards woman’s place, and the growing
perceptibility Iof spinsters in terms of number and status, the image greatly improved.

Cicely Hamilton, one of the most glorified bachelor girls of the age, writes:

I suppose that in the recent history of woman nothing is more striking than the
enormous improvement that has taken place in the social position of the spinster.
In many ranks of life the lack of a husband is no longer a reproach; and some of
us are even proud of the fact that we have fought our way in the world without aid

from any man’s arm (40).

The alteration of the conventional model of sexual differences made way for the
emergence of a certain breed of single women who challenged the stereotypes. These
women adopted a strong independent female identity, as opposed to the weak dependent
female identity. They dispensed with the private, passive world of the old maid, who

often kept herself occupied as a servant of the family, or a charity workhand. The new
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spinsters entered public professions. Apart from the gains of the Women’s Movement,
and their own personal determination, women were admittedly helped by other factors.
The general speeding up of industrial development, and the increasing social mobility
that resulted from it, opened up new niches for women. For instance, the notable growth

of the service division of late Victorian economy expanded the category of office jobs,

and jobs of a secretarial nature, which furthered employment opportunities for women.

One of the phenomena that simultaneously portrayed the changing of sexual
stereotypes and the complex and deep-seated resistance to this change was the “new
woman.” Although this type of female sprang from the ranks of the single independent
women, she wﬁs unique in that she was made a victim to cultural mytholgizing. It is
plausible that the reason for this type of persecution is the fact that the “new woman” was
normally younger than the average spinster and not yet unmarriageable. The fact that she
has kept a measure of “freshness” is important, because it is typical of patriarchal culture

to think that a plain woman is not worthy of attention, not even the negative type.

Another possible reason for the fictionalizing of the “new woman” is that she was

showy on purpose, in other words, she dressed the part of the female rebel. In her book,

The New Woman and her Sisters, Viv Gardner finds that the popular image of the “new
woman” is best exemplified by one of the Punch cartoon illustrations from 1894 entitled
“Donna Quixote.” The central figure is attired like the typical “new woman.” She has a
coarse dress and a severe hairdo. She holds the typical props of the “new woman” of the
day, the latchkey and the book. She is surrounded by chaotic images signifying the

confused notions that fill her defiantly upheld head. Some of the Images feature her
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enemies; some feature her friends., Among these enemies is the head of the tyrant man

and marriage laws. Ibsen’s and Tolstoi’s works constitute the friendly thoughts. The
basic notion behind this figure is the fact that the “new woman” is fighting an imaginéry

adversary (41).

The “new woman” phenomenon indicates the seriousness of cultural
apprehension of changing gender roles. So threatening was the idea of female
emancipation, that the social order felt the need to disparage it. The contempt took a
parodyingly stylized form, a fact which forcefully decodes the truth about social
sentiment. The fear of gender crossing is so strong that it lies deep down in the cultural

unconscious, the realm that, according to Freud, expresses itself in symbols and signs.

This is the context in which we hear the Westminster Review warn in 1889 that the spirit
of woman “will yet roll over the world in fructifying waves, causing incalculable
upheaval and destruction” (42). This evocation of a biblical vision of apocalypse
indicates not merely the usual sense of insecurity accompanying a break in the normal
course of things, it induces a sinister feeling of the collapse of the whole foundation of
being. The stylistic form of the mythology which embraces this ominous sentiment
makes a valid psychological point here. The consequences of changing sexual roles cut
so deep that they cannot be explained or understood by ordinary human discourse. Only
the unc;ontrollably mad-with-fear images of the human id, rendered through the symbolic

significance of mythology, adequately envisage these consequences.

The “new woman” phenomenon reveals some truth about the real position of the

emancipated woman in the cultural psyche. Not only that, but it uncovers deeper truths
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about the tension that resided in the inner life of the newly aware woman herself.

Although the “new woman” is a stereotype, like any other stereotype she encompasses at
least one aspect of reality, or else she would defeat the purpose of the stereotype. In

many ways this “new woman” “did exist in 1890s and the 1900s” (43). The abnormal
show of defiance is an exaggeration of the inner struggle which her counterpart
undergoes in her quest for the self. The counterpart of the “new woman” is usually a
middle-class girl who has had, more or less, the same type of upbringing that Carol
Dyhouse describes in her book Feminism and the Family in England. Dyhouse’s women

underwent the experience of a loss of the boundaries between the public and the private,

and thus the loss of their very selves.

With the help of some biographical extracts from the early female self-realizers of
the period, Dyhouse accurately illustrates the kind of upbringing that formed their
domestic background. In doing so, she illuminates the circumstances that led to their
politicization. Dyhouse exposes the myth in which these feminists were obliged to live.
This myth consisted of their being told that they were the private division of society.
“Particularly as puberty approached, girls were hedged around with many more
restrictions on their freedom than boys ...” (44). In reality, the girls had influence neither
on public nor on private lives. For in spite of the limitations which were imposed on their
outside’ movements, the daughters could not look forward to a place of their own in the
home. Most of the time and space in the house was devoted to the male members of the
family., The intelligent girls rejected their mother’s conviction that the home should be
generally run “with the needs of their fathers given clear precedence” (45). The outcome

of -this virtual exclusion from both public and private spheres is that the “new woman”
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and her counterparts have inherited a quality of psyche that is without term. This largely

accounts for the somewhat absurd defiant look of these female rebels.

A great deal of resentment was voiced about women’s lack of physical and
rﬁental privacy in the period with which this thesis is concerned, and before and after. In
“Cassandra,” Florence Nightingale expresses her vexation at the constant interruption of
women at home. “Women never have an hour in all their lives . . . that they can call their
own, without fear of offending or of hurting someone” (46). Virginia Woolf expressed
this resentment in 1929 in her book 4 Room of One’s Own. Woolf articulated women’s
lack of entitlement to time and space in middle-class household. The lack of physical
privacy led to the léck of mental progress. Woolf imagined what could have happened if
Shakespeare had a sister who was as talented as he was. It is almost certain that this
sister’s artistic inclinations would have been thwarted by the limitations imposed on her.

These limitations would have been manifested in her lack of a public form of knowledge

or even a few moments to herself:

Meanwhile his extraordinarily gifted sister, let us suppose, remained at home.
She was as adventurous, as imaginative, as agog to see the world as he was. But
she was not sent to school. She had no chance of learning grammar and logic, let
~alone of reading Horace and Virgil. She picked up a book now and then, one of
her brother’s perhaps, and read afew pages. But then her parents came in and

told her to mend the stockings or mind the stew and not moon about with books

and papers (47).
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The actual exclusion of women from both private and public realms confirms
Haug’s theories about the underhand way in which patriarchy utilizes a detrimental
hybrid of sexual values to serve its own interests. In the case of Dyhouse’s women, the
intriguing function of a cross-breed of public/private sexual values resulted in women
Being ejected from both realms so that men could be the sole occupants of these vital
binary divisions of society. At the bottom of the division of sexual values is a vast gap

between those who own the world and those who do not: a gap that is held dear by

patriarchy because it guarantees the supremacy of the male and his institutions.

One of the most significant aspects of the novelty of the “new dramatists™ was the
exploration of tﬁe problem of the polarization of the sexes which led to the exclusion of
the weaker sex from both public and private realms. The exploration of gender
contrasting opposition both on the positional and metaphorical levels was part of the
preoccupation of the “new drama” with the interworking of the private self and the public
self. This preoccupation was, in turn, an after effect of the emergence of psychoanalysis.
At times, it is part of these theatrical rebels’ scheme of social reform to propose a
mixture of sexual values that operates positively towards the common good of humanity.
The blend of gender-marked values devised by the contributors to the “new drama”

movement often runs counter to the Machiavellian compounds of sexual values contrived

by patriarchy.

The vision of a humanity morally converted through a radical change of gender
relations is an essential part of the consciousness of the “new drama” movement. This

vision is congruent with the prospect delineated by Naomi Wolf in The Beauty Myth. She
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prophesizes that a reformed norm of sexual relationships which holds the female and
male principles in equal esteem is the only hope for the spiritual emancipation of the
human community. Wolf considers this refined version of sexual relationships to be one
of “the establishment’s worst nightmares.” This is because “heterosexuals are the most
Iz;owerful sexual majority” and a reformed version of their relationship is destined to
effect a social revolution stronger in its impact than all known social revolutions. It will
abolish the materialistic thinking upon which many unjust political and social systems
have based their policies. And “for heterosexual love,” it would be “the beginning of the
beginning” (48). But how did the “new drama” relate itself to the issues of gender and
morality? More importantly, how did it manage to communicate the way in which its
upholders mused over these two highly controversial issues to the theatergoing public in
the presence of the all-powerful mainstream theatre, particularly since the latter
devotedly catered to the requirements of the orthodox ethical order? This order

vehemently preserved orthodox styles of sexual relationships.

II. The Theatre

The “new drama” movement in Britain emerged from the work of an avant-garde
comprilsing a number of dedicated playwrights including those discussed in my thesis.
The dramatists who contributed to the “new drama” believed that theatre should
experience a revival in parallel with the rebirth occurring in other cultural spheres, like
art, philosophy, and religion where new thoughts, new forms, and more profound truths

about life were anticipating the arrival of the new century. The “new drama” envisaged a
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pervasive and most significant goal, namely that theatre should present serious criticism
of social issues. This earnestness should spring from an examination of social problems
free from the encumbrances of Edwardian conventions which, they thought, were bound

to give reality a false colouring.

The faith of the “new dramatists” in theatre as a means of reforming society was
perhaps influenced by Matthew Arnold who had a fervent hope that art, or “ploetry” as he
liked to call it, would be the “redeemer” of humanity. In his essay “The Study of Poetry, ”
he proposed the astounding idea that literature would soon replace religion as the means
both to explain the perplexities of life, and to soothe its pains. Victorian existence, he
argued, was governed by rnor'al and philosophical chaos, which resulted from the
prevalence of the mechanistic model which, in turn, was the side-product of the
materialism of science. Given the inauthenticity and tyranny of this model, art was the
only element left suitable to deal with truths about life. This is because literature 1s partly
rooted in the human unconscious, in which truths still lodge untouched by the false
absolutism of scientific facts. In Arnold’s opinion, the muse of the human *“id” can assert
itself despite the shaken world of the old dogmas, and the uncertain realities of the new
doctrines. To support his case, the prominent critic holds up religion to us as an example
asserting that although this form of moral philosophy is rapidly going out of date, it still
retains ' its power through its obliviously aesthetic rendition of life. Arnold writes: “The

strongest part of our religion today is its unconscious poetry”(49).

The playwrights declared themselves in favour of theatre being part of public life,

incorporating its worries into the specialized concerns of the Edwardian theatre. In
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addition, theatre should travel further in the private dimension, exploring deeper-seated
human sentiments. More importantly, it should uncover the tension which resulted from
the functional interrelation of the public and private dimensions of the lives of the

individuals and societies, a tension that lived beneath the superficially neat functions of
tile organizing agencies of conventional morality. In order to explore life within the
context of the complexities that resulted from the interworking of its internal and external
aspects, the innovating dramatists aimed at freeing Edwardian theatre from one of its
greatest disadvantages: its exclusive dependence on privateness. This theatre was private,
not because it concentrated on domestic affairs, or in the sense that it travelled far into
the individual’s ego centre (Which it did not). Rather, the privateness stemmed from the
culturally exclusive assumption c;n which it was based. It assumed that the wider social
and political network did not influence people’s lives, and so it concentrated much more
upon the characters themselves. In doing so, it ignored the fact that the development of

an individual’s sensibility and social interaction took place within the wider social and

historical context.

Some of the most prominent issues governed by the public/private mode of
thought, which the “new dramatists” explored, were: sexual relationships, sexual
dualities, and the connection between the two issues and the question of ethics. A key to
an uncierstanding of the relationship between gender and morality on the one hand, and
the shaping of the immense complication of this subject into the composed form of the

new intellectual drama, on the other, lies in the work of two writers from continental

Europe, Freud and Ibsen,
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The “New Drama” and the Socialization of Gender

Freud’s socializing of gender, his linking of one’s moral sense, or the super-ego,
with one’s gender specificity, was already absorbed into the learned person’s
understanding of the traditional family structure. The acceptance “of Freud’s theories
about morality and gender as part of the ideology of the illuminati of the day was part of
the pioneering psychoanalyst’s contribution to what was known as “modernism” in
theatre. Freud’s main contribution to this school of art in the period under study,
however, was that he proposed the question of the unconscious. This strikingly new
~ inference captured the imagination of a vast number and range of cultural establishments,
including theatre. Freud’s effect was most visible in the advanced types of drama, such as

Strindberg’s, that embraced the turn of the century’s mighty cultural upheaval with

vigour, This was a new intellectual world which Freudian conceptions largely helped to

make,

The avant-garde dramatists were fascinated by the ingenious thinker’s conception
of the mind as a living thing, as consisting in a number of mental formations, some
conscious, some unconscious. The conscious, or the external part communicated with
synthetic forces, mainly orthodox ethical tenets, whilst the unconscious, or the internal
part, contained the individual’s original thoughts. These two sets of opposing forces
existed in perpetual tension. The “new dramatists” realized that exploring the private self,
and its interconnection with the social self, was one vital path to authenticity in art. In

horder to achieve this complex treatment of dramatic material, innovation should be

-introduced to many aspects of the theatre, particularly itsltechnique.
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One of the characteristics of the originality of the “new drama” is combining an
acute interest in the unearthing of more solid truths about life with the precognition that
such an interest demands new theatrical forms to accomimodate it. Consequently, there
was a significant development in the area of symbolic statement. This is, arguably, the
Freudian pursuit that had the greatest impact, not only on the period under study, and not
only in drama, but also on the literature of the twentieth century as a whole. The
prominent psychoanalyst asserted that the unconscious expressed itself mainly through
dreams, which were, for him, a highly stylized and singular version of the individual’s

inner life. Symbols then were the most efficient indicators of psychological reality.

One of the ways in which symbolism came to life most aggressively in the theatre
was in the meshing of its physical and thematic side.s. Ibsen, who exerted the greatest
influence on the “new dramatists,” utilized many forms of symbolism. One of these
forms is the manipulation of the intimate, mainly unconscious, relationship between three
vital elements of the theatre, namely social ideologies, theatrical techniques, and the
actual restrained presence of the audience in the theatre. This relationship made the
theatre an especially potent instrument for subverting social and political beliefs, beyond
the level of conscious convictions. The physical form provided translatable masked

representations, standing as crude corporeal substitutes for implied social and political

ideas. These methods recover the subtext, the “unconscious” of the play where disruptive

contents reside. The dramatic subtext, like the human id, has a life of its own.

Ibsen uses symbols extensively in his work. In almost every one of his plays,

symbolic elements do some of the work that involves communicating subversive social
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ideas. Utilizing the physical side of the theatre to present conceptual elements isa
recurrent Ibsenesque technique. The critic George Moore, who was the dramatist’s
contemporary, testifies to the magnificent theatrical effect of this technique on jthe
audience. He describes one of the earliest, and truest to the Ibsenesque spirit, productions
of Ghosts in the Theétre Libre in Paris. After a frenzied moment between a mother and
her son, the stage is left empty; its emptiness brings into being a sense of dismay
combined with an air of alarm that overwhelms Moore so much that he announces that
never “in these modern years has such a scene been written as that one.” He goes on to
say that he has never “felt so divine a horror,” as he does when “the mother, overcome,
rushes from the room. She is followed tumultuously by the son, and the stage is left
empty—empty and not empty—for its emptiness is the symbol of the horror that we feel,

the blank stage becomes at once the symbol of the blank insolvable problem which is

life” (50).

The use of symbolism, which establishes a line of communication between the
unconscious of the play and the audience’s id, is one of the most effective methods of
handling the subject of gender-marked cultural metaphors. In fact the subject could
scarcely be dealt with more efficiently. This 1s because the meaning of gender is part of
the cultural internality; it is the unspoken way in which we make sense of living the
“male”" and “female” categories. Figures of speech underpinning our thinking about
gender are deeply rooted in our id, and therefore resistant to direct questioning, not the
least because we are deeply involved with our own gender identity. We are unaware of
the role of maleness and femaleness in our lives. Ibsen excels in using symbols to lay

bare, and to upset, the deep-seated beliefs about gender. In Hedda Gabler, the lady of the
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title’s most prominent feature is her crossing of gender boundaries, which is conceived as
a positive sign of her individuality, Hedda's masculine traits are physically projected
through the emphasis which Ibsen places upon a physical object, Hedda’s pistols. These

gender-specific tools are the protagonist’s legacy from her father (51).

In fact, Freud’s ideas, along with other types of imported philosophies, came to
Britain mainly through the influence of Ibsen; whose influence was far from moderate
especially that of his wholesome rebellion against gender indoctrination. Ibsen’s plays
celebrate the boldness of the individualist; society’s hero. He illustrates the struggle of
this hero against the forces that endeavour to shape his, or her, experience of living,
Prominent among these invincible forces for the dramatist is thé socially imposed sexual
1dentity. The Norwegian rebel is powerfully aware of gender roles and their distancing of
the individual from his, or her, self. A great number of his individualist icons are women.
Hedda Gabler in the play of the same name and Nora Helmer in A Doll’s House are
examples of women who resist sexual and social indoctrination. They both opt for abrupt

and violent dissension from traditional styles of life that have previously seemed

unyielding to them.

Nora leaves her marital home, and Hedda commits a liberating suicide. The first
of these two stalwart subverters was subjected to an intensely traditional upbringing, and
her husband who, true to patriarchal traditions, became her mentor in adult life, trained
her to conform to orthodox feminine traits. Cultivating self-deception in her, he
encouraged her to see | herself as a passive object who should be spared the toughening

elements of the world outside in order to stay pretty and enj oyable. Nora’s marital home
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is built on sharply divided principles, e.g. hard versus soft, rational versus irrational.
Much of the couple’s exchange is clothed with the metaphors that underlie their
relationship, so much so that their encounter is a role-playing rather than real
communication. It is sheer romanticizing. Typical fragments of their conversation would

be that Nora asks for Helmer’s help in a weak helpless manner. He would answer

something like:

HELMER: Try to calm yourself and get your balance again, my frightened little
songbird. Don’t be afraid. I have broad wings to shield you.... You are safe

here; I shall watch over you like a hunted dove which I have snatched unharmed

from the claws of the falcon (p.96).

This speech illustrates the common grounds of the couple’s relationship as envisaged by

Helmer, and approved by his wife.

As a result of her extremely superficial upbringing, Nora is distanced from
herself, and thrown into an oblivious existence, in which she has lost her true human
essence. The forcibly externalized wife and daughter eloquently puts her finger on her
own dilemma as she tells Helmer: “Now I look back on it, it’s as if I’ve been living here
like a‘ pauper, from hand to mouth. I performed tricks for you, and you gave me food and
drink” (p.98). Before her awakening, Nora believed wholeheartedly in the principles on
which her family life rested. This is partly because of her limited outlook as a woman
who has been confined to domestic surroundings all her life, but partly because the ideas

which traditional moral propaganda promotes about marriage, of which hers and
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Helmer’s is a specimen, are, superficially, in sympathy with Nora’s own essential
principles. According to the instructions of the orthodox moral authorities, the main
function of traditional marriage is to further the welfare and togetherness of the family.
This is only achieved if there is real love and reciprocity between husband and wife. The

c;loctrine of the unified household finds a welcome in Nora’s heart, by reason of its being

the principle to which she dedicates herself.

Up till the incident which prompts her disillusionment, Nora has thought that
love, reciprocity, and family togetherness are Helmer’s ultimate objectives too. But her
illusion is destroyed when she realizes that her male partner is more interested in the
mechanism of social appearances than iﬁ the actual substance of his family life. What he
diligently guards is his public self-representation and not real devotion. The propriety of
his image as a respectable head of the family is an essential part of this representation.
This is the main reason behind the perfection of his performance of the masculine part of
the sexual symbiosis, the perfection which has misled Nora to believe that Helmer, like

her, has reincarnated himself in the bonds of harmony and mutuality of the couple.

Events proceed to disillusion the Ibsenesque protagonist. The catalyst of her rude

awakening is the episode in which her husband discovers her guilty secret. Nora has
committed forgery in order to borrow the money needed to pay for a trip meant to
improve the husband’s health. At one point the forgery is discovered. Up to the point of
disclosure, Nora has credited Helmer with the prestigious orthodox male rationality and
bravery, which are accompanied by a genuine tendency to protect his dependants. She

has favoured him with all the heroism, strength, and energy which exist, albeit in crude
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forms, in her own inner nature. She has never doubted that when the forgery is
uncovered, he will take her guilt upon himself. So far from having any idea of making
such a sacrifice, he lashes out at her with cruel and sickeningly self-seeking reproof.

Helmer’s attitude prompts Nora to question the relationship which she is accustomed to

think of as love.

Traditional and moral authorities promote sexual dualities because they are the
backbone of the economical and political institutions which they support. These dualities
are powerfully indoctrinated in the social consciousness. It is therefore axiomatic to think
that relationships between men and women are conditional on both parties having proper
sexual characteristics. In the popular imagination, love, which is the cementing factor of
this relationship, exists between people who exhibit sharply divided sexual
characteristics. According to Nora’s experience hitherto, she and Helmer fall into this
category beyond doubt. Yet, Nora now feels that the emotion which has tied her to her
husband is not, cannot, be love, since Helmer refuses to recognize it as anything but
“silly excuses” (p.93). This enlightenment leads her to rethink her position in her home,
and the wifely personality which she has been forced to recognize as her own. So Nora
leaves her home, slamming the widely famous door behind her. She then embarks on a

quest for the self.

Like Nora, Ibsen’s other rebel has no alternative but to perform a radical act in
the face of gender repression. Hedda’s most prominent feature is her crossing of gender
boundaries exemplified by the repetitive references to various aspects of her childhood,

such as pistols and horse riding. From these references, we learn that Hedda has been
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brought up by her father like a boy. She longs to live the noble and individualistic life of
an upper class, privileged male. However, as a rich woman in a male dominated society,
she cannot hope to earn enough money to enable her to achieve the high standard of
living necessary to support the exclusive lifestyle to which she aspires. Hedda associates
a high standard of living with refinement of spirit. She however finds herself obliged to
marry an innocuous academic who lacks originality of thought, but who, she hopes, will
provide her with a good standard of living. As aconsequence of this marriage she is
obliged to live within the narrow confines of the stagnant environment which she abhors.
She is strongly urged by Tesman’s aunt to become pregnant. Even though Hedda has
accepted her marriage to Tesman, she resists the thought of pregnancy; she will
countenance no silly aunts slobbering over babies. Hedda rejects the mother’s role that
Chodorow characterizes as a “diffuse, unbounded quality”(52). This role contradicts the
well-defined sense of boundaries that Hedda has developed as a child brought up in the

masculine tradition.

The protagonist embodies for the female audience all the claustrophobia of
middle-class women who had been denied the opportunity of developing their potential.
Her energies are restrained, recycled, and are converted to destructive vigour, The
castration element stands out most in Hedda’s character, She is a steel-minded woman
with a sovereign will. The whole of her energetic core is subdued to the vapid and puerile
will of her husband and his aunt. Harold Clurman counsels that “in playing the part [of
Hedda], an actress must make us sense the flame within her as much as the forces which
compel her to quench it. She should be acted asa dashing personality straitened to a

frightening quiet” (53).
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The emasculation of Hedda, and her entrapment in the female role met with a
ready response from Elizabeth Robins and Marion Lea, Robins’s partner in obtaining the
English performing rights to Hedda Gabler. Robins and Lea were aware that the
unconventjonal female protagonist might be misunderstood by the men in the audience,
Who would react adversely to Ibsen’s exposure of the state of sexual estrangement in
society. But as far asthe women in the audience were concerned, Hedda contributed to
an authentic vision of femininity; a parable-like projection of the female self. She threw
into relief the dimness of the female image on the stage, an image which was the result of
years of objecthood, isolation, and fragmentation. Lea and Robins reported that: “One
lady of our acquaintance, married and not noticeably unhappy, said laughingly, “‘Hedda

is all of us!’” (54).

The protagonist’s disgust at the all-consuming maternal qualities is conveyed
with an emotional élan in the scene where the milquetoast people to which she has
attached herself--Tesman and his aunt--hint at the possibility of pregnancy by insisting,
despite Hedda’s objection, that she has “filled out” (p.254). Hedda moans with pain and
disgust. The change of her bodily size has a symbolic significance for Hedda; it means
losing her control over her own psyche. The loss of physical shape is a symbolic
projection of the loss of the boundaries of the self. Elizabeth Grosz, interpreting the
French feminist Julia Kristeva's theories, says that she (Kristeva) believes that pregnancy
is an experience which enhances women'’s passivity. Pregnancy is a “process without a
subject.” Grosz quotes Kristeva as she explores the feeling of mental and physical
paralysis that the pregnant woman experiences. This all-consuming passivity is

accompanied by the obliteration of identity, by a sense of otherness, and a sense of the
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loss of the boundaries of the self: “Cells fuse, split, and proliferate; volumes grow,
tissues stretch, and body fluids change rhythm, speeding up or slowing down. ... And no

one is present, within that simultaneously dual and alien space, to signify what is going

on, ‘It happens, but I'm not there’” (55).

The maternity that is “without a subject” is the main purpose behind the marriage
with Tesman which is urged, if not entirely contrived, by Miss Tesman. The maiden lady
desperately wishes for Hedda to give birth to a child so that she, the childless aunt, will
have a living soul for whom she can act as carer and nurturer. In Act Four, Miss Tesman
visits Hedda in order to convey to her the news of the death of her sister. The former’s
visit is brief but charged with subtext. Her speech is comprised of the swift and terse
replacement of the vision of death with the vision of life. The rapid alternations between
these two concepts betray Miss Tesman’s impatience to counter the recent death with a

new life on whom she can practise her one and only gift, maternity.

MISS TESMAN: But I thought, no, I must go and break the news of death to

Hedda myself—here, in the house of life.

A while later she cajoles:

MISS TESMAN: Now we must start to sew poor Rena's shroud. There'll be

sewing to be done in this house, too, before long, I shouldn't wonder. But not for

a shroud, praise God (pp.318-319).
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Miss Tesman’s speech is almost sinister in its undertones. It conveys the message that if

the purpose of her nephew’s marriage is not fulfilled, there will be no use for this

coupling. This makes Hedda a passive agent for the barren aunt’s lust for maternity. Soon

after this visit things begin to decline even further in Hedda’s life. One of the traumas
fhat follows in the wake of the maiden lady’s visit is the death of Loevborg. The latter is
Hedda’s soul mate, Tesman’s rival for her favour, who is also a wild poet and a known
libertine. In the episode where Judge Brack tries to impart the news of the death of
Loevborg to Hedda and Tesman, Miss Tesman’s name gets mixed up in the conversation.
This comic misunderstanding suggests, in a characteristic stroke of Ibsenesque

vagueness, Miss Tesman’s strange, somehow metaphysical involvement in the incident.

TESMAN: Hullo, my dear judge. Fancy seeing you!

BRACK: I had to come and talk to you.

TESMAN: I can see Aunti Juju’s told you the news.

BRACK: Yes, I’ve heard about that, too.

TESMAN: Tragic, isn’t it?

BRACK: Well, my dear chap, that depends how you look at it.

TESMAN: (looks uncertainly at him) Has something else happened? (p.324).

The dramatist’s use of unconscious material in this episode is striking, Subliminal
existence is not ordered or reasoned, yet it contains the truer facts of life. The Ibsenesque
vagueness, which matches the illogicality of the human id, is one apt method of

“unconsciously” discovering the secrets of the “unconscious.” In the hidden part of the
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mind reside our deepest secrets, and because the id is inaccessible to the conscious

memory, it functions independently from our more disciplined faculties.

Similarly, in Ibsen’s plays, the unknown sections of the characters’ minds are
l;;uried in the dramatic subtext, which miraculously resembles the human id in that it has
a life of its own. The dramatic subtext keeps producing and reproducing itself,
independent of the external texture of the play. In this fashion, in every'reading one
uncovers a different truth, These truths are strong, the strongest, because they are rooted
in the depth of both the audience’s id and the dramatic subtext. The episode in which
Miss Tesman is incriminated through a magnificent tragic hybrid of accident and
yearning is one of many that prompt Barker to applaud the “poignancy” of Ibsen’s
drama. According to Barker, the Norwegian dramatist's sense of human catastrophe
“may be pulsing beneath the commonplace event, its burden only heard in the thing

hinted or half said, its springs of action hidden in the actors’ secret minds” (56).

It 1s possible that at the bidding of the unconscious the characters let Miss
Tesman’s name slip into the conversation. The comic mistake at once betrays something
of the abruptness and impulsiveness of the unconscious and the depth of the characters’
repression. In the hidden part of the characters’ mind dwells the mother figure who
controls a great deal of our lives. The imperative of her confinement to the role of
nurturing prompts the mother to cultivate a pattern of dependency, which remains with
her children in adult life. Although they deeply resent the feminine and the power of their
mothers, the children cannot escape from either, which causes them a great deal of

resentment. This is why the characters insinuate that Miss Tesman is one of the causes of
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Loevborg’s death. The insinuation is the characters’ way of avenging themselves on the

“eternal mother,” by disparaging her in the figure of Miss Tesman, who is one of her best

representatives.

In the works of the “new dramatists,” who were largely influenced by Freud and
Ibsen, the unconscious and its symbolism materialized mainly in a frequently used
dramatic form. This is the indirect statement. There exists a subconscious level in a great
many prominent works of the “new drama.” One of the central lines of thought in this
thesis is exploring the issues of gender and morality as they are often investigated at this
subliminal dramatic layer (57). The dramatists who are discussed in this context took
Ibsen to their hearts, adopting his vision about sexual en-genderation and estrangement.
In order to bring Ibsen to the public’s attention the dramatists had to contend with the
prevailing theatrical systems of the times. They believed in the importance of theatre as a
generator of social knowledge and not simply a medium for entertainment. They also
sought to break away from rigid theatrical styles and the assumptions that form the basis

of the commercial theatre.

The Well-Made Play and the “New Drama” Forms

The main theatrical style that the mainstream theatre of the period had to offer
was the well-made play, This genre of theatrical writing was rooted in the works of
Scribe and Sardou. The plays which were written in this tradition fall into much the same
mould, They have a mechanical four-act structure. The first act is the exposition in which

we learn all the necessary information about the characters’ lives. Then comes a section
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devoted to misunderstandings, traumas, and surprises. After the shock-scene comes the

climax, the scéne-a-faire, where the characters confront each other, and a resolution is
reached immediately with little regard to the actual clutter that ensues from problematic
human relationships. The denouement is the episode that follows the crisis scene, and it

shows the aftermath of the decision taken in the crisis scene.

In the classic English play of the genre, The Second Mrs Tanqueray by Arthur
Wing Pinero, Paula’s meeting with her ex-lover in her new husband’s house is one of the
most shocking episodes of the play. The well-made play’s creed of coincidence has it
that Ellean, Paula’s stepdaughter, meets one of Paula’s ex-lovers in Paris, falls in love
with him a;nd accepts his proposal of marriage. Paula, still ignorant of Ellean’s and
Hugh’s plan to get married, meets Hugh by chance in her drawing room. Paula has then
to undergo the episode in which she confronts her husband and stepdaughter. The matter
is then resolved by a cut-and-dried ending. Paula commits repentant suicide, while the

lover is forgiven.

The rigid structure of the well-made play reflects in its matter an unreal and
repressive view of society and social problems, It is built on the mutual pretence between
the dramatist and the audience that life is evenly shaped; that it has a clearly defined
beginning, middle, and end. The mechanical linking of scenes provided by means of
carefully planned clues, suggestive remarks, and cataclysmic meetings, provide the plays
with substance and facilitates the “natural” evolvement of the plot, These automated
devices are necessary in a play that shies away from dealing with real human motives

and psychic complications.
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The plays which adopted the well-made play mode were mainly written for, and
derived their subject matter from, the upper-middle class. Good examples of the moral
restrictions imposed on this class and, consequently, on the theatre which it chalnpioﬁed,
can be found in four period pieces written by the two leading playwrights of the
l;idwardian well-made play, Arthur Wing Pinero and Henry Arthur Jones. These plays are
The Second Mrs Tanqueray, The Notorious Mrs. Ebbsmith, Mrs. Dane’s Defence, and
The Case of Rebellious Susan. All four plays were considered relatively controversial in
the 1890s when they were first produced. The main reason for this is the fact that they
put a woman who, one way or other, has transgressed the rules of sexual purity, at their
centre, and show a measure of sympathy with her. The principal female characters in The
Second Mrs Tanqueray and Mrs. Dane's Defence are “women with a past.” The Case of
Rebellious Susan shows a woman on the verge of repaying her husband for his infidelity

by embarking on an extra-marital affair of her own in an alien country.

The image of the protagonist of The Notorious Mrs. Ebbsmith encompasses two
female adjectives which were used asterms of abuse in the late Victorian England, the
“new woman,” and the fallen woman. The protagonist has not only committed acts of
sexual impropriety, but also dared to step out of gender boundaries by rejecting the
traditional feminine role. In other words, Agnes is fallen on principle. She lives with her
marriea lover outside wedlock because she does not believe in the institution of marriage.
She will objectify neither her mind nor her body by following traditional feminine codes
of behaviour. For instance, she refuses to wear feminine decorative clothes and is content

to remain plain and dowdy.



Morality 69

Yet, ultimately, the plays remain tied to the mode of the commercial theatre,
especially through the view of sexual morality that they depict. All plays were written in

the well-made play mode, and all plays were produced within the context of the
commercial theatre establishment, where priority was given to box-office takings. Thus it
x.vas inevitable that the plays should reflect the interest of the classes who could afford
the price of the ticket. Accordingly, the dramatists’ works were obliged to offer an
inoffensive view of middle-class morality. Since that morality was closeiy tied to the
preservation of sexual stereotypes, adherence to these stereotypes was one of the major
requirements of the well-made play. This adherence implied that one only became
established and respected when one performed the sexual role which was demanded of

one.

If Lady Susan were to insist on carrying out her decision to behave like her
husband, that is to take an active control of her own body, she would have to face dire
consequences. She might lose her home, and even Sir Richard Kato's protection since he
1s likely to renounce her in order to preserve the family’s reputation, which he cherishes
more than anything else. In The Second Mrs Tanqueray Paula’s earlier free use of her
body has made her an offender beyond redemption. Only annihilation by death might
change the situation. Agnes is convinced by a friend and her vicar brother to search her
soul, renounce her independence, and resign herself to a passive life of remorse and
repentance. Mrs. Dane has to give up her current lover on the grounds that his association

with her will cause him misery. She then half-willingly, half-forcibly leaves society to

lead a life of inactive powerlessness on its fringes.
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The well-made play, consciously or unconsciously, associates social and
economic security with one’s ability to comply with the requirements of gender roles.
This ability, which is part of the person’s duty towards themselves and society; 1S
elevated to the plane of ethics. Morality is prescribed by authorities, such as the church
aﬁd the official judicial system, which decide on questions of “right” and “wrong”, One
is thus moral if one complies with the requirements of these institutions. The well-made
play pretends that the conditioning of people in this way, defining them in terms of
restricted social and sexual categories, is a moral act recommended by almost infallible
spiritual institutions, rather than determined by commercial, materialistic principles. A
“sense of duty” is a prevalent sentiment in the well-made play. Individuals are advised to
distance themselves from their real néeds and to determine their actions by the principles
of the tenets of social “duty.” This is because duty is subject to the question of “right”

and “wrong,” which, in its turn, is determined by incontestable institutions.

However, the conception of morality, or the sense of “duty,” as it is understood
by the orthodox moral consciousness which the well-made play upholds, is neither
Infallible nor absolute. The net effect of the well-made play reflects the hypocrisy of
conventional moral understanding. The four well-made plays discussed in this part of my
thesis offer appropriate examples of the way in which this theatrical genre supports the
segregation of gender-marked cultural values and traditional moral ethics. In The Case of
Rebellious Susan, the lady of the title’s attempt at breaking the accepted moral codes by
embarking on an extra-marital affair is violently curtailed. Although Susan’s intended
~adventure has been only an angry reaction to the infamous exploits of her philandering

husband, she is subjected to a great deal of disciplinary censure, In the course of the play,
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she is gradually convinced by her conservative uncle and her own lady friends that she
should give up any thought of retribution, as women’s virtues are the foundation of the

nation’s ethical structure. According to the Admiral, a “woman has no right to shake the

foundations of society in this way” (58).

At the end of the play, Lady Susan is not only convinced that she must not
commit adultery, but also that she must forgive her husband his extra marital

relationships. According to the community to which Lady Susan belongs, women are

passive receivers of men’s active offences:

LADY DARBY: You see, dear, we poor women cannot retaliate,

LADY SUSAN: I see.
LADY DARBY: We must be patient.

INEZ: And forgive the wretches till they learn constancy (pp.160-161).

Lady Susan’s and Harabin’s marriage is cemented by material goods. Therefore Harabin
1s allowed to break the law of fidelity as long as he can provide his wife with expensive

material goods, a “villa at Cannes and a diamond ring and bracelet from Hunt and

Roskell’s” (p.116).

Pinero’s The Second Mrs Tanqueray, presents a view of sexual relationships and
morality similar to that reflected in The Case of Rebellious Susan. Before the incidents of
the play begin, Paula committed acts of sexual impropriety, But as she is at present

married to a member of the upper classes, she is keen to repent her sins and longs to be
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accepted by the respectable circles of society. Paula, who seeks moral conversion,

discovers that this task is very difficult under the circumstances in which she lives.
Nothing short of suicide could move her stepdaughter Ellean, the representative of
middle-class propriety, to accept her repentance as genuine. It is not until the end of the

play, when Paula commits suicide, that Ellean realizes that she should have exercised

more leniency. Ellean exclaims painfully: “If I had only been merciful!” (59).

The literal-minded young woman'’s response to the revelation that Paula has had
an affair with her intended partner is meaningful. While Ellean forgives Hugh his past
sins, she refuses to do the same for her stepmother. Captain Ardale’s heroism in India
gives her ample excuse to pardon him his sexual licentiousness. Moreover, Captain
Ardale’s past conduct is not a deviation from the norm, being only part of a “man’s life.”
It 1s an unwritten social law, which the traditionally pious daughter declares she fully
understands and accepts (p.205). Paula’s ethics are measured in terms of her success in
passively offering her body to the right person. Captain Ardale’s morality is decided
upon his success in performing active heroic deeds in the war. The well-made play
enforces the power of patriarchy which depends on manipulating the bisexuality of

sexual values. These values are effective tools of social and political conditioning, and

thus control.

Agnes 1s induced by Gertrude and her brother to accept the Bible as the reference
for proper conduct. What the orthodox persuaders want from Agnes is that she
Internalizes sanctioned moral principles which describe her as “wanton.” They succeed in

achieving their goal and Agnes changes the way she looks at herself. Formerly she saw
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herself as an active woman who positively imposed rigorous rules of conduct on herself.

She lived with her married lover out of wedlock, demanding an unconventional, platonic
relationship with him. She rejected the idea of a relationship based upon traditional
feminine/masculine symbiosis, wanting hers and Lucas’s relationship to be based upon
the concepts of mutuality and harmony. Agnes believed that she had a mission, which
was to initiate social change by promoting her faith. Supremacy over herself was
contingent upon her abandonment of society’s perception of femininity, and upon her
retaining her original persona. To Lucas she expressed her desire to breach the principles
embraced in their egalitarian relationship to the world: “We cry out to all people, ‘Look
at us! Man and woman who are in the bondage of neither law nor ritual! Linked simply
by mutual trust! Man and wife, but something be&er than man and wife! Friends, but

even something better than friends!’” (60).

After her conversion Agnes comes to see herself as guilty of doing society a
disservice by having just the same characteristics that previously made her think of
herself as socially instrumental: activeness and individuation. Her attitude towards her
cause after the conversion is reflected in the change of the way she feels about the same
alliance with Lucas that she has previously seen as the social manifestation of her
morally elevated abstract principles: “What a partnership it has been! How base, and
gross, and wicked, almost from the very beginning!” (p.222). Agnes’s free use of her
own body and soul is now seen, not as symptomatic of an active wholesome self, but a
sign of corruption, of a serious handicap in her ethical make up. The reformed ex-rebel is
now convinced that for her to really serve society, and to perform her duty to the

community, she should relinquish her active public role. Social advancement requires, in
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a central way, the passivity of women which ensues from an ongoing need for

purification of an eternally operating sin.

Pinero presents Lucas as weak and self-centered. St. Olpherts, Lucas’s own uncle,
recites a whole catalogue of his moral failings: He is an “egoist” who possesses
“ambition without patience, self-esteem without self-confidence.” Moreover, he is
afflicted *“with a desperate craving for the opium-like drug, adulation” (pp.95-96).
Meanwhile there seems to be unanimity among all the characters in the play about
Agnes’s potential virtues. Even Sybil Cleeve, the woman whom Agnes has wronged,
admits to having been aware, through other people’s account of her husband’s mistress
that there is “good” in the said mistress (p.213). Despite Lucas’s being morally inferior to
Agnes, at the bottom of the play is the unmistakable notion that the former is worthier of
saving than the latter. Lucas’s value is asserted on the basis of his masculinity alone, on
the grounds of his possession of the privilege of being a member of the gender that has
an inherent right to a prestigious position in society, regardless of his moral character.
What 1s even more striking is the latent notion that the discarded mistress is not the only
one who is marginalized. Other elements which are as significant to society’s moral
health as Agnes’s integrity are equally befringed, namely Lucas’s wife, their marriage,
and the stability of their family. The consequential politician’s relatives, including the
inessential wife, are desperate to arrange a sham reconciliation between the couple,
which will lead to a domestic arrangement “d la mode”; they will remain married and

maintain an appearance of a united family life. In reality, they will live apart (p.160).
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The significance of wifehood, the principle of domesticity, and the value of moral
commitment diminish in the face of a gainful pursuit which is meant to support
patriarchal institutions. The Notorious Mrs. Ebbsmith reflects the hypocrisy of the social
order which it upholds. This order claims to elevate women and the family to the height
of sacredness on the grounds of their being the guardians of the nation’s moral worth,
and the source of the individual’s real happiness. In reality, the much acclaimed
domesticity is only a tool utilized by patriarchy to preserve a structure of gender-marked

values, which, in turn, is designed to keep masculinity and its principles at the top of the

hierarchy.

This is the same notion that Ibsen, in the forgery episode of A Doll's House,
criticizes, When Nora committed her crime, she was acting on an intrinsic woman's
instinct. In her own mind, the forgery was justified on the grounds that it was committed
in order to preserve the life and well-being of her husband: Surely, the law could not be
so idiotic as to punish her for a simple offence which was insignificant if compared with
the noble motives that had prompted it. Nevertheless, naturally brave and discerning,
Nora knows deep down that, in effect, the law is sufficiently myopic to disregard the
decency of her motives, and this is the reason behind the deep disquiet which she now
experiences. The inexperienced wife and daughter is instinctively, if not yet with an
entirelg} clear sight, aware of how society works: The law, like everything else, is a
mechanism that is an end in itself, and not, asshe hopes, a means to an end (human
equality and happiness). Through Nora’s dilemma Ibsen wishes to tell us that the judicial

system is a tool which performs many roles. One of the most important of these roles is
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promoting masculine rationality into an all-embracing universal value. In commending

rationality through the law, the social order can be extremely irrational.

For one thing, if Nora’s forgery is seen in the light of the particular circumstances
that have prompted it, its impropriety should be significantly diminished, Nora has not
only saved the life and prosperity of her husband, but of her entire family. The order of
things which traditional morality promotes is conditioned on the male’s monopoly of
economic power. The male then is the chief provider for the family. If Helmer, the
provider for this particular family, were to lose his life, it would be rocked to its
foundations. The social order claims to be the guardian of the traditional family’s
welfare, This is however not true. The social order’s real interest lies in preseﬁing the
supremacy and comprehensiveness of the masculine principles of hierarchy, control, and
rationality. In doing so, the order furthers the ethos of a world that comes together
through a system of rules, rather than human bonding. It thus defeats the purpose that it
claims to champion. In other words, the social order “irrationally” promotes “rationality.”
The Notorious Mrs. Ebbsmith advocates a system that upholds masculinity and its
principles at the cost of the stability of the family, whilst 4 Doll's House views this same

system with disfavour.

Mrs. Dane’s destiny, like that of Agnes, Paula, and Susan, reflects the net effect
of the well-made play, which advocates excluding women in the passive role of the other.
For to say that Mrs. Dane’s exile is meant to be her proper punishment is only to scratch
the surface of the play’s philosophy. The idea in the play, freed from all its side issues, is

not the ecthical estimation of the wrongdoer’s past actions, but her and her like's
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nomenclature. Mrs. Dane’s world-shaking mistake is not so much the actual sin, as her

vigorous, almost aggressive, attempt at self-definition. She believes in her essential
goodness and wishes to transform this virtue into the form that is approved by society,
the form of the respectable wife of a publicly influential man. She goes out of her way to
nchieve this goal, charming men and fabricating evidence for people who are interested
in knowing her true identity. In the process she endures a great deal of anxiety, and
probably self-loathing, originating in the knowledge that she is lying. In the expository
scene, which tells us of the existing attraction between Mrs. Dane and Lionel, the lover,
we are afforded a glimpse of her attitude of mind. The conversation is about Mrs Dane’s
“best self,” The woman under discussion modestly wamns her lover that he might be
deceived by her, and that he may be viewing her superficially, Her reality could b'e darker
than her appearance. Lionel’s answer is: “You shan’t persuade me that you aren’t exactly
what I want youto be.” The stage direction that follows indicates that Mrs, Dane shows
“great delight” at her lover’s response (61). The disgraced female is relieved at her male
partner’s words, mainly because they verify her own belief in herself. Her easement
stems also from the thought that a young man with such commanding parentage should

be strongly on her side, supporting her claim to respectability and legitimacy.

Later on, the inexcusable scarlet woman discovers that her “essential goodness” is
insigniﬁcant, that it is of no account if compared with the necessity of classifying her
properly. The wrongdoing of Mrs. Dane and her like should not be glossed over or
forgotten. The transgressors had best be classified as sinners and then be put aside on the
strength of this classification. Society’s rules must be invincible, lest illicit sexual activity

loses its instrumental penalties. When this happens, the effectiveness of the whole
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scenario of temptation, of guilt and shame, as inhibiting factors of women’s activities,

diminishes. Society thus loses its pet excuse for keeping women confined to their

passive, private existence.

The position of Sir Daniel, Lionel’s foster father, is a testimony to the fact that
the core of the play’s ethos is not the condemnation of acts of sexual impropriety per se,
but the preservation of their useful function in inhibiting female activity and inner-
direction. As a youth he was involved in an illicit affair with a married woman, who left
him in order to save her child’s life. Unlike the female sinner of the play, its male sinner
is not incarnated in his past, nor is he distanced from social centrality. On the contrary,
he is afforded a very influential position as a judge of high court, and a prominent person
in the circle of rich landowners. The judge’s moral offence does not affect him because
legitimacy is his prerogative as a male. His masculinity absolves him from the need to

earn the seal of approval of one authority or another,

Lady Eastney’s well-warranted surprise at Sir Daniel’s admission that he has had
experienced several relationships with women, which have not come up to his

expectations, is illustrative of this point.

'LADY E: You scem to have thrived very well onit. It can’t have been a very
unpleasant process. I wonder how many poor women have been sacrificed in the -

--scrimmage? (p.32).
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This speech embraces one of the liberal thoughts of the play, criticizing the inequality
within sexual relationships between men and women. The fact that Sir Daniel is
exceedingly prosperous despite his disappointment in love indicates that women feel the
pangs of a failed relationship much more than men. If such liberal ideas are to be allowed

to retain some of their authority they should be considered in isolation from the powerful

conservative ideology informing the play (62).

In some of the paradoxical circumstances surrounding its production, The
Profligate reflects forcefully the actual position of individuals who commit sexual

impropriety, both in the cultural reality of the day and in the mainstream theatre. Sexual
misconduct was not condemned merely on unprejudiced, abstract grounds; the extent of
its “wrongness” depended on the sex of the offender. This fact is best exemplified by
comparing the fate of the play’s male protagonist with that of the female protagonist of
another “fallen person” play, particularly the fate of Paula Tanqueray. In the earlier
Pinero tragedy, Renshaw, a libertine, finds himself in more or less the same situation as
Paula. He is newly married to a woman with an irreproachable past, Leslie. Later, the
bride becomes the friend of a woman to whom her husband has done wrong. By chance,
Janet, the wronged one, appears at the Florentine villa where the newly married couple
are spending their honeymoon. The bride then discovers the truth about her husband’s
past mistreahnent of Janet and leaves him. In Pinero’s original ending, the one retained in

the printed play, Renshaw resolves the situation by taking poison.

In the first production of the play (1889) Pinero was asked by John Hare, the

actor-manager of the Garrick Theatre, to change the ending, so that Renshaw was not
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punished for his immoral deeds. The dramatist agreed, and the ending was changed so
that Leslie realized Renshaw’s remorse, and offered to forgive him. The ending of the
stage version of the play won wide support from the members of the theatrical
establishment. Astonishingly enough, this included figures who suppbrted the
emancipated “new drama,” like William Archer, who agreed with Clement Scott that the
play’s stage finish was the “only logical conclusion.” The apparent soundness of this
approved termination stemmed perhaps from the fact that it mirrored to the theatre
patrons, as well as to its creators, the backbone of the age’s philosophy, faithfully
embodying its exquisite ethical contrivance: women carried the nation’s moral
responsibility, thus relieving men from its encumbering effect. The “burden of the sin
you' have committed I will bear upon my shoulders,” are Leslie’s exact words to her
“fallen lover” in the forgiveness scene, words that aggressively project the mentality of
the typical Victorian female (63). In conformity with the teachings of orthodox moralists,
men relate to traditional ethics indirectly through the so-called “woman’s influence.”
Leslie assures Renshaw thus: The “little good that is in me shall enter into your heart”
(p.viii). With these words the traditionally quintessential “good” wife endorses the

“moral deputation” theory.

The four plays, The Second Mrs Tanqueray, The Notorious Mrs. Ebbsmith, Mrs.
Dane’s Defence and The Case of the Rebellious Susan, in addition to the production
circumstances of The Profligate, reflect the quintessence of the well-made play’s
philosophy regarding the issue pf sexual morality. In the final balance, the plays, The
Profligate production, and the social order that these two aspects support, aim to

advocate the maintenance of a synthetically structured sexual symbiosis. They place the



Morality 81

sexes at polarized positions, enhancing their physical and psychological estrangement.
One of the most significant sexual dualitiecs which the plays, and the system they

champion, advocate is the active/passive and its ramifications. The social order to which

the commercial theatre pays homage imposes passivity on women, by way of curtailing

their participation in the significant actions of the world. It does so, whilst endowing men
with all the energy necessary to maintain masculine institutions, and their principles, in

the centre of power.

In many ways the rigid and hierarchical structure of the well-made play, which
tends to simplify issues by treating them as “math” problems with “humans,” is a feature
of the larger pattern of the male artistic form in general (64). This form is a product of the
masculine mentality which is inclined to overlook the complexity within human
relationships. It dismantles human lives and reconstructs them in the shape of simple
patterns and forms that can be controlled by an abstract system of rules and guidelines.
Héléne Cixous believes that women’s writing should be corrective of the male
authorship: “Woman un-thinks the unifying, regulating history that homogenizes and
channels forces, herding contradictions into a single battlefield” (65). Similarly Gillian
Hanna of the Monstrous Regiment delineates the male dramatic form as a “sweep of
history, something broad and heavy . . . the male playwright’s sensitivity is often like an

empire builder—it wants to consume the whole world and then spit it out again in its own

image” (66).

The hollow and power-driven quality of the well-made play technique reflects

aggressively on the content, which endorses an equally mechanistic view of the sexes as
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standing at opposite positional poles. Each gender is characterized by sharply polarized
sexual attributes such as public/private, active/ passive, and rationality/irrationality. This
view of the sexes is at the heart of the moral scheme of the well-made play and the féur
plays discussed therein as representative of the genre forcibly intensify this view. The
playwrights themselves endorse sexual segregation because their professional genius, if
not their very sense of “right” and “wrong,” is moulded as part of the generalized
consciousness of the class which patronizes the mainstream theatre; The sharp
polarization of the sexes on both positional and metaphorical levels is the backbone of

the ethical system of this class.

The dramatic method of the well-made play—the artificial ordering of events,

glossed over with surface verisimilitude which is not related to the subject matter in any
concrete manner--is allowed full freedom to control the way we see this subject matter.
By the law of the mechanistic model infused into it, the technique, with its detachment
and i1ts éxtreme externality, keeps at bay any complexity of human emotions. This
complexity might be admitted in a dramaturgy which employs subtle artistic interaction
between the internal and the external parts of the play. The lack of resilience in the
relationship between the form and content facilitates an oppressive, one-sided
represc;ntation of the dramatic material including a synthetically constructed moral
system. The well-made play’s aloof, tyrannically vain artistic routine intensifies the sense
of the rightness of the ultimate fate of the offending women in the four well-made plays
discussed in this thesis. The four female protagonists are forced to abandon most forms

of exercise that allow them active self-definition and are subsequently relegated to an
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inert, submissive existence. Their banishment from action sometimes is so extreme that it

leads to death, as it is the case with Paula Tanqueray.

The playwrights of the “new drama” resented the view of gender and morality
which was embedded in the well-made play and the commercial theatre which embraced
the genre. The “new drama” upheld the principle that theatre should question taken-for-
granted beliefs, two of the most important of which were traditional sexual roles, and
inevitably, traditional morality which had an intrinsic link with these roles. Ethics and
sexuality were the preoccupation, not only of the “new drama,” but also of a wide scope
of intellectual and popular cultural products, the pervasive interest in these two issues
partly being the result of the acceleration and intensification of the work of the Women’s
Movement of the late ninetcenth and early twentieth centuries. So the dramatists
discussed in this thesis sought, each in his or her own way, to modify the rigid structure
of the well-made play, both on the thematic and formalistic levels. For instance, Barker’s

overall dramatic technique differed in essence from that of the well-made play.

The well-made play form is mechanistic and detached, appealing to the senses of
the audience rather than to their intellect. As for Barker, the components of his dramatic
design are so well cemented that elements which give the pleasure of entertainment
cannot' be distinguished from elements which promote thoughts; Theatrical techniques do
not relate to the senses exclusively, nor dramatic contents embed themselves in the mind
only. The audience’s imagination is helped to cope with the androgynous effect that is
born from the perfect identification of the mind/body elements. The imagination is

hélped by the subtlety and finery of Barker's directorship that causes the work to flow
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like music (67). In this, Barker agrees with the Victorian sage, Walter Pater, who
believes that music should be an example for other kinds of arts, because it is the only
genre in which matter cannot be separated from form. Consummate art is, then, art that
comes as close as possible to the condition of music, dispensing, as it must, with the
ciistinction between form and matter. “All art constantly aspires towards the condition of

music” Pater advises (68).

The Voysey Inheritance offers an example of the way in which Barker subverts
the well-made play formula by merging the form and content of his plays. He does so
partly to produce a different view of gender and morality. Barker particularly wishes to
expose the falschood of the well-made play’s claim that sexual values are mutually
exclusive. Like many other Court plays, The Voysey Inheritance is shapeless in the
traditional sense of the word, Barker concentrates less on the natural progress of the plot
per se than on the realistic representation of characters. He presents them in their natural
milieu, performing everyday tasks, which may not have much to do with the essential
plot. In The Voysey Inheritance, Barker abandons the unity of action that has hitherto
governed the plays of the mainstream theatre, and introduces his characters while they
are performing their daily activities. We see them cleaning, reading contemporary
magazines, and sewing. These functions have no immediately recognizable link with the
main inlot of the play. Nevertheless, this paraphernalia of everyday activities is employed
In certain places to produce latent themes that are instrumental in raising subversive

questions about the issues of gender and morality.
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One such episode is when Barker exposes the fallacy of Mr Voysey’s beliefs. The
latter is an ingenious lawyer and businessman, who is an advocate of the segregation of
sexual values. He frequently insists on the imperative of separating one’s private life @d
its values from the public realm and its principles. But in actuality his actions belie his
convictions, for he frequently mixes the private and the public elements in his life in
order to serve his business interests. The mixing is translated into practical terms in Act
II. Here, Mr Voysey makes use of the overlapping of the physical space between the
private and the public spheres to overwhelm a client. He engineers a business deal with
George Booth, a principal investor in the Voysey firm and the family’s closest friend, in
a way that guarantees his own personal interest. This action goes a long way both to help
Mr Voysey achieve his end and to prove Barker’s point. Throughout the business
conversation, Mr Voysey encourages the constant flow of domestic activities which takes
place in this act—and indeed in the greater part of the play—to interrupt proceedings.
The resultant discontinuity helps to loosen the thread of the conversation, which unsettles
the vulnerable George Booth a great deal. Mr. Voysey uses the physical presence of the
Voyseys’ home surroundings to get the better of one of the firm’s clients by distracting

him and breaking the conversation’s continuity (69).

There 1s a great discrepancy between the ingenious financier’s claim that he
compaﬁmentalizes his life between public and private concerns, and the actual state of
his financial and familial affairs. Mr Voysey insists upon setting “blinkers upon his
mind” by ignoring the fact that, after all, the substance on which the Voysey family
fastens is George Booth (70). The latter is the major investor in the Voysey firm as well

as a friend close enough to equal a member of the family. It is the constant presence of
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Mr Booth in the private, domestic surroundings of the Voyseys which facilitates the

process of his financial exploitation. In this light, Mr Voysey’s advice to his son Edward

holds no water:

MR VOYSEY: You must realise that money making is one thing, and religion

another, and family life a third (p.112).

The technique of the episode in which Mr Booth 1s underhandedly intimidated is
an apt example of the way in which the “new drama” subverts the well-made play
formula to reflect unorthodox view of gender and morality. Another such example is to
be foundin Elizabeth Robins’s Votes for Women. At one point the playwright introduces
a twist on the well-made play’s coincidence mechanism in order to comment on an issue
which has public/private resonance. Jean, one of the main characters, is a rich girl with
personal integrity., Yet because of her money, she is subjected to a great deal of
protection by her relatives, which has rendered her ignorant and unable to act on her
intrinsic strength of character. In the disfigured coincidence episode, the private and
enclosed world of Jean and her relatives is contrasted with another world in the play,
which is more public and open. The transference to this world takes place in Act I by
means of coincidence, a device reminiscent of the well-made play. The coincidence
consists of the protagonist, Levering, dropping her handkerchief, Rather than advocate
the tradition of the well-made play, Levering’s well-timed indiscretion refutes it. In so
doing, the handkerchief incident jettisons the patriarchal tradition on which the dramatic
construction of the well-made play is based. Once it has served its purpose, the

handkerchief is obliterated. We hear no more of it.
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Contrary to the well-made play’s adherence to the past, Votes for Women ignores
this past. Immediately after the link with the past is established, through the unintentional
dropping of the handkerchief in Act II, the play opens up to a different world. This is the
present and the place is a refreshing spacious “public” place, namely the “north side of
the Nelson Column in Trafalgar Square.” It is a representation of a suffrage rally. In this
act the audience is instantly reminded of the play’s main underlying issue: the personal is
political. The first speaker, the Working Woman, starts her speech by establishing this

major theme. In a boisterous fashion, appropriate to her character, she declares: “Wot’s

politics?... It’s just ‘ousekeepin’ on a big scyle” (71).

In the well-made pltay of the period, the coincidence, the sudden discovery of
events related to the characters’ past lives, continues to play a major role in the dramatic
conflict which follows. This conflict is born of the characters’ intensively private
motives. The dramatic action seems to emerge from a psyche that mysteriously regulates
itself without much interference from outside circumstances. The play concentrates on
the characters themselves rather than on the conditions that shape their lives.
Consequently, the “privateness” of the experience is, most of the time, superficial and not
grounded in psychological reality. This synthetic psychological exploration necessitates
the existence of a tangible link which justifies the “natural” evolution of incidents. In The
Second Mrs Tanqueray, Paula’s chance meeting with her ex-lover in her home leads to a
trauma which results in her repentant suicide. Although the play ends by pleading for

mercy for Paula’s case, her death is in many ways a retribution for her past immoral

deeds.
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Meanwhile, the sudden movement of Votes for Women from the mode of the
well-made play to that of a personal/political drama is a device which serves to remind us
of two major facts: the first is the falsehood of the claim that sexual values are mutually
exclusive, the second is that people are not passive recipients of the forces of guilt and
retribution. They are part of a larger social fabric; a chain in a continuum that decides a
great many of their actions and reactions. In such wise, the “woman with a past” of the
well-made play compares unfavourably with her counterpart in Votes for Women. The
“fallen woman” of traditional drama is assessed against an ideal of female virtue. This
ideal is rooted in a physical/moral system of values that belongs exclusively to the
private sphere. In contrast, Levering, the “fallen woman” of Votes for Women, is assessed

in public terms. Her moral worth is measured in terms of her public position as a social

and political activist.

Theatrical Context in the 1890s

Not only the form and content of the well-made play were governed by masculine
values, but also the theatrical conditions within which these plays were produced. The
theatrical establishment was ruled by a strong principle of hierarchy. The hierarchy of
pay was based on sex and professional status: leading performers were paid unreasonably
more than subordinate actors; men were paid more than women. The only exception to
gender discrimination in wages was found in the context of stardom: stars were paid
according to their popularity, not their gender. Hierarchy did not stop at external factors,

like pay and occupational superiority. It determined the quality, quantity, and casting of



Morality 89

works. Plays were chosen to give the star--who was also the manager of the theatre in
most cases--a chance to parade his talent (72). The main standards by which a play’s
suitability for production was normally vetted were the dimension and dramatic

prospects of the chief male part. This resulted in rigid conditioning circumstances which

set plays in an unchangeable mould.

Choosing plays for production and vetting actors for performance wére mutually
dependent processes. Since success was contingent on the special talent of the actor in
the leading part, it was considered professional folly to engage an unproven or modestly
known actor in this role. The star system generated certain expectations: the audience’s
enjoyment should be derived from the special talent of the actor in the leading role, and
not from the intellectual context of the text brought to life by a well-coordinated dramatic
team of actors. The hierarchy that prevailed in theatre bred inauthenticity, because a great
deal of the sincerity of the dramatic work was sacrificed to the machinery of promoting
the stars. Hierarchy and inauthenticity were the main reasons of the increasing
commerciality of the theatre. The artificiality of the process of casting, and of choosing
plays for production, affected the content of the work. In much of the mainstream drama,
tendencies to seriousness and sincerity were overweighed by the tendency for
reassuringly undiscerning faith in things as they are. The mechanism of such vain

entertainment was sustained only by the enormous turnover of money.

The unthinking production and reproduction of cash was a significant symptom
of the prevalence of the principle of mechanism in the commercial theatre. One of the

main abuses of this principle, and its manifestations, was the long-run system. The
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system developed in the middle of the nineteenth century as a means of covering the cost
of expensive productions. It drained the potency and originality of performers by limiting

them to solitary roles, which could extend to a year or so in certain cases. The loné—run
system was also disadvantageous to playwrighting because it imposed a certain formula,
tile one that satisfied the paying audience. The wise management at the Court Theatre,
which was the birth place of the “new drama” in England, replaced the long-run system
of the West End with a system of its own. It operated a semi-repertory bill, facilitating
the production of plays with controversial aspects that were not accommodated by the
commercial theatre. The plays were run for short periods, with a set number of
performances. Experimental pieces were given six to nine matinee shows, then relocated
in the evening bill if they proved successful. The Voysey Inheritance, and Votes for
Women were among the plays that had to go through the sifting process of trial
productions before they could prove their success. Both plays challenged the well-made

play on the level of form and content.

The only way for the “new drama” to develop its own identity was to free itself
from dependence on the commercial theatre. There were few pioneering ventures in this
vein. The most prominent of these ventures were the Independent Theatre, which was
inaugurated by J. T. Grein in 1891, and William Archer’s Stage Society (1899). The two

play-producing societies aimed to encourage British playwrights to write a sombre and

sophisticated drama, which was fit to attain the status of literature. One way of achieving
this was to present continental plays, like those of Ibsen and Brieux, which were more
realistic and pertinent to the spirit of the age. The use of European writers was meant to

place the “new drama” in a wider context, in preparation for its much-awaited revival.
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The formative independent theatrical ventures also aimed at providing actors with

challenging roles that both encouraged their personal creativity and enhanced their ability
to be part of a well-integrated theatrical team. Despite their many problems; the
independent theatres left a legacy which was essential to the success of the Court
\}enture: a theatrical milieu that was accommodating of experiments with new ideas and
new forms, The efforts of the independent theatres were enhanced, and solidified by the

initiation of the Barker-Vedrenne management at the Court Theatre in 1904,

The administrational superiority of the Court Theatre made it a more successful
adventure than its predecessors. For the keen professional acumen of J.E. Vedrenne,
Barker’s business partner, plus large sums from Bernard Shaw, afforded this theatre
financial self-sufficiency, This ensured permanent theatre buildings, order, continuity of
performance, and regular salaries for the cast. The earlier minority theatres suffered acute
financial problems, as a result of which they could not achieve the stability that helped
the Court Theatre a great deal. They had no permanent theatres and no ability to pay the
cast constant salaries. They depended on the charity of agreeable theatrical
administrations for the use of a number of buildings to stage their work. The Court
nurtured the new dramatists producing a breed of playwrights who possessed a highly
developed social and artistic consciousness. In addition, it provided the theatregoing
public with the works of selected European dramatists like those of Ibsen, Maeterlinck,
and Hauptmann. The successful enterprise also presented revivals of classics, particularly
those which, in a way or another, reflected both on the age and on the philosophy of the
“new drama.” The quest is best exemplified in Barker’s productions of certain

Shakespearean plays, most memorable of which was his production of the Two
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Gentlemen of Verona. The exemplary Court repertoire also included some of the works
of the highly individualist Greek dramatist Euripides, Most notably there were

productions of Electra, Trojan Women, and Hippolytus.

The stability factor was not enough to ensure the success of the Court venture.
The sense of continuity had to be given one vital life-giving infusion to make it the
thriving affair that it turned out to be. The essential element of success was Barker’s
highly developed sense of coordination as a director which made the seasons at the Court
Theatre (1904-1907) the fine balanced theatrical event on the levels of form and content
alike. Strictly speaking, the phenomenon of total production did not start with the Court
Theatre, It had roots in the work of the actress Marie Wilton and her husband Squire
Bancroft at the Prince of Wales in the 1860s. One of the steps that the Bancrofts took to
promote joint action in their team was to give authority to Tom Robertson to direct his
own plays at their theatre. Realistic reform in England is normally dated from the coming

of the Bancroft-Robertson era (73).

The inclination towards a more collaborative style of management and
performance, which counterbalanced the crudeness of entertainment which depended on
one performer, was a side-product of the advent of this new tendency to genuineness in
drama.' The creation of semblance to life demanded more natural action and dialogue and
a stronger inclination for ensemble playing, Building carefully structured fiction that
looked like life called for calculated atmosphere and scenic effects which produced a
more intensive, inward-looking mode of representation than the unsophisticated,

external, and exclamatory style of the previous era. The new modes of representation
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made the previous ones seem outdated. Blatantly theatrical forms of entertainment like

melodrama, burlesque, pantomime, and farce were losing ground to the novel, more

naturalistic dramatic genres.

The requirements of realism like the subdued, collective style of acting, and the
creation of a realistic scenery demanded the indirect and clever integration of one artistic
consciousness: the consciousness of the director. Not only the director but also the author
enjoyed more significance in the new collective-realistic mode of representation. The
major output of this novel dramatic tendency to sincerity was the well-made play genre,
which reached its peak in the era of Pinero and Jones. However we judge the authenticity
of the human life which is embodied in this genre, one thing has to be admitted. By
coming closer to the style of the realistic novel, the new theatrical form helped to

reinstate drama in its proper place as part of literary art.

Despite the joint promotion of the author and the director, the actor-manager still
dominated the mainstream theatre that embraced the well-made play genre. The move
towards more equitable administration on the artistic and financial levels alike was
predominantly superficial. The notion of the collaborative theatre did not fully mature
until the advent of the Vedrenne-Barker partnership. The work of the “new dramatists,”
often brought to life by Barker’s directorship, induced changing metaphors in the
Interconnection between parts of the dramatic work on the one hand, and between the
actors in the company, on the other, In the star system the personality of the leading
performer defined the motion within the performing team. Without this personality the

other parts could not, and needed not, function. Meanwhile, within the context of the
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“new drama,” all dramatic parts were given complex treatment, offering opportunities for
the actors to develop their creative powers. An actor would not refrain from accepting a

small role because he knew he would not be subjected to inferior treatment, as would be

the case in a similar situation in the star system.

The relationship between the Court actors was comparable to the mannerin
which the different parts of an organic entity stood to each other. This relationship
depended on a model of separate systems, which had a highly developed potential for
adoptive co-operation., Within the performing team the actors were trained to strike the
right balance between masculine individuality and feminine subordination. The actors
were allowed to be individual enough to interpret their own roles and to structure their
own moments on the stage. Barker equated acting with autonomous interpretation,
indeed, he defined “all acting as interpretation; it [could] have no absolute value of its
own” (74). The “histrionic” mind, the mind that is capable of independent diagnosis of
dramatic situations, springs from a deep mental grasp of life and how it is reflected in the
play. At the same time, the actors were required to be extremely dependent on each other,
and on the general flow of the play. Lillah McCarthy, one of the most prominent Court
actresses, reviewed in retrospect that “no one of [the performers] was allowed to act

away from the rest of the company, nor away from the play as a complete pattern” (75).

This dependence is necessary because the final piece should be welded together
Into a poetic pattern, with definite and focused rhythm. In order to achieve this, the
actors’ interpretation of the roles should be matured and merged into a uniform oneness.

The positive mixing of the masculine value of individuation embodied in the cast’s
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independent thinking and the feminine value latent in their submission to an intellectually
consistent totality is not merely a direction policy for Barker. It is a life style and an
ethical framework. In The Exemplary Theatre Barker defines his theatrical company’s

objective as

unity in diversity. . . . Unity in diversity must be our social ideal, and it is this that
drama in its very nature does expound and, through the sympathetic power of

impersonation, interpret. This is the drama’s secret (76).

The Court’s correct utilization of sexual values is a social as well as a the