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ABSTRACT 

The new wave of young playwrights emerging from British Fringe Theatres during the nineteen-nineties is a movement that is well documented under various terms such as: In-Yer-Face Theatre or New Brutalism. Wrapped up in a discourse surrounding the violent nature of the plays, the academia of this decade of plays has often focussed upon the relationship the plays had with their audiences and the extremities of violence that they included. However, works from various feminist scholars and practitioners have reclaimed these texts, offering a feminist perspective and rebutting notions that feminism had only enjoyed success onstage in the eighties. This thesis is concerned with three women playwrights debuting during the height of the In-Yer-Face movement, whose work was first performed at the Royal Court Theatre in London. They were the only three women playwrights to have their worked staged during the 1994/95 season at the Royal Court: Rebecca Pritchard, Judy Upton, and Sarah Kane. This thesis aims to understand how feminist feelings were adopted and changed in an environment where many claimed feminisms were irrelevant or no longer needed. 


The central argument of this thesis is that the 1994/95 season at The Royal Court Theatre in London was a seminal turning point in the treatment of feminism onstage. It concludes that feminism still had a role to play within the theatre, despite the playwrights’ rejection of a ‘women writer’ label. This thesis argues that all three women utilised feminist thinking within their plays as a form of political commentary. This thesis will consider how we can adapt our understanding of feminist theatre to see these plays as part of a larger ongoing conversation around gender within society. Using a variety of philosophical and theatrical practitioners, it will advance a notion put forth by Elaine Aston that women’s theatre in the nineteen-nineties mourned the loss of a politically motivated feminism. 


Introduction

Understanding the Theatrical Landscape of the Nineteen-Nineties


“The ink on the theatre annals remain damp, the official story of ‘nineties British theatre not yet agreed upon, the mythology not yet secure” (Urban, 2004, P354). In agreement with Urban’s sentiments, the decade of the nineteen-nineties is an unfinished tale. Whilst it is fresh in the minds of many it demands a second analytical glance; to separate it from the contemporary discourse of In-Yer-Face theatre that it was gripped by. A decade remembered for the fad of ‘Cool Britannia’ that introduced us to Britpop and cult classic shows like Friends (1994), the nineteen-nineties also bore a shadow of growing disenfranchisement amongst the working class. After having suffered through the tumultuous years of Thatcher’s reign, the political landscape of Britain was once again changing and forcing cultural and social changes alongside it. One social aspect that changed course through the decade was feminism as focus began to shift to understand how feminism could best represent all women. During the decade feminism faced damaging criticism as an agenda was pushed that equality between the sexes had been achieved; feminism no longer served a purpose within society. Within the theatrical sphere, feminist theatre had enjoyed some degree of success onstage during the seventies and eighties but there was an overwhelming view that leading into the nineties it had disappeared entirely from the British stage. Instead, the decade was remembered for the explosion of In-Yer-Face Theatre. For many In-Yer-Face Theatre was not a political theatre and appeared incompatible with the political theatre of feminism. This thesis interrogates the movement of feminism and questions whether it did disappear from the British stage in the nineteen-nineties or whether there were changes in the way feminism was represented.

More specifically, this thesis is concerned with the role of The Royal Court Theatre in London during the decade. The Royal Court Theatre is a popular fringe theatre that is credited with being a forerunner in the production of new works and new playwrights during the decade. This thesis will analyse three women playwrights that performed during the renowned 1994/95 season at The Royal Court Theatre. Using the works of Rebecca Pritchard, Judy Upton, and Sarah Kane it will analyse the season as a historical marker for the development or change in the way feminist discourse was being communicated onstage. 

This thesis uses Elaine Aston’s essay ‘Feeling the Loss of Feminism: Sarah Kane’s “Blasted” and an Experiential Genealogy of Contemporary Women’s Playwriting’ (2010) as a stimulus. 
Taking Blasted (1994) as a seminal point of reference, Aston’s essay initially links thematic concerns within three plays: Judy Upton’s Ashes and Sands (1994) and Rebecca Pritchard’s Essex Girls (1995). Speaking of these plays, Aston details that: 

the plays by women that I turn to here reflect a need to press upon audiences the damaging consequences of a postfeminist impression of feminism… I argue that from the mid-1990’s to the present, attachments to feminism are not explicitly made by contemporary women dramatists and neither do they advocate a “new” kind of feminism. Instead, their work lays claim to a renewal of feminism through the adoption of various dramaturgies and aesthetics so that they may feel the loss of feminism. (Aston, 2010, P577)

Aston argues that playwrights within the nineteen-nineties offered their audiences an opportunity to view where a ‘post-feminist’ or complete loss of feminism might lead. Advocating this notion put forth by Elaine Aston, this thesis will argue that the plays of the nineteen-nineties are social criticisms of their decade that their contemporary audience failed to see. Through understanding the contextual difficulties feminist theatre endured, it will aim to understand why this shift towards ‘feeling the loss of feminism’ was necessary and how the plays demonstrate this. 

Allocating the thesis into five sections, the initial chapter will discuss the contextualisation of the plays within their contemporary period. It will discuss how the plays developed during a turbulent time for the movement of feminism itself and will consider the political, social, and cultural factors influencing these plays. The following three chapters will respectively discuss the plays: Rebecca Pritchard’s Essex Girls (1995), Judy Upton’s Ashes and Sand (1994) and Sarah Kane’s Blasted (1995). The focus throughout these chapter will be to provide a feminist perspective of the texts and consider why it is important to see this perspective within them and how this changes the text from their traditional readings. Through a detailed analysis each chapter will conclude that we can indeed understand these as feminist texts and demonstrate the different practices employed by each playwright. The chapters follow the order in which the plays were performed to understand the historical context of the texts. The conclusion chapter will then reflect upon the findings of Aston’s essay combining it with the textual analysis of the plays. It considers how we can read each of the plays as sharing a united concern with mourning the loss of feminism and how the plays demonstrate to their audiences the damaging consequences of this loss. Utilising the ideas of feminist writers such as Judith Butler, Angela McRobbie and then for a theatrical context, Elaine Aston, Geraldine Harris, Lesley Ferris and Jill Dolan, this thesis will interrogate ideas of materialist feminism, gender performativity and disenfranchisement within the mid nineteen-nineties. 

In-yer-face theatre, a term coined by Alek Sierz, has dominated the discourse surrounding theatre during the nineties that was produced at The Royal Court Theatre. In his book In-Yer-Face Theatre: British Drama Today, Sierz describes the theatre style as a “theatre of sensation: it jolts both the actors and spectators out of conventional responses, touches nerves and provoking alarm” (Sierz, 2014, P7). The theatrical style is concerned with how it provokes its audience, often eliciting a visceral reaction from audience members. The plays that Sierz discusses are notably similar to each other in their “discussion of taboo subjects, nudity, questionable language and sudden violence to force a reaction from the audience in order to push the boundaries of theatrical possibility” (Sierz, 2014, P8). With the banning of theatrical censorship in 1968 there was greater flexibility on what could be shown onstage and playwrights after this time seem determined to push the boundaries of what could be explored on stage. To push the boundaries of British Theatre; playwrights distanced themselves from traditional forms, structures and styles. The plays that Sierz encompassed under the umbrella of In-Yer-Face theatre are notably similar to each other in that the narratives are fragmented, the style of the performance more physical and there is greater emphasis upon the semiotics of the stage. By disengaging with the conventions of performance, this influx of new young writers faced criticism by appearing to dissociate themselves from theatre forms that were obviously politically engaged (Sierz A, 2012, P92). Playwrights were part of the literary trend of disengaging with grand narratives cemented in certain forms of literature and began to opt for narratives that favoured personal experience. Playwrights were self-consciously rejecting a model that interweaved grand narratives and opted for more individualistic ways of storytelling. Playwrights of the time were actively encouraged to reject the old ways of political writing by those within their literary team. Sierz quotes Mel Keyon, the literary agent of both Kane and Upton: 
The strong Right is full of certainties, certainties which are abhorrent. The Left was full of certainties, certainties which proved to be bogus. So, to write these big political plays full of certainties and resolution is completely nonsensical in a time of fragmentation. When you want to create a political piece of drama, there’s no point in mimicking the form of resolution and certainty in a time of complete uncertainty. (Sierz, 2012, P123) 
Playwrights were actively encouraged to find new ways of understanding the political in theatre. Avoiding structures and forms that had previously been used did not come without risks. 

Alongside this changing direction of form and structure, Artistic Director at the time Stephen Daldry brought about many changes in a financially uncertain time for The Royal Court Theatre. Theatres generally were suffering from a lack of funding and support from the government and The Royal Court certainly felt financial worry at times. Setting himself apart from previous directors Daldry opted for a quick turnover of shows. During his time at The Court he lived by the following philosophy: “do lots of new work, do it for short runs so that houses are full every night, always invite important people, and if a play tanks, remember that it will close before the Court loses too much money” (D’Monte, 2008, P42). Daldry’s quick turnover of plays meant that new playwrights had a short amount of time to leave a lasting impact upon audiences in order to guarantee their plays would be commissioned again. Representative of The Royal Court Theatre, Daldry’s own comment surrounding feminist works was damaging, by suggesting that they were simply not “capturing the zeitgeist of fashion” and went onto to conclude “that work within feminism is unfashionable.” (Aston, 2010, P576). Daldry certainly made it clear that feminist plays would not be on top of the agenda at The Royal Court and he seemed drastically less welcoming of them than his predecessor. Daldry’s philosophy was also damaging in other respects, notably that his opening nights were consistently filled with those he considered ‘important’. As Michael Billington, The Guardian’s Chief theatre critic at the time, stated: “We’re conscious that we’re like a portable version of the Garrick Club. A bunch of Middle-aged Men… it would be healthier if there was a greater diversity of critics” (Stephenson & Langridge, 1997, p.xvii). Billington alludes to the issue that until critics became a more diverse group there would be misunderstanding of texts as they lacked the exposure to and the lived experience of the characters that were being portrayed. It is also quite clear that the critics who would attend; would most likely not be the target audience for feminist drama. Previously critics had been unwelcoming to feminists’ works as playwrights of the nineteen-eighties had experienced. The backlash they received undoubtedly made feminism a less appealing venture in the nineties. Analysing playwrights such Sarah Daniels who was vocal on her position of being a feminist writer; the backlash was often severe towards the feminist drama that she produced. Daniels’ plays notoriously had taken on contemporary feminist issues of the time including but not limited to: “violence, pornography, and sexual abuse, as they are experienced by lesbians, single mothers, people with disabilities or psychiatric problems, prisoners, prostitutes, social workers, and the unemployed” (The Orlando Project, 2006). Daniels as a writer had little qualms in putting the women and the oppression that they faced centre stage. Daniels had enjoyed a large degree of success during the 1980’s, winning awards such as: The London Theatre’s Critic Award for Most Promising Playwright (1983) and The Drama Magazine Award for Most Promising Playwright (1983) (Bakker, 1996). However, critics failed to fully understand Daniels’s plays and as a result: “the hysterical, sometimes violent criticism of Daniels’ plays in the 1980s [was] indictive of the growing backlash against feminism”. (Aston, 2003, P40). Criticism that Daniels’ plays received attacked her for not offering a male perspective, a criticism you are unlikely to see levelled against a male playwright. (Aston, 2003, P169). Bakker who produced a comprehensive study on Daniels’ provides more evidence of this backlash. He cites several prolific theatre critics such as Michael Billington and Paul Taylor as commenting that Daniels refused to consider perspectives that “disagree” with hers and how she refused to believe that abuse happens to males too. (Bakker, 1996, P168)

However, prior to Daldry taking over, feminism had enjoyed a good degree of success at The Royal Court Theatre. Generally, there was a collective sense of optimism in the early nineties surrounding the position of women within theatre. The seventies and eighties had seen several women-orientated theatre companies telling the stories of women’s lived experiences, enjoying more cultural visibility. The eighties’ was a decade of explicit feminism and brought various feminisms to the stage. Plays such as Caryl Churchill’s Top Girls (1982) were exemplary of socialist/materialist feminism whereas the plays from Sarah Daniels showcased a more radical feminism (Kalavská, 2012, P7). For several practitioners these feminist plays were a refreshing change for a stage that had consistently remained male-dominant. There was certainly a buzz surrounding new playwrights following on from this success: “Playwright David Edgar signals the explosion of the new women’s theatre in the 1980s, and theatre critic Benedict Nightingale, endorsing Edgar’s view cites women’s drama as the most positive aspect of the 1980s, an otherwise barren decade”. (Aston, 2009, PI). This sense of optimism would continue up until 1994, where Christopher Innes continues to put forward an optimistic case as his final chapter is entitled: ‘Present tense- feminist theatre’. Whilst his previous chapters had documented a male-dominated theatrical timeline of the century, his final chapter cites women as an energising force, as indicator of the revival of theatricality against a rampant commercialism of the sector due to their “political drive and desire to experiment” (Innes C, 1994, P356). Rejecting traditional forms of theatre, feminist theatre was providing new, exciting structures and forms. The various styles that were documented: “from agitprop and street demonstrations, to social realism and docu-drama, to a range of contemporary approaches” (Goodman, L, 1993, P19).

However; the vibrant feminist theatre that had begun to flourish within the seventies and eighties faced external factors that would reduce the capacity and demand for their work leading to very few women writers in the nineteen-nineties. As capitalistic woes loomed across the nation and a sense of resentment rose from the years of Thatcher’s reign, the vitality of theatrical life was fading. The theatre, having survived the harsh subsidies and cuts issued under Thatcher’s government, had become a placed filled with musicals and theatrical revivals to avoid political discourse over fears of further cuts. Under Thatcher’s government the commercialisation of the theatre aimed to generate income: “her tenure began with a 4.8% cut to Arts Council grants and ended with one of 2.9%.” (Billington, M, 2013). The government aimed to used theatre as a marketable product that would be utilised as part of a larger government policy that aimed to increase tourism to Britain. However, this funding certainly did not get directed towards fringe theatres and was awarded to those who produced large scale productions such as musicals. Archived applications that The Royal Court Theatre made show that in 1994 they had to submit appeals for government funding and increasingly were turning to ads placed in their half-time flyers. Due to a lack of attention from government bodies and increasing cuts to their finances, the theatre was described as experiencing “a decline in audiences, financial setbacks, a crisis in confidence, a rampant commercialisation, a hostile culture [and] a haemorrhage in the production of new works”. (Edgar, D, P22, 1999). Finding it difficult to compete commercially in a competitive market, theatres across the country began to fill their programmes with revivals of old classics or family entertainment such as musicals, shows that guaranteed a good turnover of profit and would ensure cash flow back into theatres at a time when it was most needed. Quickly dubbed as Mctheatre by Dan Reballato, these shows were an articulation of the theatre’s growing capitalism: mass-produced shows to feed the increasing demand, shows that replicated the originals (Reballato cited in Urban, 2004, P354). Government funding was also becoming increasingly difficult to get hold of as the government implemented a system which weaponised funding, utilising it as a form of censorship. This meant that theatre companies that outright criticised governmental policy risked subsidy cuts for the next financial year. This meant far more companies turned to Reballato’s Mctheatre to retain loyal audiences and were wary of commissioning new works. Within Contemporary Feminist Theatres: To Each Her Own (1993) Lizbeth Goodman details how particularly groups identifying with feminist aims had often struggled to secure funding. Giving case studies of several women’s theatre companies who had a sudden, unexpected loss of funding from the Arts Council, she highlights the need for the form to be thoroughly popularised in order to receive funding. (Goodman, 1993, P37). The increasing capitalistic nature of theatre was putting it under strain as it tried to survive a culture created by the conservative government, as the Arts Minister Richard Luce announced at the time that "the only test of our ability to succeed is whether we can attract enough customers.” (Billington, 2013). This culture was one of consumerism as the theatre began to be viewed as a marketable product, one that could attract tourism to Britain and change the way that Britain was viewed internationally. To summarise, whilst The Royal Court itself had managed to find a system where new playwrights could be produced without risk to severe loss of revenue, it was a risky venture for playwrights. With government funding already an issue many turned to private sponsorship.

The lack of funding that was experienced was in stark contrast to the supposed renewed interest in the arts sector that was put forward by the labour government. In the mid nineteen-nineties the Labour government and media attempted to push a ‘hysteria’ of Britishness and its ‘coolness’ took over. Referred to as Cool Britannia, both the British media and government wanted Britain to be synonymous with its youth culture that was making waves in the international market in the form of young artists such as Oasis and The Spice Girls. Magazines, such as the London-centric Time Out, were quick to brand London as the coolest capital in the world. This increased patriotic pride in the culture of Britain subsequently meant that the theatres of London quickly saw themselves thrown into this cultural revolution as they were “listed along with pop, fashion, fine art and food as the fifth leg of the swinging London”. (Sierz, 2013 P16). It was this phase of what was deemed to be ‘cool’ that helped create a cultural shift where popular interests turned to the image of the ‘angry young men’, a focus on the disenfranchised, young working-class men. In 1999 a newspaper article summarised the decade as “the Laddism Nouveau…[which] found its voice in an iconography of beer, babes and bacon sandwiches.” (Bracewell, M 1999). Images appealing to a male audience at a time of low morale began to make appearances throughout popular culture. Misogynistic magazines such as Loaded (1994) became a regular feature, targeting an audience which sought to delegitimise women, viewing them as objects. Arguments over magazines ensued, with debates about  whether this was an empowering way for women to take ownership of their sexuality  or a further form of oppression in which women were led to falsely believe that it empowered them. It is worth noting that issues with female objectification in popular media had been raised in the eighties with the controversial ‘Page 3’ in The Sun newspaper. The paper came under scrutiny when MP Clare Short proposed a bill that would ban British newspapers from publishing images of a pornographic nature. However, the bill received minimal support and did not become legislation. Indeed, the paper went on to make Page3.com in 1999. The little backlash there appeared to be made it clear it could be and would prove to be a popular market. Aston goes on to draw our attention to several other areas where this is a recurring theme. In sport, Fantasy Football League was hugely popular, airing from 1994 to 1996, offering both sport and comedy. Aston goes on to note that Miss Great Britain was invited on the show drinking beer; she now serves as a reminder of the ladette culture that had grown as a product of supposed equality. Girls were out to prove they could be just as good as boys. The television show Goodbye to the ‘90s which broadcast in 1999 documented Britain as a nation dominated by drugs and gave airtime to the rave culture that had swept Britain. (Aston, 2009 P74). 

The rise of laddism coinciding with the backlash of feminism in turn pushed various theatres towards a genre that was proving popular in other art sectors– the masculine and its discontents. Within his commentary on In-Yer-Face theatre Sierz condones this line of reasoning: “the advent of boysʼ plays was partly a reaction – by both media and theatre managements – to the women’s plays of the eighties” (Sierz, A, 2012, P153). He acknowledges that there was a drive from the media to make feminism appear redundant and that management were more than reluctant to stage it as well. Cool Britannia also had a role to play in attempting to dissolve the need for a sense of community amongst women as it heightened the need for a much more individualistic discourse. It is this push for individualism exacerbated by other issues such as a lack of funding and a backlash from the media this thesis discusses that force us to consider how feminism may be understood in the plays of a new generation of playwrights. 

Alongside other Arts within the industry, British film had also suffered from a lack of funding and was struggling to produce new work during the nineties. Films that helped revive the industry were ones that favoured depictions of ‘masculinity in crisis’. The film adaption of Irvine Welsh’s Trainspotting (1996), set in Scotland, told the story of disaffected young men, who are addicted to heroin. We follow the main character’s attempts at sobriety which despite the abject poverty remain comedic. The characters seem devoid of a sense of purpose within their lives. Following on in 1997 was the hugely popular production of The Full Monty which “locates masculine disaffection in a community of ex steel workers from Sheffield. Displaced from marriages, families, homes and jobs, the men take up stripping: their only means of survival is in the objectified ornamental role, traditionally reserved for women.” (Aston, 2009, P356). Films had popularised representations of working-class men. The focus upon the idea of a masculinity in crisis was seen by many as a backlash to feminism itself, in which identity politics have troubled the traditional white masculinity. Books such as R.W. Connell’s highlighted the need for further masculinity studies to be undertaken; as Connell notes there was a significant “mixture of pop psychology, amateur history and ill-tempered myth making… Backward-looking, self-centred stereotypes of masculinity were the last things we needed.” (Connell, R.W, 1995, Pxiii). The Royal Court itself chose to take this approach: in 1993 it was staging the controversial American play Oleanna and notably the plays within the Coming on Strong Festival which was male-centric. This in turn pushed various theatres towards a genre that was proving popular in other art sectors– the masculine and its discontents. Within his commentary on In-Yer-Face theatre Sierz condones this line of reasoning: the advent of boysʼ plays was partly a reaction – by both media and theatre managements – to the women’s plays of the eighties” (Sierz, A, 2012, P153). He acknowledges that there was a drive from the media to make feminism appear redundant and that management were more than reluctant to stage it as well. Cool Britannia also had a role to play in attempting to dissolve the need for a sense of community amongst women as it heightened the need for a much more individualistic discourse. It is this push for individualism exacerbated by other issues such as a lack of funding and a backlash from the media this this thesis discusses that force us to consider how feminism may be understood in the plays of a new generation of playwrights.

These issues mentioned above directly affected Kane, Pritchard and Upton. Recurring in commentary on Kane is the fact that she is primarily grouped with male writers, her work not as often put alongside other women. Considering this idea of a ladette culture it is arguable that the media and academia has also inflicted this upon Kane’s preventing her from being viewed as part of a female canon. Frequently “hailed as ‘the bad girl of our stage’, ‘the karate kid of the British theatre…Kane has proved she can flex her muscles alongside the toughest of men” (Aston, 2003, P79). There is a need for critics to either comment upon Kane’s gender or age. At 23 years of age when Blasted was staged, referring to Kane as ‘bad girl’, comes across as patronising. Similarly, she must ‘prove’ she is able to produce the quality of theatre a man can, making clear that this is male-dominated stage (Aston, 2003, P79). Her name has long frequented circles that are dominated by men, that rarely mention Upton or Pritchard. Often, she is grouped with the “young guns of theatre” which included the likes of: Jez Butterworth, David Eldridge, Martin McDonough and Joe Penhall (Aston, 2003, P81). Similarly, Veronica Lee lists her along with the likes of Mark Ravenhill, Patrick Maber, Ben Elton and Conor McPherson (Aston, 2003 P79). These playwrights were seen as belonging to a group of angry young males that dominated not only theatre at that given time but within culture in general. However, Kane was a woman that was being firmly presented within this circle, not marginalised like other women faced at the time. This was a courtesy rarely extended to other female playwrights. The occasional nod is given to Rebecca Pritchard and Judy Upton, which has led their works to be viewed rather differently to Kane’s over the years. Critics made the violence of Kane’s work more palatable for themselves by moulding a ‘ladette’ image of Kane. Kane was referenced as having a preference to “discuss football and peppered newspaper articles with reports of excessive drinking and a liberal use of swear words”. (Aston, 2003, P80). Much like how Miss Great Britain was assimilated into a male culture so was Kane. Pritchard also found herself situated within a male dominant environment. Pritchard was the only woman to feature in Coming on Strong Young Writers’ Festival at The Royal Court. In interviews found within Rage and Reason: Women Playwrights on Playwrighting both Pritchard and Kane express their dislike of belonging to the label ‘women playwright’. 

Conceptually the term feminist theatre has been difficult to contain to one definition, almost as difficult as the term feminism itself. Renowned feminist scholar Lizbeth Goodman in her preface to Contemporary Feminist Theatre: To Each Her Own offers the following perspective: 

‘feminist theatre’, defined as political theatre oriented toward change, produced by women with feminist concerns, a definition which is challenged, revised, and expanded in these pages… one of the most important aspects of feminist theatre is the ambiguity of the very term ‘feminist theatre’. It seems to mean something different to nearly every practitioner, critic, academic and spectator (or audience member). (Goodman, 1993, P2) 

Goodman acknowledges that feminist theatre is not a defined form bound by a certain structure, form or ideology but instead has an investment in the lived experience of women. Considering that feminist theatre is open-ended it has given practitioners and academics the opportunity to reclaim various texts which have previously been marginalised, misunderstood, or misrepresented. Goodman’s definition also allows us to free ourselves from the confines of the traditional argument that none of the three playwrights self-identified as being feminist. Kane was vocal about being labelled a ‘woman writer’, rejecting the collective belonging. Within her interviews she stated that she sought to avoid “over-emphasis on sexual politics” (Stephenson & Langridge, 1997, P43). Kane stated: “I don’t want to be a representative of any biological or social group of which I happen to be a member. I am what I am. Not what other people want me to be.” (Stephenson & Langridge, 1997, P43). Pritchard also gave interviews where she did not see herself as writing for women. Their wish to not be seen as feminists is systematic of the society they live in where ideas of large grand narratives do not serve the complexity of nationalities, genders, and sexualities of individuals within society. 

 What is evident is that feminism failed to retain the momentum that had previously been built up by the second wave feminist movement and that the masculinist culture that had pervaded was an effective way to silence female representation within culture. The media’s help in making feminism appear unpopular created a gap in the market that needed to be filled. However, what also becomes evident within the decade is the media’s apparent way to make women feel and appear to be included which was the introduction of a ladette culture. 

This chapter has discussed why feminism failed to meet the optimistic view that women would be more prominent on the stage during the nineteen-nineties. Instead, what can claim the renaissance of the decade was a wave of new male playwrights influenced by a backlash to women’s theatre from popular culture, the media and governmental policies. During this wave in the mid nineteen-nineties we see a small number of women who produced work including: Kane, Pritchard and Upton. Whilst Kane and Upton were moulded as part of the ladette image; Pritchard’s initial play left her out of this ladette commentary and would not be included until her play in the 1998/99 season which contained more violence. The failure to initially discuss them within the context of women’s writing has left the plays not being explored to their full potential. Whilst many believed that feminist feeling had disappeared from the British stage, the next three chapters will go on to analyse and advocate that there was feminist feeling within the three works of the playwrights: Rebecca Pritchard, Judy Upton, and Sarah Kane. Whilst the contemporary audience may have been reluctant to discuss the feminist themes within the plays these next three chapters will delve into the feminist thought they evoke and the way they explore gender onstage. 




Chapter II

Rebecca Pritchard: Echoes of the Previous Generation

Rebecca Pritchard launched her writing career with The Royal Court Theatre and in 1999 would go on to be their writer in residence, debuting her play Essex Girls (1995) along with other young writers in the Coming on Strong Young Writers’ Festival. She debuted alongside: Joe Penhall’s Some Voices, Nick Grosso’s Peaches, Michael Wynne’s The Knocky, and Corner Boys by Kevin Coyle. This festival filled the majority of the 1994/95 programme, going on to be concluded by Judy Upton’s Ashes and Sand (1994) and Sarah Kane’s Blasted (1995) respectively. The festival showcased young playwrights who were yet to be published and the year after would publish their work in Coming on Strong: New Writing from the Royal Court Theatre (1995). The plays were published following the success of the festival in the Theatre Upstairs in The Royal Court Theatre. Whilst the plays within the volume thematically shared links through their focus on working-class Britain, Pritchard’s play differed from others within the volume as it had a focus upon the female experience. The play hosts a nearly full female cast and showcases women of the working class in nineteen-nineties Britain. It was very much hoped that the festival would emulate the success found in the 1950’s where The Royal Court had become known for its young, angry voices.

As the title suggests the play is set within Essex and Pritchard drew inspiration from her experiences as a youth worker with young women. (Aston, 2009, P62). Using her own lived experiences as a stimulus for the play, Pritchard reflects upon the conditions of working-class women and the factors that prohibit them from changing their reality. The vulnerable women that Pritchard worked with were in stark contrast to the stereotypical image that has long surrounded Essex women. It is only within the last year that: 

The expression “Essex girl” has been removed from a dictionary used to teach English after a campaign by women from the county who described the term as offensive. 
According to the Oxford University Press, “Essex girl” was previously defined as “a name used especially in jokes to refer to a type of young woman who is not intelligent, dresses badly, talks in a loud and ugly way and is very willing to have sex”. (Marsh, L The Guardian, 2020)
The characteristics mentioned above within the dictionary reflect how engrained this damaging stereotype is within culture. Pritchard’s girls find themselves categorised without having their personal circumstances considered.

The play itself is split into two acts: ‘Act One: The Party’ and ‘Act Two: The Holiday’. Both acts initially appear disconnected but provide crucial intergenerational links as Kim is the older sister of one of the girls in the first act. The first act shows three schoolgirls playing truant in the bathroom presenting us with comedic humour as they discuss boys, looks, pregnancies and abortions. These lighter discussions with dark undertones then transition in the second act to conversations between a friend and struggling young mum, whose conversations are accompanied by the cries of a child through a baby monitor. In this second act we learn of Kim’s struggles as she steals to provide for herself and her child and finds herself plagued by the fractured relationship with her other half. The play ends with a conversation regarding the hopelessness they feel towards their circumstances as Karen, the friend goes in to finally pick up the crying baby handing him to his mother. 

For the structure of they play Pritchard chooses to revisit social realism and rejects the use of Brechtian elements which had become associated with political theatre. Pritchard’s choice to utilise social realism here, is a departure from such Brechtian theory that was used by feminists such as Churchill and Daniels. Brechtian theory was a traditional structure for feminist theatre that allowed playwrights to use theatrical devices in order to convey an opposing political view, such as ‘verfremdungseffekt’ (the distancing technique) and social gestus. The intended outcome was the ““literarization of the theatre space to produce a spectator/reader who is not interpolated into ideology but is passionately and pleasurably engaged in observation and analysis” (Diamond, 1988, P83). Pritchard chooses not to employ Brechtian methods that had gained popularity within feminist drama such as: multiple role casting. By rejecting this method, she chooses to show the young women as real people in real life situations who are unable to transcend the role within society that they have been given. By doing this Pritchard highlights that it is not who the characters are that is the issue but instead she forces us to consider a variety of issues such as: benefits, education and gender roles within society. The play forces us to reflect upon a world where feminism as a political movement does not seem to be operating within the young women’s lives. Choosing the mode of realism, the environment in which Pritchard’s characters live influences each choice they make and throughout we witness Pritchard condemn the values of society. Previous feminist theatres had disregarded social realism as a form to use: 

because it is hegemonic: by copying the surface details of the world it offers the illusion of lived experience, even as it marks off only one version of that experience. (Diamond, E, 2008, P126) 

Various feminist critics had disavowed the idea of using social realism because it had been male-identified and failed to force spectators to consider other viewpoints. The theatrical conventions kept them within a place of comfort. Pritchard did later go on to appear to critique the choice of form that she had made: 

the audience were allowed to feel comfortable in their seats. They could watch the play and see the girls in their own world as quite isolated and apart, and either feel liberal enough to empathise with them or not- it was the audience’s choice. (Edgar, 2013, P60) 

 However, it is arguable that she does encourage self-reflection in the first scene. Several lines into the play, Pritchard puts in an intriguing stage direction as the actor playing Diane is instructed “to look into the mirror/audience” (Pritchard, 1995, P185) The dichotomy set up between actor and audience in the intimate Theatre Upstairs, would have meant that the small audience of 66 would act as Diane’s reflection. This deliberate breaking down of the fourth wall invites the audience to consider themselves as Diane. Whilst less innovative dramatically than other plays discussed within this thesis, Pritchard seeks to undermine a traditional structure of realism by placing the two acts as juxtaposing whilst simultaneously reflecting each other. Whilst there is a tenuous link between the first and second act in that Kim is an older sister to one of the girls playing truant from school it encourages the audience to see that that there will be a cyclical effect where history may repeat itself unless something is done for the girls. Whilst the girls gossip in the first act, discussing themes such as boys and pregnancy, the second scene becomes the bleak reality that the young mother finds herself in. 

The choice of using the form social realism would be something that Pritchard revised for her later play Yard Girl (1998). Despite the fact many critics, academics and Pritchard felt that Essex Girls (1994) could have benefited from a more forcible breaking away from social realism the play does effectively demonstrate the issues that Pritchard felt hindered young women in the nineteen-nineties. Pritchard aimed to utilise a well-recognised form of social critique whilst simultaneously incorporating the lived experience of women. Playwrights of second wave feminism had steered clear of a social realist model believing that it was not an effective form for discussions of feminism, having long been used as the selected form for men.

In terms of the play’s content, Pritchard uses the first act of the play to divulge issues affecting working-class teenage girls. Living in a post-Thatcher world she reflects upon their disadvantages and the bleak prospects they face. In the first act we listen in to the conversations of three girls: Diane, Kelly, and Hayley. Playing truant from class, the girls claim the space of the toilet in their comprehensive school. It is evident from their conversations that this is somewhat of a regular occurrence, [as they are?] disinterested in what education has to offer them. Through the girls’ conversation it becomes apparent that they do not see education as a vehicle for change within their lives; they do not see themselves as able to transcend their class and position within society. The girls bring up how they have been invited to attend a careers meeting; Kelly is quick to point out:” When ‘e asked me about my future, I felt like ‘e was being sarcastic” (Pritchard, 1995, P191). Kelly is under no illusion that the institution she is in has an investment in her future. Without a suitable role model to encourage her she selects a random job that she sees on a poster on the wall behind the teacher. Kelly tells the teacher what she believes they want to hear. Ultimately Kelly is lacking in self-confidence and the institution does nothing to alleviate this. 

This idea is further reinforced when girls who do appear to have an ambitious nature are also failed by the institution. Discussing another girl within their year called April, we learn that she has ideas to be a journalist but when raising it with her head of house she is told that “it’s competitive or something” (P191). The inference is that a woman should not be aspiring to be a journalist, as made exemplary by the critics of theatre at the time; this was a male-dominated role, and the working-class education system is deterring women away from this subject area. Pritchard reminds us that whilst there have been advancements made within women being employed, the decision ultimately lies in the hands of men, as they hold the key positions of power. In response to April not being given the information, Kelly observes that she thinks it is due to April “not wearing the right clothes, that’s all”; this serves as a reminder that women are judged on their appearance, even though it is implied that April is intelligent enough to achieve her dream and certainly has the confidence to ‘go get it’ as girl power promotes. The teenagers after having seen this are demoralised and resign themselves to feel that they just are not capable of succeeding in life through career prospects. Pritchard here highlights the education system and schools as misogynistic institutions, and no matter how much the girls attempt to embrace the culture of individualism they lack the tools necessary to fully commit to it. 

Through their dialogue, Pritchard’s girls often share concerns that were prevalent amongst feminists in previous generations. Conversations on taboo subjects often infiltrate the dialogue between the more comedic scenes. The below conversation demonstrates their hesitance to initially use the word abortion: 

Diane: My mum had to try to do an artificial thing on my brother. 
Hayley: A what? 
Diane: (less boldly): You know, an extermination…
Hayley: An abortion?
Diane: Sort of. She had to do it herself 
Kelly: Like…?
Diane: Like she got really drunk and she had to try and use a coat hanger and hot baths and all that. (Pritchard 1994, P208) 

To deviate away from the horror of the situation, Hayley attempts to make a joke saying: “Shame it didn’t work” (P208). Pritchard draws our attention to the heinous way that Diane’s mother had to attempt to give herself an abortion. Whilst the timeline of this is unclear, it is a stark reminder that amendments to abortion rights had only been protested 20 years prior to this, a nod to the second wave of feminism. 

Having thus far not found a successful outlet to challenge and develop themselves, the girls turn to light violence as a form of cathartic release. When the girls joke around with each other, the altercations often end up becoming physical. When talking about fighting another girl who has scrawled something on the bathroom wall, they have a mock fight: 

Diane goes to do a mock slap around Hayley’s face, but Hayley catches her hand. They look in each other’s eyes fiercely for a second then as if to relieve the tension…

Hayley: Do What? 
Diane (Calmly): Let go
Hayley: Then I’ll go like this 

Hayley still holding Diane’s hand, punches her on the arm. (P213) 

Whilst the audience are aware that Diane wrote this on the wall only moments before, all the girls seem to want to incite some form of physical altercations between each other. Like Upton’s girls that will be discussed in the next chapter, the girls use violence to get ‘what they want’ symptomatic of the adventure girl attitude that is inherent through the media. Whilst they do not commit crimes to and inflict violence to the extremities of the Upton girls, Pritchard points to violence being an outlet for disempowered youth. 

In the second act we meet Kim, a struggling seventeen-year-old mother living in a council flat, who relies on the welfare state. Her flat is described in the stage directions as messy and unkempt; there are unwashed plates, children’s nappies sticking out of the bin. Her close friend Karen arrives in the middle of the day to Kim still in her night clothes from the previous night. Both unemployed, Kim’s ex-partner Mark enters the scene when he comes knocking on the door from offstage. He is the only male character to speak within the play. Kim’s life appears to be a foreshadowing of the lives of the girls within the first scene. Kim’s state of young motherhood was not uncommon in the mid nineteen- nineties. Reports show that the issue was classed as a ‘problem’ by the government in 1995: 

The reduction of pregnancy rates in girls under 16 is a stated priority in government strategies for improving health in the UK. Targets have been set for this reduction to be met by the end of the century. Therefore, pregnancy in girls aged under 16 has received official status as a problem. (Jackson, D, 1995, P1) 

Seen as a ‘problem’ due to the increasing numbers, there was growing media interest in these young mothers as the BBC commented that girls most likely to get pregnant were “women from families which are large, in lower socio-economic groups, headed by a lone parent and have low levels of academic attainment.” (BBC News, 1995)

 The report goes on to highlight that a lack of access to services and education are contributing to teenage pregnancy. Most of these attributes we can see embodied by the girls within the first scene; notable are the absent fathers who are never mentioned within the play. Pritchard highlights single motherhood as a contributing factor to the difficulties that the girls face. This is not to view single parenthood as the issue itself but rather the factors often associated with it; with the rising cost of childcare, single parents are often reliant upon benefits which Kim demonstrates within the second half of the play as being insufficient when she is forced to steal for basic necessities such as food. There is a clear correlation between the impoverished backgrounds and the girls’ disinterest in school. A lack of education will lead them to a similar  
 situation to Kim in which the cycle of poverty continues. That the girls are choosing to play truant does not mean they are somehow missing out on something because it is not being taught. It is through this lens that Pritchard wants us to connect the issues faced by the young girls in the bathroom to Kim in the second scene, seeing this as the likely outcome for the girls if something is not done to prevent it. This is how Pritchard presents the idea of ‘the loss of feminism’. 

Within the second act of the play, we see Pritchard dramatically portray the ideas of Angela McRobbie’s ‘the new social state’. In her book Feminism and Youth Culture, McRobbie entitles a chapter 'Teenage Mothers: A New Social State?’ she discusses how a “new social state” makes young people dependent “on benefits, on YTS [Youth Training Scheme] programmes and on the support of parents and members of the family in work” (McRobbie, A, P162). Kim is a single mother who relies on the state to provide for her child even when this is proven not to be enough. Many were angry that the responsibility of the child seemed to have shifted from the father to the state; as mentioned previously Pritchard does not demonstrate the concept of single motherhood as the issue as she uses Mark within the play to show the role of the father as also affected by economic and social factors. Pushed to society’s margins without the means to participate in consumerism, Kim’s choices are limited. Whilst in Ashes and Sand (1994), we witness a rhetoric of self-sufficiency gained through violence; Kim’s visits from Social Services serve as a stark reminder that she cannot turn to violence as a viable solution. Faced with the prospect of losing her child, Kim remains reliant upon the state. Kim lives out the reality of the ‘new social state’; she is a single mother claiming benefits, with her and the father of the child clearly needing assistance from support groups. 

Whilst we learn that Kim is on benefits they are insufficient to sustain her and her child, so she chooses to resort to stealing. She admits to Karen that she has accumulated fines for her TV licence and shop lifted but when she admits to what she has stolen it is apparent it is not to cover the cost of her fines. She admits that she has stolen “A packet of Jelly tots. An’ a can of beans. Weight Watchers”. (P235) The items are inexpensive but highlight how little money Kim is living off. Kim adding in the brand name of ‘Weight Watchers’ provokes a laugh from the two of them, but it’s also a reminder of the materialism we see from Upton’s girls who steal materialistic items aimed at feminine appeal. 

At the end of the play, Kim’s anxieties at being a new mother are evident in her worries that she may drop her baby; she allows her dark thoughts to be voiced when she questions “what if I just let him go an’ drop him” (P244) Kim details how she feels as helpless as many of the other characters in the three plays as she asks: “if you scream help in this world you just hear it echoin’ back at ya. Iss alright to scream help, innit.?” (P245). She acknowledges that there is little help for people in her situation. 

Mark, the father of Kim’s baby, was a character that was largely dismissed by initial theatre critics as being unnecessary. Never appearing onstage to the audience, Pritchard sets up the doorbell as a source of anxiety for Kim as she associates the noise with the arrival of Mark. Turning up drunk, Mark threatens to kick the door in to see his child. Pritchard introduces the repetition of Mark continually coming to the door to signify his belonging to the unemployed along with Kim and Karen. The nineteen-nineties had begun with a recession and the unemployment rates were dismal following [and?] during the Thatcher years: 

During the early 1980s, unemployment rose further. Following a very sharp recession, unemployment exceeded 3 million in 1982. The January 1982 unemployment figure of 3,070,621 represented 12.5% of the working population, and in some parts of the country, the rate was far higher. 
As the economy started to grow again through the mid 1980s, unemployment began to fall, although this trend was later temporarily arrested during the recession of the early 1990s. By 1999 unemployment had dropped to around 1.7 million. (politics.co.uk, 2020).

With the closing of manual labour industries such as the mines, the working-class man was the most affected. Out of work and with nothing else to turn to, Mark “attempts to acquire social status by drinking, aggressive behaviour and blackmailing” (Kalavská, P 2017, P189). Mark’s outlet from his dismal prospects is aggression to gain what he wants. Karen’s role within the play is also reminiscent of second wave feminist theatre in which female friendships are shown to be a desired alternative to the heterosexual relationship. Mark is used as the contrast to Kim and Karen’s relationship as Pritchard shows Karen to be a positive force within the play as she energises Kim. Throughout the act Karen appears to be main source of positivity within Kim’s life that is keeping her going. Pritchard is in agreement with feminist theatres of the nineteen-eighties when she showcases the female bond between Kim and Karen. Karen’s attentiveness to Kim does not go unnoticed when Karen is first introduced on stage, even if she says it bluntly. In fact, it is Karen who coaxes and re-energises Kim into turning her attentions back onto her child through gossiping and entertaining Kim. Throughout the conversation of Kim and Karen every so often we hear the cries of the baby through the monitor, and it serves a reminder that there is a child in the other room, unsettling the audience because the child has not been checked on. Through Karen’s constant chatter about her own personal experiences that week she reenergises Kim, lowly working towards encouraging her to comfort the child. Their relationship is something that encourages Kim to interact with the child and pulls her from her depressive state. 

Whilst Kelly appears to be in one of her final years of school and Kim only having just left school, Pritchard shows three generations that have been affected by the issues she raises. Whilst the all the young women within the play give brief mentions of their mothers, the father within their narratives remain absent. This serves as a reminder of the cyclical effect as we are continually reminded that history repeats itself. 

Pritchard’s play is thematically connected to the previous generation of second wave feminism as she acknowledges that a young mother can be independent from her partner both domestically and emotionally. However, the bleak image depicted of both the women in the first and second act mourns the loss of what a politically orientated movement may offer them. 
Within this chapter it has been identified that whilst Pritchard formed a social critique of issues such as education, employment, and the benefit system, she is unable to resolve them. She does however raise the issues that affect Kim’s individual state. Her dialogue suggests that there is a lack of political motivation that would change the cyclical effect of the girls’ lives, a political motivation that feminist politics could offer. Pritchard’s play seems to sit within a space in between feminist plays of the nineteen-eighties and Upton and Kane’s plays. Whilst it conjures up dark imagery it doesn’t explicitly show it like the other plays discussed do. 


Chapter III

Judy Upton: As Tough as the Boys

Premiering during December 1994, Ashes and Sand (1994) was Upton’s second play but her first to be staged at The Royal Court Theatre. Upton’s play tells the story of four girls aged fifteen known as Hayley (the leader of their gang), Anna, Jo, and Lauren. Together the girls fixate upon their feminine charm to lure and violently rob men under the guise that they all will go to Bali together one day. This illusion they have created is quickly broken by betrayals between the girls and others around them. The journey of the girls is watched over by two police officers who patrol the boardwalk that the girls frequent; the group are well known to the two policemen. The girls strike up an unlikely relationship with Daniel, a young attractive policeman with a fetish for shoes and make-up, a fetish which makes him opposed to the “the norms he is hired to enforce”. (Kritzer, 2005, P53). Accompanied by Glyn, who is perceived to be just a regular guy who fails to see the complex situation his partner has got caught up in, their paths clash with the girls’ several times as they turn to violence and crime as a solution to their issues. Within Ashes and Sand (1994) we see similar issues raised to those in Essex Girls (1995). Both plays demonstrate the British youth during the decade as disadvantaged through discussions of issues such as family structure and education. The plays differ from each other because Upton selects to employ a rhetoric of self-sufficiency and violence amongst the girl gang to attempt to change their status. Upton uses Ashes and Sand (1994) to demonstrate that an aggressive individualism born from consumer culture is a dangerous avenue. Within Political Theatre in Post-Thatcher Britain New Writing, 1995-2005 (2005) Amelia Howe Kritzer summarises this rhetoric of self-sufficiency stating that:

Upton utilises her gang of young girls to demonstrate the devastating effect that the Legacy of Thatcher had left. Women and girls were encouraged to compete with each other for money and power, suggesting that qualities of toughness and insensitivity would get you what you want out of life. (Kritzer, 2005, P52). 
It is within this perspective that we can consider Upton to discuss issues relating directly to feminism as she delves into the realities of young women growing up in Britain without feminism.

Set in Brighton the play was certainly topical for its time given that a high-profile robbery case hit the headlines weeks prior to Upton’s debut, a robbery committed by a female gang. The case of model and actor Elizabeth Hurley garnered much attention as the prosecution claimed 4 young girls from East London robbed Miss Hurley at knifepoint. (The Guardian, 1995). Whilst this made the news due to the victim holding celebrity status, the trial of the young girls saw the parents remark that it would not have made the news if she were not a celebrity. The remark hints at the normalisation of young girls turning to violence. 

Set alongside the sea on a pier of arcades, Upton chooses the coastal destination of Brighton.
Brighton is often associated with a holiday away from the city life where one can go to enjoy themselves. The setting serves to highlight areas which were affected by Thatcher’s regimes as D’Monte argues: “[e]conomic instability in these coastal areas, caused by seasonal work, often ill paid, a skills shortage and a migrant population, was made worse by governmental policies during the 1980s and 1990s. This included the use of B&B places for benefit claimants and asylum seekers, dubbed by the press the ʻCosta del Dole” (D’Monte, P90). Upton’s play differs from the images of the working-classes within cities that were showcased in Pritchard’s Essex Girls (1995). 
The most explicit difference between Upton and Pritchard’s play is the violence the girl group uses within Upton’s play. The play is mentioned frequently in In-Yer-Face theatre criticism but Sierz himself is quite sceptical of the use of violence within the play: “The violence of the play is never explained, except in the most general way: the culture of unemployment has created an enraged youth. But if aggression is a law of nature, the implication is that nothing can be done to change it” (Sierz, 2001, P216). Sierz sees Ashes and Sand (1994) as more of a report about the disenfranchisement of youth. For Sierz it is difficult to see as a political play due to the fact that the play holds no resolution to the issues it presents. Looking into more recent criticism of the play, many agree with Sierz that due to its lack of resolution it offers no political message. In a doctoral thesis Bağırlar argues that: “In this sense, what Upton is ultimately suggesting is that contemporary youth are ruthless, wanton, soulless, and consumeristic.” (Bağırlar, B, 2019 P3). However, disagreeing with this point of view, we must understand the violence within Upton’s play as anger towards the girls’ shattered dreams where they in turn shatter the audience’s gender perceptions, as they turn to exhibiting qualities reserved for the masculine. McRobbie raises how the fight to equality was obscured by government institutions and the media, and from the popularisations from the media we can see that the public eye appeared to be disinterested in feminist ideas. It has been established that women at the time did not want to identify with a feminist politics and the lack of critical attention to Upton’s play is an issue that is only beginning to be resolved. 

Similar thematically to Pritchard, Upton forms a social critique of a world in which feminism is in crisis. Angry at the ‘girl power’ substitution as a guise for feminism, Upton dramatises the fears accounted for in Angela McRobbie’s The Aftermath of Feminism (2009). One of the main areas that Upton takes issues with is consumerism and the role that it plays within the young women’s lives. Throughout the play we watch them struggle with their sense of collectivism that they could benefit from forging with each other. In his article Towards a Theory of Cruel Britannia: Coolness, Cruelty, and the ’Nineties (2004), Keith Urban notes how the rise of consumerism changed the way in which brands and companies formed relationships with the consumer market. Britain drew influences from elsewhere in the Western World as it progressed towards the consumer culture of American companies (Urban, 2004, P356). Urban details how the British economy of production that had been utilised during the wartime no longer served them in an increasingly competitive market. Instead, they turned towards a culture of brands in which the commercial would pedal the ideological to persuade the consumer towards their product. Noting the futility of offering a utilitarian relationship with the consumer, there would be much larger profit to be had by encouraging loyalty to the brand: “they now sell a ‘lifestyle’ a ‘business solution’, an ‘experience’”. (Urban, 2004, P356). Brands could now secure customers to return to their product by forging a sense of a relationship with them, moulding themselves to represent a community’s values and ideals, making the customer feel a sense of satisfaction from the product they would not necessarily get otherwise. To summarise, this was companies realising the “economical potential of this deeper connection, companies funnelled their economic power towards creating an image, buying their products … as cheaply as possible and then branding them in order to give the faceless product an aura of social value and cultural importance”. (Urban, 2004, P356). In a fierce competitive market, companies adopted political, social, and cultural stances in order to attract more consumers than their competitors. 

Within in a feminist context, British theorist Angela McRobbie notes how this shift in consumer culture had a role to play in pushing the belief that feminism was redundant, by encouraging women to believe they had already achieved equality. McRobbie argues that the culture of consumerism misuses feminism. She states that:

elements of feminism had been absolutely incorporated into political and institutional life…. drawing on a vocabulary that includes words like empowerment and choice, these elements are then converted into a much more individualistic discourse and they are deployed in this new guise, particularly by media and popular culture, but also by agencies of the state as a kind of substitute for feminism.” (McRobbie, 2009, P39) 
McRobbie argues that political groups, the media, and institutions within our society have appropriated the terms utilised by feminists such as empowerment to offer women a false sense of feminism. She develops an argument that young women are being enticed to engage in a “new sexual contract”, by capitalising on opportunities presented to them in terms of education and employment; however, women must sacrifice their fertility and must remain heterosexual to gain this. By participating within consumer culture, the media and the government can breakdown the sense of community and unity within women that feminism can produce. This further oppresses women as they are offered a false sense of togetherness in place of what a collective feminist movement can offer them. 

The Spice Girls are an example of the complex contradictions that McRobbie discusses. Whilst they are image of a sisterhood, promoting a slogan of ‘Girl Power’, they sold an image of aggressive individualism. Made individual by their stage names (Sporty Spice, Scary Spice, Posh Spice, Baby Spice and Ginger Spice) the girls promoted that you could get what you want with a little bit of attitude. Their style and image formed part of the band’s identity and Geri Halliwell’s Union Jack dress has become part of the iconography of Cool Britannia. Cool Britannia sought to encourage economic growth through the promotion of individualism and as such: “neoliberalism has made extraordinary advancements for young women- not as a community- but as individuals who are able to succeed to in education and the workplace…. And thus, perceive themselves (and all women by extension) as treated as fairly and equally”. (McRobbie cited in Solga, 2016, P8). For McRobbie, the feminism that was visible within the nineteen-nineties served to give women the illusion that they were equal; however, it was under a false pretence. Instead, it encouraged an aggressive individualism which appears in the rhetoric of the girls’ self-sufficiency. In stark contrast to the spice girls’ image, Aston notes: 

In contradistinction to the Spice Girl myth of the ordinary girl turned superstar, the young women Upton depicts are unable to transcend the economic and cultural conditions of their social reality. In the absence of a materialist-feminist agenda working towards the transformation of social structures, the girls find their own way of manipulating, and, ultimately, violently breaking social rules and regulations. (Aston, 2010, P72)

This is portrayed within the girls’ difficult relationship with their own femininity. Whilst the girls are seen to exude masculine behaviours in terms of their violence, they do not reject their femininity to embody these. The girls have a complex relationship with their femininity, through their continuous consumption of popular culture and the media. Femininity, however rough they may appear to be in their supposed aggressive masculine behaviour, is not something the girls disregard all together and is encouraged by their interests in popular culture: the girls flick through magazines constantly and they regularly go the gym. Jo for example obsesses over clothes. She owns hundreds of jackets, but she spends money from the Bali fund buying herself more explaining that she won’t enjoy herself if all her clothes are ugly. The girls refer to popular culture that emerged during the 1990’s; for example, after robbing an off-licence they compare themselves to Thelma and Louise. A movie produced in 1991, Thelma and Louise tells the story of two best friends, Thelma and Louise, who embark upon a road trip of robbery and violence against men. (Aston, 2009, 71) However, unlike in the film, in Upton’s play the girls are unable to remain loyal to one another as their betrayals show. The girls fixate upon their looks, and this affects Lauren more so than the other girls. Lauren’s particular worries pertain to her weight, and it becomes clear that there have been issues with her eating habits in the past. A short exchange between Daniel and Laura raises this issue to the audience: 

Daniel: Are you eating OK, Lauren? 
Lauren: My hips are still really big.
Daniel: Lauren, you are not fat. 
Lauren: Fuck off. (Upton, 2003, P11) 
Lauren refuses to the answer the question directly and there is no shock for her when the question comes. She expects the question to come, and it forms the understanding this has happened before. In a later exchange Daniel purposefully flicks through a magazine, commenting on a girl to provoke a reaction from Lauren. Lauren exclaims “I have been eating. I have. Not that it matters much. Fat or slim someone like me’s never going to look like that” (Upton, 2003, P22). Lauren is painfully aware that the image produced in the magazines is unattainable but continues to strive for it. It is clear from this exchange that Upton aims to suggest that Lauren’s difficulties with her body image are directly linked to the magazines that she reads. 

As Aston notes, the very things that are offered to Upton and Pritchard’s girls continually fail them. Whilst Pritchard’s girls were depicted at school and just occasionally truant, Upton’s girls do not attend school. Only Lauren references school within the text, but for the other girls it is non-existent. Lauren offers a bleak perspective on life, turning to motherhood for a sense of purpose within her life. When Lauren is discussing a pot-washing job that she has been offered in a restaurant she exclaims: 

Lauren: it’s no good starting somewhere that’s going nowhere. There’s nothing for people like us, nothing. I thought I was having Marty’s baby, but I’m not. If I had my first kid now while there’s nothing else on offer maybe I could get a job when I’m older, too old for stupid youth schemes, old enough to get some respect. You haven’t got any kids?
Daniel: You know I haven’t
Lauren: I don’t, even you probably don’t know for sure that you don’t – do you? Would you like to be a father, Danny? (Upton, 2003, 23)
At only the age of fifteen, Lauren is considering the prospect of having a child only to fill time in the literal sense with a mere hint of hope that something may come her way in the future. Upton’s presentation of motherhood echoes the ones portrayed by Pritchard in Essex Girls (1995). 

Noting the lack of opportunities, Hayley bands the group together to get them to save money for a trip to Bali. Upton demonstrates that girl power is a myth from the onset of the play. 
The play opens with the back of the stage lit, the sounds of gulls, passers-by, and arcade machines. (Upton, 1994, P1). A young man stands alone onstage, and the four girls approach him. This short exchange happens: 
Hayley: Hallo
The Young Man turns to face her. 
Hayley: Mmmmm. You are.
Young Man: Sorry?
Hayley: Seriously gorgeous. We saw you from the wheel. (Upton, 1994, P1). 

Hayley leans in to kiss the man, who assumes no danger in this and impulsively kisses Hayley as the other girls cheer them on. Whilst the young man is distracted by Hayley, the girls’ approach and as he reaches below Hayley’s skirt, he is attacked by the girls. Throwing punches and kicks they steal his wallet during the short interaction. The girls run off; however, Hayley returns and delivers one final blow to the man’s head. Using her feminine charms, Hayley has lured the male victim and the girls have resorted to using violence to compete within the consumerist world. Ganging up together creates a false impression that there is a sense of collectivism within the group of girls as they work together to get what they want. Hayley nominates herself to take care of the money, hiding it to save as funds for Bali, an exotic vacation for all the girls. Reading from a magazine she attempts to force the dream upon the other girls: “Bali – The Morning of The World. Dramatic landscape, golden sandy beaches, a unique culture and some of the friendliest people you will ever be fortunate enough to meet” (Upton, 2002, P.4) From their short interaction regarding Bali we become aware the girls certainly aren’t new to theft as they discuss the price of Bali and Anna states “we ought to do more tourists”. (Upton, 1994, P5). They are aware of who is more likely to be carrying large quantities of cash; the victims are premediated. Ironically, Bali and the money being saved for Bali, becomes a great point of mistrust between the girls and serves to fracture the unity of their group several times within the play. 

The other girls are often distrustful of Hayley’s plan to go to Bali and accuse her several times behind her back of other possible things that she would use the money for: running away with Daniel who Hayley (and Lauren to an extent) obsesses over during the play. This distrust also leads them to steal the money and use it for their own gains. When Hayley is arrested, Lauren and Jo use it as an opportunity to steal the money that Hayley has been putting aside for them. It only crosses Lauren’s mind briefly that Hayley is ‘one of them’ and she ponders “it doesn’t seem right though, I mean, she is one of us’. (Upton, 2003, P39) With the encouragement of Jo, she quickly dismisses the thought and helps Jo steal the travel fund. Without remorse, the girls put their own individual advancement above the solidarity that they have with the group. While the girls have a small regret about their missed opportunity to Bali, they aren’t sorry for deceiving their friends as Jo reminds Lauren, they spent £600 easily on “Marty’s suit. The ring. Drinks. Dope. Three skirts. Six Tops. The Arcade” (Upton, 2003, P59). Spending the money on frivolous things and drugs, the girls demonstrate that they are only in this for themselves. The girls feel no sympathy for the victims or for each other and at times treat each other cruelly to advance their individualistic wants. Focussing upon these trivial issues, 

The loss of feminism, the loss of a political love for ‘womanhood’ which feminism advocated and encouraged, which also allowed a certain suspension of the self in favour of “the collective or ‘the communal’ creates new forms of female confinement” (McRobbie, cited in Aston, 2010, P590) 

Upton’s girls are hindered by their ability to form meaningful female friendships with each other. The girls choose to band together under a pretence that they all value the same things; however, they are only there to advance themselves. However, Upton makes clear that they all long for a sense of affection within their lives. Lauren is infatuated with the idea of a child to give her a sense of purpose and belonging, whereas Hayley seeks affection from the policeman Daniel who seems unable to reciprocate this affection.

Whilst the idea of a drama being centred around women was not new to the stage and had been made a more regular occurrence by feminist theatre groups in the seventies and eighties, bonds between women (such as in the form of a mother/daughter dichotomy or friendships) had previously been used to reflect a healing process and were shown as important in order to heal fractures in society created by patriarchy. Female communities were presented onstage to be far more desirable than heterosexual relationships which perpetrated a cycle of inequality. Women coming together as a community was central to the efforts of the second wave, but Upton shows how that collectivism can be tainted by individualistic concerns being promoted. The relationships between the girls and their families is a central concern to the situations that the girls find themselves in. Upton presents a defective relationship between the mothers and their daughters. In stark contrast to the mother and daughter dramas of the nineteen-eighties, the mothers of these girls remain almost completely absent with the exception of a few references to Hayley’s mother. Hayley’s mother holds her accountable for nothing: she doesn’t seem concerned about Hayley’s arrest for vandalism, is not concerned at what time Hayley comes home. The mother does not seem to be around to enforce boundaries for Hayley as a susceptible teenager. It is clear the two do not communicate: there is no respect or interest in each other. Nor does anyone seem interested in the girls being educated; the girls never voice this as being a possible avenue to change their situations. The idea is similar to the cyclical effect that we see in Essex Girls (1995) as each generation faces the same issues as before: failed by the system which they are part of. 

In the play, violence is not only outwardly projected on to others, as it manifests itself as Hayley’s self-harm as she takes a blade to her arms. Hayley is quick to cover this up when Anna enters but although brief it is an important moment within the play. Just like Bali provides a form of escapism so does inflicting violence on herself for Hayley. Hayley through acts of violence on herself and others is able to find a catharsis of release. Paradoxically this is something we consider sea-side resorts to be: a break. Within her book Feminist Views on the English Stage, Aston notes that: “[t]he representation of violence among young women does […] signal a culture of resistance born of the increasingly violent ʻrubʼ between aspirations and social realities. Violence erupts precisely because these girls are not (as the girl-power myth suggests) getting what they want” (Aston, 2004, P75). Whilst the violence that the girls inflict showcases their ‘toughness quality’ it appears to be the only outlet that offers them a break from their otherwise bleak lives. Unlike the Pritchard’s girls they do not attend to school. Education does not appear to be an option for them to change their lives. 

The cinematic structure of Ashes and Sand (1994) allows us to gain insight into Daniel as a person, as scenes fade into each other. It’s episodic but they are all intrinsically linked unlike Brechtian episodes often used by feminist theatre pieces. Instead, we are offered brief snippets of scenes where we see “flashes of insight rather than analysis of motive, glimpse of relationships rather than an exploration of feelings, rather than a sustained argument” as Sierz argues. (Sierz, 218) Much like Essex Girls (1995), Ashes and Sand (1994) was seen to lack innovation in comparison to other playwrights; Pritchard and Upton chose the form of social realism. However, this is arguably an intelligent choice on both playwrights’ parts. Used as a form to draw attention towards socio-political conditions of the working-class it is a form that has been used to critique the structures that influence these conditions. The staging in the first performance utilised mirrors on set which aided in the episodic structure of the play. Upton’s episodic scenes between the girls and police officers are shown quite literally to reflect each other. Upton employs Brechtian techniques by bringing the violence even closer to the audience by allowing them to see it from all angles. This detracts from the realist content she portrays on stage; she chooses to leave behind conventional forms of drama in order to show the extremity of the situation. 

While the focus of the play is on the girl gang, Daniel the policeman plays an important role in the play’s gender relations. Daniel like Hayley has ideas of escaping far away, as we learn that he wants to transfer to Gibraltar. We learn more about Daniel in short episodic scenes interspersed through scenes of the girls. In scene two, we watch a conversation between Daniel and a doctor. We learn that on three separate occasions throughout his career Daniel has been stabbed by three separate women. When Daniel tells the story, he tells it matter-of-factly not missing a detail. Daniel is the only male within the play that the girls show any sexual, not explicitly violent, interest in. Daniel becomes an object of the girls’ flirtations and fantasies throughout the play. Hayley is particularly enamoured with the idea of her and Daniel together. When Daniel is caught stealing from a shop that the girls work at they desperately discuss how to alleviate him from any sort of blame, even if doing so is at the expense of their jobs. Throughout the play Daniel struggles with his identity. In Act One Scene 2, we see Daniel take out a box of makeup that has been hidden under his bed and put lipstick on. He has no interest in sex and fails to fit into the hegemony that the police force expects of him. It is made clear throughout that Daniel has a shoe fetish. The object of the four girls’ lust, Daniel is incapable of returning the sexual energy they exude never partaking in much more than flirting. Instead, Daniel fixates on objects of femininity such as the shoes he has stolen and hidden within his cupboard. Struggling with his identity, Daniel emulates the ‘masculinity in crisis’ as he is characterised by insecurities and an emotional vulnerability. He is emasculated by the ‘toughness’ of girls who reflect the masculine behaviour that he cannot. We see two parts to Daniel’s identity that have a polarity to each other: being a police office and then when off duty we are shown shoe fetishism. His badge demands that he enforce the norms of society, however he is proven to be unable to set boundaries with the four girls. This idea of an identity crisis is a way to understand Daniel’s inability to engage in sexual commitment. Unable to commit to any physical contact with anyone, he surrounds himself in sexual symbols. It is this inability to demonstrate his masculinity that in turn makes him the last victim within the play. The final act of ritualistic violence that the girls commit in the play is on Daniel the police officer who has been an object of their desires throughout. Throughout Daniel has discussed how he plans to leave for Gibraltar; when Hayley tells the girls he plans to fly out the next day, the girls believe he has betrayed them because will not act as their alibi when they have for him in the past. In the penultimate scene of the play the girls embark on their one last act of violence. They are never aware that Daniel does indeed provide them with an alibi stating that all the girls were at his house, when the man was attacked down on the pier. Breaking into Daniel’s house, they use Daniel’s makeup to paint themselves: they choose a dramatic look as they paint on “dark eye sockets” and “scarlet lashes for lips” (Upton, 2002, P63) The attack bears a strong resemblance to rape as they straddle him and pin him down at knife point. Taking out his makeup they proceed to smear it all over Daniel. Exacting their revenge is supposed to be a form of empowerment to the girls, as they demonstrate qualities of ‘toughness’ and are able to take down Daniel a police officer. As Kritzer notes: 

A kind of gender consciousness has impelled the girls to band together to enhance their power and turn the tables on male predators. They accomplish this, however, only by using their apparent powerlessness as a trap. (Kritzer, 2014, P54). 

The last scene within the play cuts to Daniel, Glyn and the doctor in one room. Whilst the audience are under no illusion that a ritualistic rape has taken place, the doctor denies the possibility of this. Upton here seems to directly attack critical thinkers like Katie Rophie whose writings in the late nineteen-eighties encouraged victim blaming. In books such as The Morning After (1994) Roiphe put forward ideas such as that when a woman was too intoxicated it did not necessarily mean she could not consent. She questioned why it was always the fault of the man. Upton subverts the normal gender roles her audience would be accustomed to seeing in the everyday press. Daniel does not speak in the last scene, nor is he even really given a chance to: 

Doctor: It might not be… er, quite as it seems… this….this ….might be something he initiated
Glyn: He was attacked! My friend was attacked, what are you trying to say that he was asking for it? That he is some way responsible? Christ! You’re disgusting, you’re just… (Upton, 1994, P65) 
Daniel’s unwillingness to give the girls the sexual contact they desire has led to this being taken from him by force. Daniel is unable to fulfil his role as a police officer offer due to the sexual fetishes he harbours and his inability to set boundaries with the four girls. His dreams to escape his life are symptomatic of his dreams to escape what society offers him. 

Upton’s girls show us the self-sufficient rhetoric that Thatcher’s Britain encouraged. Kritzer comments on Upton’s play that she: “shocks the audience by showing this extreme social dysfunction without indicating any resolution” (Kritzer, 2008, P55). This implies that the audience are unable to escape their realities; the audience are made to feel that loss of feminist politics that would aid these girls in changing their lives. The play does not explicitly support feminism, but it does condemn a world without it. It subtly demonstrates to the audience through its dialogue that there is something missing for these young girls. No one is interested in helping them: school, family, the police. Nor do they really want to help each other. Brought up in a ‘survival of the fittest’ world, the girls’ world seems hopeless and there is no way for them to transcend their position within society. As discussed, there was frustrations around the plays of the nineteen-nineties for not offering us a resolution to the issues they present. Instead, the audiences are shocked into understanding that the violence shown is a direct result of the social, political and cultural factors that influence the lives of the characters within the play. 




Chapter IV

Sarah Kane: Blasting the Gender Binary

Blasted (1995) was Sarah Kane’s first play, premiering at The Royal Court Theatre Upstairs in 1995. It was the first of four of her plays that would debut at The Royal Court and although it played to a small audience of sixty-six seats, it gripped the national headlines following its debut. Using the media as an influential marketing tool, the seats on the opening night were filled by critics who were mostly united in their hostility to the play and the playwright. Famously branded “a disgusting feast of filth” by Jack Tinker, initial criticism of the play was unable to see past the acts of physical and sexual violence that are included (Tinker, 1995). Critics were unimpressed by Kane’s deviation away from a traditional structure and failed to grasp any moral purpose or meaning from Blasted (1995). 

As outlined in Chapter 1 Kane’s plays were swept up into more theatrical based academia following the popularity of ‘In-Yer-Face Theatre’ and as such much of the initial academic writing was not concerned with gendered portrayals onstage. The ‘shock’ factor that the play instilled in audiences and the violence portrayed that took precedence in the discourse around Blasted (1995) and her subsequent plays after it meant that that some years would pass before concerns around gender would be discussed, most notably in the wake of Kane’s suicide in 1999. As discussed in the first chapter, Kane was often categorised with male playwrights such as Mark Ravenhill. The initial criticism of Kane’s play certainly did not want to appear to be endorsing Kane as a women writer. 

Despite the initial backlash it received, Kane’s work went on to play an important part in the discourse of theatre during the nineteen-nineties and has found itself on many A-level syllabuses throughout England. It is indeed rare to read criticism and theory of theatre during this decade that does not mention Kane’s work. The complicated fabrics of Kane’s plays have given us various frameworks which we can apply to her work. Works produced in the earlier years of the twenty-first century saw the analysis focus more on the gender dynamics present within Kane’s plays. Discussing the gender politics within the play in Love me or Kill Me: Sarah Kane and the Theatre of Extremes (2004), Graham Saunders discusses his thoughts on protagonist Ian as a ‘diseased male identity’ (Saunders, 2004, P37). Jill Dolan who has been an avid feminist theatre critic discusses the play in her online blog The Feminist Spectator (2021). Paying particular attention to Cate she has discussed her from a feminist perspective in order to reclaim her role as something other than an object of Ian’s abuse. 

Inspired by the war in Bosnia that was ongoing during Kane's writing process, Blasted (1995) introduces us to the domesticated relationship between middle-aged Ian and the younger woman Cate. Set within an opulent hotel in Leeds, the opening of the play is similar in form to a chamber piece centred on relationships. This was a form popularised within the early twentieth century and which the typical British theatregoer was accustomed to (Greig, 2001, P1). In the first half of the play Kane explores the gendered relationship between the two exposing a relationship that has been formed through physical and psychological abuse and female subjection. However, the play quite drastically changes within the second half as the characters find themselves transposed to a war zone. A bomb detonating shatters the illusions and safety of the hotel room as it becomes clear that the ongoing abuse between Ian and Cate is a microcosm and intrinsically interlinked to the violence on an international level. The play itself has many complex layers apparent through form and structure and demonstrated to the audience via semiotics both visual and verbal. The relationship between Ian and Cate and then Ian and the Soldier (the only three characters that speak within the play) tell us about gendered relationships onstage and the ways in which gender is performed. 

This chapter of the thesis will comment upon the concepts of gender that Kane explores within Blasted (1995) and why it is necessarily a feminist text, that has been misunderstood by its original audience. Utilising the works of feminist writers such as Hélène Cixous, Judith Butler and Luce Irigaray, this chapter will advance the idea that Ian and Cate both perform several different gendered roles in order to form an understanding of the relationship between the domesticated role of gender and gendered institutions such as the military. The characters will be analysed individually to argue that they are both performing their roles. 

Influential on the third wave of feminism, Judith Butler, an American philosopher, produced several works during the nineteen-nineties and early noughties which lend themselves to understanding feminism within Kane’s work. Publishing her famous work, Gender Trouble: Feminism and the Subversion of Identity (1990), Butler challenged conventional notions of gender and developed her theory of gender performativity. Within the text Butler abandons central assumptions of previous feminist theory, critiquing the basis of gender identity. 
 
Butler builds upon the research of feminist writer Simone de Beauvoir in her book The Second Sex (1973), in which Beauvoir initially put forward gender as something that is acquired through identity. Like Beauvoir, Butler sees it as a cultural construction in which she distinguishes the differences between sex and gender. She sees sex as “a biological facticity, and gender, as the cultural interpretation or signification of that facticity” (Butler, 1988, P519). Butler understands gender as a product of culture and not a product of sex therefore allowing the term gender a fluidity. Over time society has been conditioned to perceive gender in specific ways and therefore the terms male and female carry certain expectations and connotations. The terms male and female form part of a patriarchal language which is used to oppress those who do not identify with these terms which in turn perpetrates a heterosexual matrix. The heterosexual matrix is a term derived from Butler’s theories in which she uses the term that allude to an invisible norm which appears to be free from societal construction and is presented as “natural”. It is what society perceives to be the norm and what others who do not fit into the category must revolve around. It is this norm that situates culture as being a white heterosexual until otherwise proven and is a way to disregard other viewpoints, alienating groups of people who feel differently about their gender and sexuality. Butler goes on to explain that subversion is possible for non-conformists because gender “is the repeated stylization of the body, a set of repeated acts within a highly rigid regulatory frame that congeal over time to produce the appearance of a natural sort of being” (Butler, 1990, P33). Gender is not internalisation but rather a process of repeated acts and gestures that are influenced by culture. It is only through our ability to subvert the heterosexual matrix that we can begin to break down gender norms. Arguably we can see the opening act of Blasted (1995) as helping to set up a challenge to the heterosexual matrix through the use of subversion. Whilst critics are quick to focus upon the violent and sexual acts of the play I will first break down the opening scene by arguing that Kane does, indeed, demonstrate normative gender identities and subverts them throughout the play to offer a political commentary on gender relations. 

[bookmark: _Hlk74323596]It is useful to view Blasted (1995) within Butler’s feminist framework because it allows for the understanding that both Ian and Cate’s roles throughout the play serve to interrogate the gender binary. The reading of Blasted (1995) within this chapter argues that Ian, Cate and the Soldier are carefully used within the performance to interrogate gender roles and the dominant structures that the binary enforces. Kane uses the binary to interrogate issues of rape both domestically and internationally. 

Kane is very much concerned with the differing masculinities that Ian and the Soldier both undertake and represent. Kane uses both Ian and the Soldier to comment upon hegemonic masculinity. Ian attempts to live out the ideals of hegemonic masculinity; however, the climax of the play sees him meet the Soldier. The meeting with the Soldier ends with him raping Ian, as we see Ian transition from the dominant male within the scene to his emasculation as he is confronted by someone who has lived out toxic masculinity to its most extreme conclusions. Ian believes throughout that killing, sexual dominance and the power that comes with this is glamorous and this is what is behind his performance with Cate. 

From the onset of the play Ian is demonstrated as encompassing the ideal of hegemonic masculinity. Hegemonic masculinity can be defined as:

the configuration of gender practice which embodies the currently accepted answer to the problem of the legitimacy of patriarchy, which guarantees (or is taken to guarantee) the dominant position of men and the subordination of women (Connell, 1995, P77). 

Kane extracts well known traits that have become associated with hegemonic masculinity and Ian demonstrates these consistently throughout the play including misogyny, racism, and homophobia. Ian shows these traits from the onset of the play with repulsive language. Repeatedly the audience are subjected to racist language from Ian. Referring to anyone that is not white as ‘wogs’ and the consistent reminders that he is British, become a defence for Ian: “English and Welsh is the same. British. I’m not an import” (Kane, 1995, P41). Graham Saunders notes the sense by which Ian came to understand his national identity which fuels his hatred and racism. Saunders states that his “sense of national identity is based almost entirely on a sense of racism.” (Saunders 2002, P52). Throughout Ian continually reaffirms his British identity. His identity does not extend from pride in being British but rather that he is not from elsewhere. Ian uses his British identity to defend himself; he is consistently trying to remind us he is the norm. Throughout Ian attempts to demonstrate his masculinity through his sense of nationalism, using extreme views to shock the audience. Throughout the play Ian alludes to other roles that he plays within his life. Ian creates idealistic scenarios for himself in which he is a deadly secret agent working on behalf of his country. These lifestyles that Ian creates are shown to be untruthful; he is a journalist not a secret agent. By creating this he feels a sense of bravado in pretending that he has served his country in what he deems to be an important role. 

Ian attacks everyone else in society, portraying an inflated sense of superiority over others due to his ability to conform to the norm, and sees himself above many other sectors of society. He belittles Cate by commenting on her lack of feminine charm by using the term ‘lesbos’ with connotations of something unattractive. Then he talks of his family life; he only mentions his ex-wife Stella with contempt. He claims that he loved Stella until she “fucked off with a dyke”, resenting her homosexual orientation and it is of course implied through his word choice that Ian sees this, rather than himself, as the cause of the end of their marriage (P19). This is an anxiety he has projected onto Cate as he accuses her of looking like a lesbian through her dress sense. A brief mention of his son “I’ll send him an invite for the funeral” (P18) implies an absence of a relationship with his son and it seems that Ian has resigned himself to the notion that a lack of communication with the mother means that Ian cannot have a relationship with his son. Multiple aspects of Ian’s life lead him further into a nihilistic outlook on life. Denying the existence of God and dying of lung cancer, Ian sees little significance within his own life; when pressed by Cate to consider a transplant he simply shrugs it off as something for young people. Ian’s intolerance to others is made clear and his nihilism is reminiscent of other disempowered males in popular culture during the decade. However, Ian’s discontent for all things outwardly seems to reflect his own corruption, as Ian seems haunted by the anxieties of a white male.

Within the piece the gun acts as a physical anchor for Ian’s masculinity. The gun has long been a phallic symbol and “at both symbolic and practical levels, the defence of gun ownership is a defence of hegemonic masculinity”. (Connell, 2010, P212). The gun that Ian clings to throughout the play is a physical reminder to the audience of the hegemony that he so desperately attempts to evoke as he reaches for it every time: he feels vulnerable and uses it to exert his sexual dominance over Cate. The gun acts as an anchor for Ian’s masculinity and Jill Dolan discusses this in a review of Blasted (1994). Dolan states the gun “in some ways, it is his masculinity, since before long, it’s clear that his maleness needs propping up with external help” (Dolan, 2008). The revolver is revealed to the audience within the first few moments of the play as he frequently checks it to make sure that it is loaded and on his person. The gun is used to persuade the audience that Ian is someone with special authority and initially protects his alias of being a secret agent. The gun does put Ian in the dominant position within the first scene and is present at key moments in his interactions with Cate. Jill Dolan discusses Blasted (1995) on her website The Feminist Spectator (2008) believing that the gun serves as a powerful semiotic to demonstrate the dynamics of dominance onstage, stating: “The proximity of sex and violence in Blasted (1995) is underlined in this production by the revolver’s omnipresence. The prop marks how the characters trade power back and forth (as well as representing one of the most potent semiotic signs in the history of theatre)” (Dolan, 2008). At each moment in the play when Ian goes to sexually abuse Cate the gun is present and used within that moment. In the first exchange between Ian and Cate when he is asking her to perform sexual acts and she refuses by ‘giggling’, Ian is suitably embarrassed: 

	Ian attempts to dress but fumbles with embarrassment. 
	He gathers his clothes and goes into the bathroom where he dresses.
	Cate eats and giggles over the sandwiches.
	Ian returns fully dressed.
He picks up his gun, unloads it and reloads it. (Kane, 1995, P8)

Here Ian’s action of getting the gun out and reloading it (after he just loaded it several moments before) puts him back to where he feels in control; it is a display of his masculinity. In response Ian unleashes a verbal tirade on Cate, pointing out her reliance on benefits and her mother as he believes she is too “thick” to secure any form of employment. (Kane, 2003, P8). Every time Ian take the gun out it enables his abusive behaviour and when the gun goes away, we see Ian’s other ‘roles’ appear. Ian utilises the gun as a licence for his controlling manipulative behaviour towards Cate and when the gun is not present Ian loses his dominance. For example he is the 
older man who expresses love as concern: he condones his abusive behaviour by telling Cate that he only does it out of love. He continually tells her he loves her as he attempts to coerce Cate into performing sexual acts for him something that he sees himself entitled to. It is significant that when he rapes Cate his gun is the one thing that allows him to finally enact the rape that he has been attempting since the onset of the play. Putting the gun against her head Ian performing the heinous act is the ultimate display of his dominance. As Butler states: “Such acts, gestures, enactments,…are performative in the sense that the essence or identity that they otherwise purport to express are fabrications manufactured and sustained through corporeal signs and other discursive means” (Butler, 1994, 136). Items such as the gun act as a signifier for the audience in order to reiterate Kane’s commentary about who the power belongs to in the scene. The guns also acts as a signifier of Ian’s attempt to demonstrate what R.W. Connell defines as true masculinity. In Masculinities (2008) Connell discusses true masculinity as something that was thought to be natural: 

True masculinity is almost always thought to proceed from men’s bodies- to be inherent in a male body or to express something about a male body. Either the body drives and directs action (e.g., man are naturally more aggressive than women; rape results from uncontrollable lust or innate urge to violence) or the body sets limits to action (e.g., men do not naturally look after infants, homosexuality is unnatural and therefore confined to the perverse minority). (Connell, R.W, 1994, P45) 

This notion that the idea of ‘true masculinity’ stems from the body is rejected by Cate as she laughs at Ian’s masculine body. This reiterates why Ian needs the gun to prop up his masculinity. Crucially it also allows for us to recognise that Ian is not inherently these qualities he has taken on. It offers the possibility of change if he can symbolically put down the gun. Ian’s gun stops being dominant only when a rifle enters the scene, trumping the hand weapon with its sheer force. When he meets the Solider; he sees the form of the hegemonic masculinity that he so desperately is intent upon evoking, in its rawest form. The claims that Ian has made to be a killer quickly evaporate the moment a real soldier shows up who has lived out hegemonic masculinity to its most extreme conclusions. The solider can demonstrate to Ian where these ideas of power from sexual dominance and killing lead. Ian can hardly bring himself to listen to the real true horrors that the Soldier has enacted as he begs him to stop telling him. Whilst Ian denies any connection between his rape of Cate and the rape committed against him, the solider enlightens him: “You’re close to them. A gun to the head.” (Kane, 1995, P46). The Soldier draws the connection between rapes, showing that you cannot condone one over the other. By connecting the two rapes we can understand that: “The logical conclusion of the attitude that produces an isolated rape in England is the rape camps in Bosnia and the logical conclusion to the way society expects men to behave is war” (Fordyce, E, 2010). The Soldier and Ian both harbour the same attitude; however the Soldier lives this to the extreme. The homosexual rape scene where Ian is raped by the Soldier is a contentious area and for academics it can signify different things. Dublack argues that the Soldier is the one who escapes the heterosexual matrix by performing the rape because he avoids all definition of the masculine in order to commit the rape: “thereby bring[ing] forth the falsity of a natural gender role” (Dublack, 2008, P27). However, there is room to argue that the solider doesn’t see this as an act of homosexuality and therefore does not transcend the heterosexual matrix. Within the scene the Soldier is also performing a role: he imagines he is having sex with his late lover not Ian. 

The gun is not the only symbol that Kane uses to reflect something within the play. Kane places a great deal of description within the stage directions and everything that is placed onstage is representative of the central themes within the play. Referencing the opening scene, Kane’s specific mise-en-scène includes: a large double bed, a mini bar, champagne on ice, a telephone and a large bouquet of flowers (Kane, 2001, P3). During the transition from the first to second scene in which the bomb detonates the flowers hold significant meaning. The flowers are symbolic of Cate’s virginity and when the bomb explodes it is a symbolic reference to the archaic term ‘deflowering’. The mini bar within the scene acts as an external aid for Ian’s alcoholism; he suffers from chronic issues which are directly related to his alcoholism. He has already had one lung removed but continues to drink throughout the first scene and the mini bar stocked full of alcohol is a constant reminder of this. 

 Within the Article ‘Masculinity in Crisis: A Gender Study of Blasted by Sarah Kane’ Chen Wei further explores the significance of Ian’s diseases. Wei argues that the ideologies that Ian portrays are toxic even to himself: 
 
On the one hand, tortured by the terminal lung cancer, he is an anxious middle-aged man with narrow sense of nationhood and atheistic attitude toward religion. On the other hand, Ian is also a vulnerably rootless soul that he could not get any consolation from his family or any sense of security from his job. The outward corruption of his body, together with his inward corruption of his moral, push Ian’s life into a “stink” status…In short, Ian in Blasted is a dying man in crisis who lives a life with little significance and little self-recognition (Wei, 2017, P9). 

Throughout the first act whilst Ian is reiterating his intolerable views, he frequently mentions that he stinks. He continues to reiterate that he needs a bath and continues to drink Gin with careless regard to the fact he suffers from lung cancer. In a similar vein to Wei, I would argue that Ian is slowly dying from his displays of toxic masculinity. Much like the gun is a physical anchor of his masculinity, the disease and stench that come from Ian are a physical manifestation of the views that he takes on. Kane warns us that contemporary masculinities are corruptive as they fester within individuals and contribute towards large scale oppression.
American psychiatrist Frank Pittman whilst he blames women for toxic masculinity notes “men live seven years less than women, suffer higher rates of suicide, homicide, lung cancer, cirrhosis of the liver, and other illnesses, which is all true.” (Gilchrist, 2017). 

Establishing that Ian performs the role of hegemonic masculinity is important in relation to the study of Cate. Cate is presented to the audience as according to Jill Dolan: “She appears somehow disabled both mentally and physically; her vocabulary is simple, her speech halting, and she suffers what could be epileptic fits that send her into trembling paroxysms from which she passes out cold”.(Dolan, 2008) Critically, we can view Cate’s neuroses as a form of feminist resistance. 

 One of the most influential essays on feminist theory is Helene Cixious ‘The Laugh of the Medusa’ (1975). Cixous was a post-structuralist feminist and was concerned with "how gender power relations are constituted, reproduced, and contested" (Weedon, 1987, p. vii). Using post-structuralist concepts of language, subjectivity and social organisations she insists that women need to write themselves into history. Her most widely known theory is écriture feminine in which she privileges non-linear, cyclical writing, seeing prose as a discourse that regulates the phallocentric system. Cixous asserts that language is not a neutral medium but serves to function as a tool of patriarchal expression. Cixous advocates that hysteria is a form of feminist resistance against the rationality of the patriarchal order. Within the essay, Cixous states that “the unconscious, the other limitless country, is the place where the repressed manage to survive” (Cixous, H, 1976, P880). Within the play we can see Cate as performing the hysteria which Cixous discusses. In the scenes in which Ian attempts to seduce Cate by showing her his naked body and demanding that she puts her mouth on him, Cate literally laughs in the face of the masculine body. 
Ian: Looks down at his clothes.
 	Then gets up, takes them all off and stands in front of her, naked.
Put your mouth on me. 
Cate: Stares. Then bursts out laughing. (Kane, 1994 P7) 

Confronted with the male body that should represent Ian’s dominance, Cate laughing at him underlines her resistance. It is moments later that she erupts into a fit in which she transfers to the unconscious mind, somewhere she is safe from Ian’s abuse. Cate’s position in the first half of the play seems to evoke the idea of Cixous’s hysteria. By transposing herself to a place of unconsciousness, she emasculates Ian as the place of unconsciousness is incomprehensible to the clear-cut masculine worldview and lies beyond and outside the framework of patriarchal language. In this respect, the hysteria and laughter coming from Cate as she awakens from her fit are important as they become a repeated act that she uses. 

On the one hand, Cate’s fit renders her helpless and passive. But this does not mean that she is entirely under Ian’s power, because, on the other hand, she has passed into a state entirely beyond his understanding, a state before which he, too, is in a sense helpless. That Ian uses this opportunity to violate Cate in no way undermines the point that her physiological reaction to Ian is to remove herself from his presence into an inviolable unconsciousness which he cannot penetrate. In Cixous’s terms, Cate’s is a bodily response to Ian’s violence, and when she emerges from it, she laughs in his face. Similarly, Cate’s stutter might recall the way in which Gilles Deleuze famously argued that certain kinds of creative writing can make language itself stutter, splitting apart the dominant modes of signification in a way that “minorizes” received language and empowers the writer – an argument similar in form to the claims made for écriture feminine (Williams, 2013 P49). That is, Cate’s stammer is a bodily process against Ian’s masculine discourse. Looked at this way, Cate’s fits and her stammer, though both ostensibly disabilities, can equally be seen as, in a sense, empowering, or at least as strategies of feminist resistance. 
This would then connect Cate with ideas of second wave feminism and not the ideas of Butler as argued with Ian. Kane had employed very specific gender roles for Ian in which he had lived out a deluded fantasy that likened himself to characters such as James Bond. Ian believes that there is a glamour to a life of risk and violence, that it is patriotic and that it entitles him to be misogynistic. He perversely assumes this leads him to be attractive to women. Reminding ourselves that gender is cultural construction: “the repeated stylization of the body, a set of repeated acts within a highly rigid regulatory frame that congeal over time to produce the appearance of substance, of a natural sort of being” (Butler, 33) it is arguable that Cate uses the roles of gender in order to protect herself against Ian’s abuse and to survive during the wartime. 

When we are first introduced to Cate, she is presented to the audience in an innocent, naïve manner. She is seen as little more than a child; she sucks her thumb and her vocabulary and sentence structure seem to belong to someone younger than her years. Her entrance is innocent in nature as she awed by the bedroom’s décor. Entering the hotel room, Cate’s actions depict her in a childlike manner as she ‘stops amazed at the classiness of the room” (Kane, 1995, P1). Contrary to the previous depiction of Cate, after Cate has been raped, she chooses to take on another role. This episode demonstrates Cate as someone who is sexually aware, experienced as a seductress:

Ian Done the jobs they asked. Because I loved this land. 
Cate (Sucks his nipples.) 
Ian Stood at stations, listened to conversations and given the nod. 
Cate (Undoes his trousers.) 
Ian Driving jobs. Picking people up, disposing of bodies, the lot. 
Cate (Begins to perform oral sex on Ian.) 
… On the word ‘killer' he comes. As soon as Cate hears the word, she bites his penis as hard as she can. Ian’s cry of pleasure turns into screams of pain. He tries to pull away, but Cate holds on with her teeth. He hits her and she lets go. (Kane, 1995, P31) 

 If we choose to view Cate within Butler’s framework a possibility exists that Cate chooses to perform the role of the seductress here and that from the outset of the interaction, she fully intends to bite his penis in revenge for raping her. If we consider this scene as a performed gender role of ‘the seductress’ then we can view Cate’s innocent child like behaviour as a gender role also. Cate makes it quite clear she is not interested in a sexual relationship with Ian and the role of the naïve girl becomes a defence mechanism, hoping that Ian would be less sexually attracted to an immature girl rather than the sexually experienced woman she reveals herself to be here.

Certainly, traditional feminist readings of Cate would argue that she finds strength within the concluding scene. In the final scene after Ian has been raped by the solider and is now blind Cate returns with blood on her dress and food. Dublack argues: 

Cate is now freed from the confines of the patriarchal binary and has taken on the identity of a survivor. She will not let Ian give up because they have endured the breaking down of gender norms and must find new ways to define themselves. The end of the play is full of fragmented images of Ian’s despair, but Cate returns to him with food. Cate has the ability to find new repeated acts to replace the ones forced upon her by normative gender roles (Dublack, 2008 P27) 

There certainly are several feminists works that would endorse Dublack’s view. On her website renowned feminist critic Jill Dolan also describes Cate as finding true strength. However, it is arguable that in the final scene Cate continues to perform normative gender roles which, much like the gender roles she performs within the first act of the play, are a defence in order to survive. Moments before Ian had been raped, Cate had escaped from the hotel room out of the bathroom window into a warzone. On her arrival back she has appeared with someone else’s child. During this time Cate has found food to provide for her and Ian taking on the role of the caretaker. When Cate becomes caretaker to the child she admits “a woman gave me her baby” (Kane, 1995, P51). Cate has quite clearly agreed to take care of the child and admittedly has no idea what to do with it. My suggestion is that Cate has accepted the child because she feels she has to. She has no knowledge of how to look after a child and quite quickly the child dies. When she goes to find food, she returns with blood on her dress symbolic of the fact she has most likely had to sell her body in exchange for the food. Whilst it is arguable that Cate has chosen to sell her body through her own autonomy, I would argue that Cate is still performing gender roles that through wartime that may be vital for a woman to survive. To see Cate’s final role as the ‘caretaker’ for Ian would not be such a radical message and would suggest that it is up to a woman to pick up the pieces of toxic masculinity and offer resolution. In light of the context of the plays made within the nineteen-nineties, this section argues that Cate performs gender roles until the very end and is still unable to transcend the heterosexual matrix. Cate is no safer in the hotel room that she is outside with the ongoing war. Even if she escapes Ian she is at risk of rape from the army that have invaded England.


The gender framework with which Kane structures her play is complex; ranging from the domesticated to international levels. Kane’s initial critics had never seen anything like this before; therefore: “It is then not difficult to comprehend why Blasted caused such a scandal in 1995 for it exposed national insecurity, ambivalence, violence, and corporeality within Britain in an aggressive manner.” (Guerrero, P, 2019, P9). Blasted (1995) attacks institutionalised forms of gender which the average and man are encouraged to emulate. The role that gender plays within Kane’s play is a small fragment of the issues and ideas that the play discusses. Both Ian and Cate perform their roles to survive the confines of their relationship and then to survive the war-torn universe that they find themselves in. 





Conclusion
Feminist Theatre: A New Era?

Through undertaking studies of playwrights during this decade it has become clear that there was an underlying desire to no longer present obviously politically orientated theatre. The plays hold a complexity that asks the audience members to come to their own resolutions to the issues that they present. Prior to the new writing that the decade brought theatre had been cemented in theatre styles such as Brechtian or realism and they were styles that offered resolution to the issues that they presented. The playwrights of the nineties were united in their dislike for these narratives and as a result their theatre was more experimental. This thesis argues that the 1994/95 season at The Royal Court was a historical point of change in the treatment of feminism during the nineteen-nineties onstage. 

The first chapter of the thesis outlined the various reasons why feminism seemed to disappear from the British stage. Despite the restraints that the playwrights endured, the three plays from this season share a common theme where they demonstrate the harsh reality of a world where feminism as a united movement is no longer functioning. Debuting her first play, Pritchard’s attempts to subvert the form of social realism allowed her to explore issues affecting working-class girls during the decade. Later within her career she would strengthen these ideas and come back with Yard Girl (1998). Secondly, is Upton, who shows significantly more violence, offering the broken dreams of an aggressive individualism born from consumerism. Upton’s girl gang lose themselves within a system that offers them little in return. Pritchard’s and Upton’s plays share more thematic links than they do with Kane’s play; as they dramatised the real issues that Thatcher’s Britain caused for the youth. Both playwrights offer social critiques of the world in which young working-class women live; discussing comparable issues. Upton chooses to demonstrate more violent behaviour from her characters than Pritchard does. Finally, is Kane who when we view her characters from a gendered perspective utilising feminist works, we begin to better understand the political agendas presented within her plays. She uses gender roles to comment on how a rape in England is connected by the same dominant performances of gender to rape being used as a war crime. All three playwrights in differing ways are concerned with critiquing the structure of gender that permeates through some of the most important institutions within society: the education system, the military, and the government. 

The 1994/5 season of The Royal Court is critical when discussing feminist theatre because it so adequately reflects the contemporary society’s thoughts on feminism. The plays are an attempt to navigate a world where women are seemingly equal and yet the collective voice of women felt as though it had disappeared. It echoes the confusion of a generation as it struggled to muddle its way through a politically challenging time. The season at The Royal Court historically marks a move away from pushing an agenda of feminism onstage to reflect that feminism had left them, whilst Upton and Pritchard demonstrate why a materialist feminist agenda would be beneficial to continue to attack social structures that hinder women. Blasted (1995) utilises gender roles in order to assert that the same hegemony we allow to fester in our everyday lives, is the same hegemony that allows for rape to be used as a weapon of war. This thesis is a small portion in the discussion of feminist politics and unfortunately does not extend to other women playwrights during the time; but it does demonstrate that there was certainly feminist exploration on one British stage: The Royal Court Theatre Upstairs. 


As Aston argued each play presses upon the audience a need to mourn a world where feminism was perpetrated as no longer needed or equality achieved. Whilst the plays differ in form and structure, removing them from the male-dominated circles that they were initially added to, allows us to view these writers as a canon of women playwrights. It is within this canon of women playwrights that we see an emerging discourse that critiques dominant hegemony. Further research could benefit from exploring other fringe theatres at the time to create a larger picture of this idea that the 1994/95 season was point of great change. 

The plays are inherently political in the fact they offer us no resolution and are symptomatic of their time. Political uncertainty permeates the decade and the plays, and it would not have been logical to follow the political theatre set out before. Feminism struggled to define itself as a cohesive movement and the plays echo the rupture of feminism experienced. This thesis does not advocate that the feminist politics onstage during this time was a united movement that would be used to advance the position of women. More so that the playwrights unite in their knowledge and demonstration that feminist concerns were still an issue that permeated the infrastructure of society. By seeing the plays from a feminist perspective we are able to better understand the issues being explored on the stage at that time rather than simply focussing on the violence that made them hit the headlines in the first place. 

To echo the sentiments of Urban that we began with, the ink of the theatre of the nineties is beginning to dry. Now part of our theatrical history, the women of the nineties have been reclaimed and reconsidered through the feminist perspective that they initially deserved. 





Bibliography


Ablett, S. (2014). ‘Approaching Abjection in Sarah Kane’s Blasted’. Performance Research, 19(1), 63-71. doi:10.1080/13528165.2014.908085
Aragay, M. (2007). British Theatre of the 1990s: Interviews with Directors, Playwrights, Critics and Academics. Basingstoke: Palgrave Macmillan.
Aston, E. (2003). Feminist Views on the English Stage. Cambridge: Cambridge University Press.
Aston, E. (2010). ‘Feeling the Loss of Feminism: Sarah Kane’s "Blasted" and an Experiential Genealogy of Contemporary Women's Playwriting.’ Theatre Journal, 62(4), 575-591.
Aston, E., & Harris, G. (2013). A Good Night Out for the Girls: Popular Feminisms in Contemporary Theatre and Performance. Basingstoke, Hampshire: Palgrave Macmillan.
Baker, S. C., & Jencius, M. (2005). Frank Pittman, III, M.D.: Men, Marriage, and Affairs. The Family Journal, 13(3), 356–364. https://doi.org/10.1177/1066480705276346
Bakker, P. (1996). A Critical Analysis of the Plays of Sarah Daniels (PhD Thesis). Retrieved from https://core.ac.uk/download/pdf/9554313.pdf
Barba Guerrero, P., & Manzanas Calvo, A. M. (2019). ‘Trespassing Physical Boundaries: Transgression, Vulnerability and Resistance in Sarah Kane’s Blasted’ : Comparative Literature and Culture, 21(1) doi:10.7771/1481-4374.3377
Bracewell, M. (1999, November 28). ‘Farewell to the 90s’. The Independent. Retrieved from https://www.independent.co.uk/arts-entertainment/farewell-to-the-90s-1129088.html
Brady, A., & Schirato, T. (2011;2010;). Understanding Judith Butler. London; Los Angeles, Calif;: SAGE. doi:10.4135/9781446269183
Butler, J. (2014). Bodies That Matter: On the Discursive Limits of "Sex". Oxfordshire, England; New York, New York: Routledge.
Canning, C. (1995;1996). Feminist Theatres in the USA: Staging Women's Experience. Hoboken: Taylor and Francis. doi:10.4324/9780203991466
Carney, S. (2005). ‘The Tragedy of History in Sarah Kane’s Blasted’ Theatre Survey, 46(2), 275-296. doi:10.1017/S0040557405000165
Case, S. (1996). Split Britches: Lesbian Practice/Feminist Performance. London: Routledge
Case, S. (2008). Feminism and theatre. Basingstoke: Palgrave Macmillan.
Cen, W., & Ma, T. (2017). ‘Masculinity in Crisis: A Gender Study of Blasted by Sarah Kane’Studies in Literature and Language, 14, 7-10.
Cixous, H., & Sellers, S. (1994). The Hélène Cixous Reader. Routledge.
Connell, R. W. (1987). Gender and Power: Society, the Person and Sexual Politics. Cambridge: Polity.
Connell, R. W. (2008). Masculinities (2nd ed.). Cambridge: Polity.
Connell, R. W., & Messerschmidt, J. W. (2005). ‘Hegemonic Masculinity: Rethinking the Concept’. Gender & Society, 19(6), 829-859. doi:10.1177/0891243205278639
D'Monte, R., & Saunders, G. (2008). Cool Britannia? British Political Drama in the 1990s. Basingstoke, Hampshire: Palgrave Macmillan.
Dluback, R. L. (2008). Sarah Kane's Cruelty: Subversive Performance and Gender [Master of Arts Degree Dissertation, John Carroll University]. https://engagedscholarship.csuohio.edu/cgi/viewcontent.cgi?article=1493&context=etdarchive
Dolan, J. (2008). ‘Blasted’. The Feminist Spectator. http://feministspectator.princeton.edu/2008/12/12/blasted/
Dolan, J. (2013). The Feminist Spectator in Action: Feminist Criticism for the Stage and Screen. Basingstoke, Hampshire: Palgrave Macmillan.
Dolan, J. (2012). The Feminist Spectator (2nd ed.). Michigan Publishing.
Dupree, A & Primus, W (2001). ‘Declining Share of Children Lived With Single Mothers in the 1990s: Substantial Differences by Race and Income.’ https://www.cbpp.org/archives/6-15-01wel.htm
Edgar, D. (2013). ‘Playwriting studies: Twenty Years On’ Contemporary Theatre Review, 23(2), 99-106. doi:10.1080/10486801.2013.777056
Farfan, P., & Ferris, L. (2013). Contemporary women playwrights: Into the twenty-first century. Basingstoke, Hampshire: Palgrave Macmillan.
Gardiner, C. (1998). What Share of the Cake? The Employment of Women in the English Theatre (1994). In L. Goodman, & J. De Gay (Eds.) The Routledge Reader in Gender and Performance. (pp. 97-102). Oxon: Routledge.
Goodman, L. (1993). Contemporary Feminist Theatres: To Each Her Own. London; New York;: Routledge.
Goodman, L., & De Gay, J. (2005). Feminist Stages: Interviews with Women in Contemporary British Theatre. London: Routledge.
Grochala, S. (2017). The Contemporary Political Play. London: Bloomsbury Methuen Drama.
Harris, G. (1999). Staging femininities: Performance and performativity. Manchester; New York;: Manchester University Press.
Harris, G., & Aston, E. (2006). Feminist futures?: Theatre, performance, theory (1st 2006. ed.). London: Palgrave Macmillan UK. doi:10.1057/9780230554948
Innes, C. (1992). Modern British drama 1890-1990. Cambridge: Cambridge University Press.
Kane, S. (2001). Complete Plays. London: Bloomsbury Methuen Drama.
Kritzer, A. (2008). Political theatre in post-thatcher britain : New writing, 1995-2005. ProQuest Ebook Central https://ebookcentral.proquest.com
MacLeod, J. (2004). Resisting Roles: Women, Violence And Dramaturgy IN British Theatre During the Nineties [Master's Thesis, University of Glasgow]. http://theses.gla.ac.uk/71916/1/10395870.pdf
Marsh, S. (2020, December 5). 'Essex girl' Removed from Dictionary Following campaign. The Guardian. https://www.theguardian.com/uk-news/2020/dec/05/essex-girl-removed-from-dictionary-following-campaign
Martin, C. (Ed.). (1996). A Sourcebook on Feminist Theatre and Performance : On and Beyond the Stage. ProQuest Ebook Central https://ebookcentral.proquest.com
McCorry, S. (2017). 'this disgusting feast of filth': Meat eating, hospitality, and violence in Sarah Kane’s Blasted.’ Interdisciplinary Studies in Literature and Environment, 24(4), 753-766. doi:10.1093/isle/isx072
McHugh, N. A. (2007). Feminist philosophies A-Z. Edinburgh University Press. https://doi.org/10.3366/j.ctt1g0b3vf
Middeke, M., Schnierer, P. P., & Sierz, A. (2011). The Methuen drama guide to contemporary British playwrights. London: Methuen Drama.
Nicholson, L. J. (1997). The Second Wave: A Reader in Feminist Theory. New York: Routledge.
Paton, M. (2012, May 25). Sin and the Single Mother: The History of Lone Parenthood. The Independent. https://www.independent.co.uk/news/uk/this-britain/sin-and-single-mother-history-lone-parenthood-7782370.html
Saunders, G. (2002). Love me or Kill Me: Sarah Kane and the Theatre of Extremes. Manchester: Manchester University Press.
Saunders, J. (2018). From potency to impotency: Sarah Kane’s Play Blasted as a National Narrative. The Midwest Quarterly (Pittsburg), 59(2), 145-121.
Short, C. (2004, October 23). Clare Short: My day in 'The Sun' and other Page 3 stories. The Independent. Retrieved from https://www.independent.co.uk/news/uk/politics/clare-short-my-day-in-the-sun-and-other-page-3-stories-535382.html
Sierz, A. (2001). In-Yer-face Theatre: British Drama Today. London: Faber.
Sierz, A. (2002). Still in-yer-face? Towards a Critique and a Summation. New Theatre Quarterly, 18(1), 17-24. doi:10.1017/S0266464X0200012X
Sierz, A. (2012). Modern British Playwrighting: The 1990s. London: Methuen Drama.
Sierz, A. (2013). The Theatre of Martin Crimp (2nd ed.). London: Bloomsbury Methuen Drama.
Stephenson, H., & Langridge, N. (1997). Rage and reason: Women playwrights on playwriting. London: Methuen.
The Orlando Project. (2006). Sarah Daniels. Retrieved from http://orlando.cambridge.org/public/svPeople?subform=1&person_id=danis2
Tinker, J. (1995, January 19). ‘This Disgusting Piece of Filth.’ The Daily Mail.
Upton, J. (2002). Plays: 1. London: Methuen Drama.
Urban, K. (2004). ‘Towards a theory of cruel britannia: Coolness, cruelty, and the 'nineties.’ New Theatre Quarterly, 20(4), 354-372. https://doi.org/10.1017/S0266464X04000247
Vos, L. d., & Saunders, G. (2011). Sarah Kane in Context. Manchester: Manchester University Press.
Williams, J. (2013). Gilles Deleuze’s Difference and Repetition: A Critical Introduction and Guide (2nd ed.). Edinburgh University Press. https://edinburghuniversitypress.com/pub/media/resources/9780748668946_Gilles_Deleuze_Difference_and_Repetition_-_Introduction.pdf
Wyllie, A. (2009). Sex on Stage: Gender and Sexuality in Post-War British Theatre. Bristol: Intellect Books. 
Yarrow, A. (2018, June 13). ‘How the ’90s Tricked Women into Thinking They’d Gained Gender Equality.’ TIME. https://time.com/5310256/90s-gender-equality-progress/






21

image1.gif
M

University of
HUDDERSFIE1D




