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Abstract

This thesis examines plays writteg four playwrights in the context of Edwardian
suffragism between 1907 and 1914aimsto demonstrate that suffrage drama is
much more versatile in its subjects, representations of wamedramatic strategies
than previously thought. It argues thatfeade plays were not only an imitatiayf
Edwardian social drama with a political message. Instead, it suggests that suffrage
playwrights exploid a large variety of sources and strategies in the construction of
their female characteend plots To do s they appropriatétheatrical and dramatic
strategies of popular theatre genrestlud Edwardian age such as melodrama
musical conediestableaux wants history plays and farce§he method used in this
thesis is first to look at the play structusesd textual representationgfemininities
constucted in these plays. Second, the play is analysedigh its textphotographs
and illustratios produced about the productionin relation to the construction of
female characters. Third, representadilostrategies used in the stage performances
are examineavhenever there is available informatidfinally,t h e EUceesss 0
assessely interpreting thie critical and popular reception.

This thesis is divide into four chapters. These chapterslesgplays written
by four dramatists: Elizabeth Robins, Cicely Hamilton, Christopher St John and
George Bernal Shaw.| n exami ning and identifying
and representations of femininities, archival sources such as manuscrigtstipro
bills, leaflets, photographs, newspaper articles and reviews published during
Edwardian age have frequently been used as complementary and contextual
materials. Therincipal collections archival materials from which have bagsed in

this study are British Library Manuscripts and Ellen Terry Collection, Victatia



Albert Museum Theatre and Performance Collectiens d The Womenos

Collectionsin London.
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Introduction
I n a search for ant hol ogi es of womenos
century, it was rather unexpected to fi.
period have mostly been overlooked except in a few gesveh as fiction and
bi ographies. Despite the acknoand td ge ment
Victorian literary canons, particularly in fiction and short stories, by recent scholars,
there has apparently not been teeaticalgh r e
efforts during the lat&/ictorian and Edwardian eras. Even those claiming that
womends contribution was substanti al to
the chance to note womendés political St
contribution to social and political life, as well as the echoes of these aspirations in
the most creative and organised effort by theatrical women up to this time: namely,
Edwar di an womendés suffrage theatre.

My initial cont act eMatd nnetegrthrcemudysvass t o r i
through three book€Daughters of Decadence: Women Writers of thedew$i ,c | e
edited by Elaine Showalte¥Women Who Did: Stories by Men and Women 1.890
1914 edited by Angelique Richardson, aflde New Woman: Fiction arfeeminism
at t he Fi,nwritténeby Sally Ledget. These works left me with an
irresistible urge to research more about
discover that women, politically minded or not, were at the forefront of the
Edwardianart and literary scenes as musicians, artists, novelists, playwrights, players
and even theatre producers and managers. While theatre managers such as Granville
Barker, Beerbohm Tree and Henry Irving and playwrights such as Arthur Wing
Pinero, Oscar WildeHenrik Ibsen, George Bernard Shaw, Granville Barker and J.

M. Synge have generally been acknowledged as the influential personalities of the



turn-of-thetwentiethcentury British stage, the lack of canonical status of Edwardian
female writers meant thdyave mostly been excluded from critical research on the
theatre of the era.

This thesis, first and foremost, seeks to contribute to the recent interest in and
exploration of womends theatrical wor ks
time of trarsformation and political tension ahead of the Great War, engendered an
environment where many actresses and female writers could engage with different
theatrical endeavours, and a culture of theatrical women flourished in an
unprecedented way. Anumberoft udi es have attempted to s
works in the eye of contemporary feminist and theatrical theories, and some others
have tried to bring archival materials to light in the last decade, yet comparable
studi es on Edwar darestll limitedyvehitionsakek this sgea stitt u r e
understudied. Asserting that these plays were not marginal and negligible attempts
made by uninspiring artists, this thesis is positioned to make a contribution to the
recent surge of interest in the debate owomenés pl ace in the

history.

Historical, Political and Literary Context

John Stuart Mill 6s election to Parliamen
Benjamin Disraeld@ in 1867 for wotoecnds i n
moment for British women, which encouraged them to look for new ways to raise
awareness about their political demandihough the petition in 1867 ended in
falure>womends disenfranchi sement became a
assert theirirght s i n British politics. Consecut
(1870, 1874 and 1882) | egislated for a w

her from surrendering it to her male relatives or protectors, though they had still to



prove adultery well as cruelty or desertion to get divorced, while for men adultery

was recognised as a sufficient reason for separatiorsuch a context, Edwardian
womends enfranchi sement in England was
against antagonistic pubi ¢ o pi ni on against womenos ri
1907 and 1908, the liberal government of the time rejected the parliamentary bills

that proposed to enfranchise wonteim 1910 the first conciliation bill was also

refused by the government. Likesg, in 1911 the second conciliation bill was
introduced, but it did not receive support from the prime minister, Herbert Henry
Asquith, who declared himself to be in favour of universal male suffr&gefrage

societies such as the National Union of Wothen Suf frage Societi es
the Womends Soci al and Political Uni on (
1913 and ot her political campaigns on w
streets, publishing newspapers, sending their members to dtieswihgs at
Parliament, organising meetings and public speeches, and celebrating their campaign

by creating carnivalike pageants and demonstrations in Londa@ithough these

efforts did not seem to have an i mmedi
unemi tting efforts to change the publicds
about a partial acknowl edgement o f WOo me

during the Great Wair especially with the start of the war, as these women joined

Br it ai nelfats by aperforming many different roles and contributing
entertainment, health services or manufacturing required for the war efforts of the
nati on. However, t he mo st organi sed anc
movement started with the formatiod WSPU in 1903. It was in 1905 when
Christabel Pankhurst, the founder and president of WSPU, adopted militant tactics by

attacking Sir Edward Gray, the foreign secretary, in Manch&&this unexpected



move was followed by militant and highly publiciseceats to catch the attention of
supporters, which continued until the start of World War 1. It is still controversial
how successf ul s u f fi at@adksedn heises) shapi windowvaort  t
post boxes and their struggle against police confriomsit were, yet all these made
significant contribution to the half a
they brought sensationalism to suffrage events, opened a path for women to seize the
streets of London, and enabled thousands of suppddegather at public spaces

such as meeting halls, parks, bazaars, entertainment halls and other theatrical venues.
In 1906, for instance, WSPU drew favourable press comment on the grounds that
men themselves had won the vote only by pestering for itn Biicent Fawcett,

the leader of the nemilitant NUWSS, conceded at this stage that WSPU had

brought suffrage back onto the political agefdia.a sense, WSPU and its affiliated

a

c

societies founded a means to al¢ter publ

decisive actions. This also caused some controversy among the prominent figures in
the campaign, leading some to break away from WSPU in order to found the
Womends Freedom League (WFL).

The literary campaign was mostly carried out by societies affiliatihl

WF L, such as the Women Writersd Suffrag:t

Franchise League (AFLf.During the height of the
emancipation, the representations of women with political and feminist aspirations in
the popular preseere mostly negative, insulting and exaggerated. Suffrage writers
first and foremost attempted to rieveal
womenos suf f eriiwhighswera oftdn sidalined by primgsrepresented

in mainstream literature dnmedia. They offered an insight into these women and

c
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gave them an opportunity to display their concept of the new femininities, which

offered alternatives and contrast to the conventional roles given to women.

Although the plays supporting the movemantheir themes and arguments
have been called in recent studies OEdwa
still not defined or categorised strictly as has been done for other plays written by
prominent playwrights who lived in the same era. Tlispartly due to some
unanswered questions about the literature of the movement and its scope. Though it
is not a main goal of this study to determine the canonicity of these dramatic efforts,
it is still intriguing as to whether these plays share corratipgnrepresentative
strategi es. The term o6suffrage theatrebd
denoting all theatrical efforts and theatedated literature by female and male
playwrights as well as actresses and members of other professionswvere
purposefully involved in the theatrical

gender equality under the Edwardian suf f|

From New Women to Suffragists

The term oO6the New Woman @antlywarsconvendieanal, t o d

6moderndé and single women in the rapidly
the | ast decade of the nineteenth centur
hal |l mar k[ s] of the New Womanodgsvemakiag, i mag e

riding bicycles, and dining out alone or with a female companion in masculine
clothes, which were traditionally seen as the signs of degenetafitiese women

were described as deviant and +wmmformist as well as a menace to society.
Expecedly, the dailies and magazines published degrading and contemptuous

caricatures and took an antagonistic attitude towards the outfits, manners and



lifestyles of these women and their presence in public life. This was especially
apparent in the attitude$ periodicals and dailies such RanchandThe Times?

In Ann Heil manndés words, Ot he New Wo
contesti ng'® This econpoversy talsodt. her was partly due to the
representations of New Woman in literature and art, which started to redefine her
characteristics and identity. Richardson notes that

[E]ndlessly debated in fiction and the media, New Women took many forms,

both in fiction and fact, and cannot be characterized by a single set of ideas.

Nonetheless, New Women were united in their belief in the autonomy of

women and in the need for social and political refdfim.

A distinction should be made to understand womevolved in the suffrage
movement more accurately. The most noteworthy difference seems to be what was
Onewd in the term ONew Womand and how
incorporated the goals and actions of politically active women at the turn of the
twentieth century. It seems to be quite
ethos of the women 6 s Heilmarn partiglly supports ehme nt 0
assumption that the existence of New Woman was aniagteentikcentury
phenomenon and iteased to exist just before the turn of the cerfiowever,

Hei l mann goes on to declare that the New
beginning of t he t wentieth century was
mo v e m¥ Takirfy.these arguments intonsideration, | am inclined to counter
Hei l mannds statement and instead <claim
generalised, ambivalent and, to an extent, misrepresentative to describe female
suffragists at the turn of the century. My initial justiion is that the suffrage
movement dated back to the mmaheteenth century, which was much earlier than

the popular use of the term O6New Womanbd

political activists and reformists such as writer Josephine Builditician John

6



Stuart Mill and his wife Harriet Taylor, who actively pursued reformist and suffragist
agendas in the 1850s to change laws and raise public awareness of the woman
question® Second, Edwardi an womends sudlfrage
motivated movement and featured supporters who deliberately chose to use terms
such as o6suffragists6é and Osuffragetteso
and prominent middkelass activists were also wary of being associated with New
Women and being described as unfeminine, wild, marginal and dangerous in the
literature and medi& Moreover, unlike their lat&ictorian peers, Edwardian
suffragists were well organised and active in campaigns, in verbal and pictorial
propaganda and in theqatuction of theatrical shows and other visual arts. These
organised efforts are the single most important characteristic of the suffrage
campaign, which makes it unique among WwWOo.
They also provided a rich source fotelature, which transformed the suffrage

movement into a lively and fascinating literary movement.

A Reassessment dEritical Literature

The drama produced in the context of the Edwardian suffrage movement has
attracted some interest from scholars in #e two decades. Although this interest

seems to have been relatively modest in comparison to the research and books
published on Edwardian soemlitical life and literature by male writers, the new
perspectives offered on tréHae beenlan mvaluablme nt
source for this study. This section will discuss the most substantial existing critical
perspectives and explain in what ways this study engages with the discussion of
individual plays and revaluates some of the premises trguments were founded

on, particularly regarding theeanings and limitations of wome&d s dr ama pr od

during the height of the campaign.



To start wi t h, Penny Farfan, in her

fal)

ivotes for Womeno:| £l Fembei ot REbfiesa 68 e Ea:
not abl e argument on t he criticality an
producti on o fHed#theGablerak a dodsibles qatalgst for her growing

feminist and political consciousness and her later dramatic contribution to the
womenods I|iterary cammRabgms Amboradiemng | tbs e
their challenging and exciting female characters sagliedda at a time when she

had little prospect of fiding interesting roles in Londoas an Americarborn
actres$'Far f an mai nt HddaddaSabtertha gquality pna huarttithy of the

critical attention that Robins attracted changed ragicdl This confirms that

Rob ns 6s part ilesenlstanmmed from leer peofessionalnlifiiftmentand

this venturebrought her successn the early years of hestage careerAlso, by
stagingHedda Gablelin a theatre that was rented with very limitegiaficial means

and by performing |Ibsenbés characters on
Marion Leag pr ovoked considerable controversy
transgressing the 6éaccepted standdads of
did in the play?® Considering that they radically undermined the authority of
powerful actormanagers and the arrogance of established theatre critics, they took

on a monumental task in the creation of feminist consciousness and female alliance
iNnEdwad i an t heatre. On the other hand, Farf
and her gradual transformation into an independent feminist author is a possible
outcome of her disillusionment with | bse
ambitions of women, particularly in the case of independent women such as

actresses. Farfan here makes a valid po



decision to become involved in the theatrical efforts of a political campaign. She
notes that
Hedda hardly qalified to marshal feminist followers toward their goal of
emancipation, since she lacks the courage and conviction of the many
suffragists who endured such hardships as jail sentences and forced feedings.

She does, after all, opt to commit suicide rattiean to confront in a more
constructive manner the circumstances of her life that she finds so intoférable.

It is partially true that | bsends dr ama
playing an innovative female role in a plot constructediad radical themes such as

infidelity, deception, egotism and suicide, as well as the opportunity to explore the
psychological intensity of the heroine, Hedda. The challenge of impersonating a
radical character like Hedda is especially apparent in theescen which she

provokes her ekover Eilert to commit suicide by handing him a pistol, then Kkills

herself upon realising that her involvement will be revealed in the®®¢fiat is,

|l bsends drama offered Robins, asaryan amlt
possibilities of acting, by helping her escape from the orthodoxy, dullness and
predictability of the laté/i ct or i an mel odramatic stage.
realisation of her independent status in Edwardian theatre was as a resuit of he
dedsion to write a play that r eat ed womends roles and ex
personal way. As John Temple puts it, oI
Aireal o Hedda, the fireal 06 Tesman, the fre
thewot d his own®Imiarrgue otfhatt 6l.bsends cl ai m
characters and his failure to understand female psychology, desires, ambitions and,
most importantly, potential disappoint Robins in her gradual transformation into a
liberateda ct r es s . It i s through this deep bel
culminate in her writing and production @btes for Womenwhich depicts a new a

stage for women and foreshadows new roles for them, uniquely in the realm of



political activisn. This study takes wup Farfanbds ar
|l bsends heroines in this new drama and
womenos s uf damriead gut a rpvisibnist projecs by refusing the femininity
describedin male write s 6 vamdr cknstructing ambitious female characters.

Female activism, sefulfilment and potential were key characteristics of these new

and progressive femininities.

Anot her significant study oAlStageuwof f r age
Their Own, Feminist Playwrights of the Suffrage E&towell argues that what the
notable writers of the movement such as Robins, Elizabeth Baker and Githa Sowerby
achieved in their plays was their own version of dramatic redlis®he maintains
that plays sucla s B aGhans(61s9 0 9) a n dRuttrdord emd [Sg(0§2)
6demonstrate how women (and certain men)
tyranni cal soci al a’f cFurthermaven domier artwlat r i ar
ORehabilitating tshe hRé¢ aldiwshmd,e sdhreamag s er t
may be developed and adopted to naturalize or challenge particular positions,
dramatic forms are not % Thisardumantssecértaidys nar
valid in reference to the abovementioned pl&@wvever, what Stowell, intentionally
or not, ignores is that dramatic realism and naturalism as used by Edwardian male
pl aywrights was highly 1ideological and
naturalism in his psychologically heightened drama, in whistheroines exist in a
pessimistic realism against the backdrop of an oppressive society. George Bernard
Shawdés adoption of the genre features an
capitalism, Fabianism and rejection of conventional mor#flifgdwadian suffrage
dramati stsd engagement with wvarious dr an

highly individual methods can be rationalised by the assumption that their drama is

10



constructed to be popular, interesting and free of formal concerns. In thdasas

terms, most prominent plays were written to inspire, entertain, enlighten and
transform audiences and the general public whenever possible. To this end, a single
dramatic tradition, which was often criticised as being masculine and ideological,
shauld not be considered the general approach. The experimental nature of suffrage
drama can clearly be seen in the more established and mature works by writers such
as Robi ns, Hami |l t on a WVates ®itWothenh rH.a mNlAd nmeolnyd,s
Pageant of Gat Women and She FilsbActneéskemonstrate a departure

from Edwardian soci al dr ammdan ®dThey & . st r
obscure and redefine the confines of various dramatic genres among which are
melodrama, comedy, farce, heromdahistorical drama, metatheatre and allegorical

plays. A further validation of this departure also comes in the form of farcical and
satirical suffrage plays written by George Bernard Shaw, who was a staunch
supporter of realism in social drama, whichurgloubtedly astonishing and justifies

t hat no single form was the most succes:

works.

Apart from the issues of form and canonicity, a significant point of
investigation is the representation of women in suffragendraAt this point, it
woul d be helpful to cite LThe &pecltaclcedfner 0s
Women: Imagery of the Suffrage Campaign 19@7? in order to understand the
dynamics of the concept of Ospectacl ed c
representation and femininity at the intersections of theatre and feminist politics. She
underlines particularly the role of art groups in the formation of an exceptional art
movement during the womends campaign, w

colecti ve consciousness. Al so, there is no

11



most detailed studies presenting the many images of femininity and discussions on

the representations of it. Tickner argues that suffrage art and discourse invented its

own femde identities with respect to how different groups of women interacted with

each other in the campaign by positioning themselves for and against the woman
rights. She puts forward that suffrage art (and thus its literature) represents women as
Oster@oaypeds ¥ Bhe arbadly catpgersed the women represented in
suffrage discourse and representchssi on a:
womano, Otcheswomlimmpobé, O0the hysterical w
and 6t he mi?3 Thesa femininties naege rfusther represented in drama

under revised and more precise categories.

In this sense, this thesis does not o
subjects but puts forward that the plays examined constructed their own particular
heroi nes, some of which overlap Tickner 0:
of these femininities. A pioneering exam
embodies a <classless femabDeamatiovi sDio.bs 8
narraes the story of a workinglass girl while the professional womenhtow the
Vote Was Worand the celebrated women M Pageant of Great Womenteate a
tension between the discourse and purposes of matlls writers in their
representational strategieghe critical role of professional women a political
movement isepitomised by the actress, who was one of the most liberated
femininities of her time and played an active role in theatova of the overall
spectacle. Finally, the women referred to @&ss uf f r a g ednly ensbddyad o n o't
militant identity but also a new form of female resistance in the public sphere. As
Lisa Tickner put s it t he tDamilymMaildte uf f r a

di stinguish 6the milit al®6¥ & wak initaly uteth e c on

12



in a derogatory way, but quickly gained acceptance from suffragists within the ranks

of WSPU in order to demonstrate their unique identity in the movethéris clear

that suffragettes comprised a large number of femalgiststi some of whom had

never been involved in militant actions, but expressed solidarity with the women
involved in these forms of action. There
preferred over Omilitant 6 treoeithdresdpportees t h e

or initiators of street activism and spectacular resistance.

Kat herine Cockinb6s contributions, b o1
drama and theatre are worthy of a cl ose
Warriors: dramat reinventions of militancy I n
movement 6, she discusses the meanings an
i n Ha mA Pageant @f 6Great Wome8he asserts that the play was appropriated
for audiences, such as thee mber s of 6t he Womend6s Freeoc
militancy was an un aé Skepalsaddtisehatphe lfemald c a |
warriors section Onormalises combat and
especial |l y f &rwhich Isignifiers ctohuantt r wéagniica @rel s el f
dedication for their cause is seen as a higher purposeTlaadPageants thus
distinguished as a celebratory piece. Cockin also underlines some possible
contradictions in the play in its construction of female heroisma dsstorical
phenomenon by ignoring contemporary examples. However, perhaps her most
I mportant remark is made about the concl
ending appears to contempl at e Thimisastri ci
primary cacern addressed later in this thesis in the chapter on Hamilton to explore

further the possibilities and potential of women in terms of class politics and the

13



status of ordinary women in a dramatic movement which was dominated by -middle

class authors anattiesses.

I n t er ms of archi val reseahtWonmens CocKki
Suffrage Dramd® which is part of a fivevolume anthology, is the single most
comprehensive source of suffrage plays, including those that have been retrieved
from unpublished mnuscri pts. Cockinos anthol ogy
writers such as Robins, Hamilton and St John, as well as a number-attgolays
written by various female and male write
as it includes the scripts ofp vat el y publ i shedTheFiraty s s uc
Actress the original script of which proved to be very difficult to retrieve from
archives. In addition, her biography of Edith Craig elucidates how Craig was central
to the <creati onandfo wiat extdnb thim allewedpd fauigfid
coll aboration with St John as an intell e

political and feminist theatre.

The Rationale and Purpose of the Study

The plays chosen for this thesis portray Edwardian politicahen in many roles

and diversities as they staged womends s
public life in an age when the political system vetoed them as equal citizens. They
feature a number of highly varied individual, sepulitical and literary themes,

which suggests the richness of the aspirations and motives of women who
participated in the dramatic campaign. The majority of the plays analysed in the
course of this study were staged by two theatre societies established and managed by
women, whose members had close affiliation wHtiwardiansuffrage societies.

Popular examples such Hdew the Vote was WamdA Pageant of Great Womgin

particul ar, wer e among a | ar ge portfoldi
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Franchise League, thei ngl e most i mportant, whichmenos
encouraged and employed actresses to write and stage original plays. Its
propagandist roots are palpable from its dramatic portfolio which comprises various
political plays as well as from the polisc declarations of its members such as
Robins and Hamilton. According to the £
between 1912 and 1913, its main objectives were stated as follows:
1. To convince members of thiedatricalprofessiorof the necessity of
extending the franchise to women.
2To work for womends enfranchisement
I. Propaganda Meetings
[l. Sale of Literature
[ll. Propaganda Plays
IV. Lectures
3.To assist all other Leagues whenever possible.
Definingdaédpmpopygdn as educational acti vi

organise theatrical events in order to disseminate political arguments. Also, an

i nteresting point i's that AFLG6s Dbookl et
OEntert iAs@ueolyt Ed ghman puts it 6t heatre
arenas for public entert a* lamguethat suffage Edwar

plays should be considered a substantial contribution to the theatrical scene of the
age.These entertainments constitiatdopportunity to raise the profile of suffragists,
S0 venues such as meeting halls, bazaars and fairs bttzatrécal sitesMoreover
a number of suffrage plays, some of which have been selected for this study, were
also staged successfully at reputable theatres, confitiméiigpopularity and critical
position in the creation of publicity and controversy. The Royal Court, the Kiygswa
the Royalty, the Scala, the Savoy and the Little Theatres were only sotmesef
thatopened their doors for the performances of suffrage playtahdir audiences.

The second theatre society whose plays have been selected for examination is

Cra i ghé Pioneer Playersldys such aghe First Actreseind The Paphnutiupy
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St John andPress Cuttingshy Shaw as well as previously mentioned plays by
Hamilton were staged in matinees by the
Craig between 1911 artb14. The inclusion of these plays in this study is not an
uninformed or random choice, teese plays are among those featured under the title

of OPropaganda Playsd in the societybds ¢
and prospective authors oihet issues of payments, copyright, cast selections,
production details and matinee performarféek. is appaent that despite being
caledbpropaganda pl ayséo, some wor ks select
by individual experiences and motivesdahus may represent nesuffragerelated

topics and characters on the surfab®nethelessconsidering the wideanging

female identities and subjects in these works, it is clear that suffrage drama should

not be considered a homogeneous genre. Likewlge decision to exclude other

plays written and performed at the height of the campaign was taken essentially to
produce a more cohesive and more focused argument on how these playwrights deal
with the issues of new f e mtal a&ctivisndanat i t i e

theatrical achievements.

My analysisof womené6s pol itical theatre take

interrelated premisesthe representative strategies and dramatic carging at

textual level analternative readingengenderetby performance, collaborations and

critical receptionwhich is based upon theonceptof the theatrical eventn the

former casethe central concernis to understand to what extent popular drama
influenced and guided individual authors by common dramaturgicacs and how
theseassociationcreate a new understating of suffrage dramaother words, the

ideathat suffrage drama is not merely a collection of propaganieces or political

pamphlets is substantiated.is argued that thelaywrights created versatile and
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original playsboth in form and contentvhich opposes the idea @i imitative and
monolithic drama In the latter casenew meaningscreated by performance aitd

visual and written recordadd an alditional layer of aalysisto contribute tathe

textual meanings created in the first place. In this sense, this research has extensively
used archival materials such as photographs, leaflets, playbills, letters and play
reviewsas instruments of theatrical analysihey hae particularly been helpful in
comprehending the staging of plays and their production by theatre companies,

which generateéurthertheatrcal and dramatic possibilities

The Edwardian suffige movement brought aboutsggnificant change in
wo me n 0 sn the dhleadres whiclin tump | ayed a very <cruci al
emancipation efforts. It was an arena where women had already attained some
freedoms as actresses. Theatre was also one of the most powerful tools for women to
use to raise their argumentnd showcase their talents. Perhaps the biggest
contribution to this promotion was the involvement of famous actresses and female
writers in the ranks of the campaign. With the emergence of a theatrical movement,
they moved from acting to playwriting axemplified by the lives of Robins,
Hamilton and St Johrin this sense, this study will discuss how and to what extent
the idea of womends theatre were achieve
attempt to shed light on the possibilities of theasa collaborative art for women in
the context of Edwardi an suffragism anc

professional and creative liberation.

Chapter Summaries
This thesis will explore representative and theatrical strategies of plays written and
poduced by female and male playwrights t

political struggle for female empowerment. It will mainly investigate the works of
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three Edwardian actressesnedplaywrights and writers: Robins, Hamilton and St
John. A find chapter will be concerned with the prominent polemicist and
playwright Bernard Shaw and his role in the publicity of political femininity,
militancy and its representations.

Chapter | examines the earliest and most successful example of all suffrage
plays |, El i z ab\otedh for Morbelf 19® 7 ) . It is a play
popular novelConvert published in the same year. The play version shows how the
first representations of a politicallyinded female activist can create a great uproar
by initiatin g debate on womenos pl ace i n publ
represented through t he madlass siogleavoraan,t er 6 s
an adamant suffragist, a free woman who explores the city on her own to discover
the lives of other membgrof her sex, a public speaker, and finally a prototype for a
modern, politicallyminded femininity.Vida Levering takes the initiative to show
that change should first take root in the individual herself before gradually spreading
to others, as the philophy behind her actions and arguments is seen to be both
morally justified and worth fighting for. Vida portrays a classless but enlightened
woman, whose own regrets and experiences and subsequent struggle to do the right
thing stand for the potential of single woman to influence others and help to
mitigate inequalityShe was a fresh alternative to uninspiring feminine models of her
time and a reaction to the widespread stereotyping of women by thierairtist,

antisuffragist and mostly misogynistedia.

This chapter also aims to show how this play proved that drama by women
could be both serious in arguments and popular through characters, representations
and theatrical strategies by combining the features of popular and political stages of

the ag. Therefore, it is defined as a foundational piece for the emergence of suffrage
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drama and one that encouraged female theatricals to establish their own ventures.
Robinsd play is also a confirmation that
they aspied to produce their new and at times experimental plays in a liberated
atmosphere.

Chapter Il explores three plays by Cicely Hamiltbn: ana of,H@&w bs on o
the Vote Was Waoand the most popular suffrage pageant play of the #niRggeant
of Great Wome It becomes evident that the representation of ordinary women was
previously ignored, especially with reg:
sufficiency and personal development. HoweverDin ana o f , HBwiltors on 6 s
takes a shop assistant furtllean the familiar trope and characterises her as both an
unhappy worker and also an adventurous woman, who turns the traditional roles of
an ordinary workinegclass woman into a new mode of femininity through her desire
to discover other lives while rejent the marriage proposal of a rich captain due to
his selfcentredness and the impossibility of her having an equal role in their
marriage. Although the play closes with a very common comedy endingarriage
between two lovers Hamilton offers a sel€onscious decision to subvert the plot:
the captain loses his inheritance and comes across Diana unexpectedly near the
Thames where a romantic intimacy sparks and the play concludes with the promise
of equality between the two characters in their marriage.

This is followed by another popular suffrage pleipw the Vote Was Wpm
which a group of mostly middielass independent women gather together to occupy
the home of their nearest male relative,
to force wonen to be taken into care by their male relatives. These women exemplify
a crosssection of women from different professions, and their strong personalities

and power f ul arguments force Hor ace to
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sufficiency, their professimal careers and their place at home. These accomplished
women are comparable to the historical
spectacular plah Pageant of Great Womeihhis play features fifpne women of
different ages, professions and natidres. It showcases rich costumes, a large stage
and a very large cast, and its first production was performed by famous Edwardian
actresses who represent the exceptional qualities of femininity they promoted on the
stage. Hami | t on 6 8 bepwkea yhe ordinary ana the eaceptiopat s i o
and to what extent ordinary women could be attracted to her arguments through her
representation of exceptionality. Howevdihe Pageanfuxtaposed this with the
provision that ordinary amateur players were tgb# of further productions of the
play across England and Wales, which proved to be very popular among suffragists
and other audience members.

Chapter 111 focuses on Christopher St
EI 1l en Terry and dith €raig.yTiis chapter igvedtigates the
emergence of the actress as a political woman and an iconic figure who transforms
herself and initiates a larger transformation of women in the profession. The
predominant trope in popular theatres of the early &dian era was the actress as
an attractive but dependent woman, who is portrayed as someone easily seduced,
prone to mends influence and intellectue
constructs her alternative interpretations of heroines in fhieges examined in this
chapter: The Wilson Trial The First Actressand her translation/adaptation of
Hr ot sPaphnutiusThe Wilson Triai s t he story of a | awyel
musical comedy actress in order to find her brother, Edmund, vihe ley witness
in an investigation. She portrays a very distinct woman through her persuasive

explanations and argument s, countering t
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St John appears to offer the audience a revision of the musical comedy actress,
turning her into a single, charismatic woman with qualities such as intellect and
aesthetic appreciatioithe First Actressarrates the story of Margaret Hughes, who
was the first professional actress on the Shakespearean stage in the eighteenth
century. This play chronicles a large number of actresses over centuries and their
struggle to be acknowledged as a part of the theatrical profession. The play was
performed at the first mati nee of Crai g
considerable publity for the society.

The third play is an adaptation &aphnutiusby Hrotsvit, a German nun
(9351 00 2) . Hr ot svitods similarity to the |
i mpal pable at a first sight. Howev-er , t h
cmtury nunés play as a part of Craigbs e
Christabel Mar shall s adoption of the nai
to Catholicism indicate her desire to transform herself, although, in her case, to a
male identity, and one that is reputably famous for his commitment to and sense of
duty in his religious life. It can also be likened to a general effort of the suffrage
womenods efforts to transform theirn ident
different ways, some under disguise and some by constructing a powerful persona as
the | eader of or as a member of a polit
spiritual and committed female figure symbolises the commitment and idealisation of
women to a cause in which they deeply believed. She celebrates her characters who
acknowledge higher ideals of femininity as moral and exemplary women, which
resonates in St Johndés female character:

asserting new roles tine theatrical space she conquers.
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The thesis concludes with a final chapter that traces the impact of the
womends suffrage campaign and its ar gume
of the age, George Bernard Shaw. As a playwright and polen8tiaty excelled in
portraying his socialist views and constructing very persuasive but unconventional
heroines in hisplay8 Thi s chapter anal y®ressCuttmgs of S
andFanny 6s .FBShaw's dituatibh ia Edwardian theatre was comigicaue
to his support for female emancipation and also due to censorship by the Lord
Chamberl ainds Office, whi ch Mmaasn®dr semes
ProfessiorandPress Cuttings S hawés plays contributed |
about tle suffragettes and the militant ranks of suffrage women, although he had
tense relationships with some of these political women. The complex relationship
between suffragists, actresses and Shaw especially creates an intriguing web of
connections and differn c e s . This chapter thus intend
not only to intellectual debates on the issue but also to the constructions of female
characters, stagecraft and theatrical strategies, which fed and were fed by the creation
of popular and simdlrly successful theatre endeavours by women around him.

All in all, this thesis seeks to make an important contribution to the existing
di scussion on the function of womendés th
space f or -expressiondad exmoeation of new roles. Its original
contribution ca be summarised as followsrst, it counters the assumption that
suffrage dramatists simply emulated or reworked the realism championed by
Edwardian male writers and offera new reading of playsniconnection to
Edwardian popular drama. By looking at the formulation of characterisation and
discourse surrounding the female characters, | wandeimonstrate the selected

playsd dramaturgical overlaps, which, in turn, may elucidate Edwardian political
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feminist drama and reposition it among established genres. It thus not only seeks to
show thefoundationsof originality and artistic value, but also discloses the textual
and contextual interconnections. Second, by explohow the possibilities for
women to achieve their potential emerged in the theatrical retdis,thesiswill

show how theatre was distinctive in its representations and possibilities as one of the
earliest exampkeof a collective theatre movement actively funded, maintained and
promoed by women in search of social and artistic freedoms. In doing so, | take up
the challenge of retrieving and interpreting new archival materials such as
manuscripts, production bills, leaflets, photographs, newspaper articles and reviews
published duringhe Edwardian age as complementary and contextual materials and
thus show that womends drama in the age
effort. On the contrary, | assert that it should be regarded as an early example of

womenos s ens dchlly successful \eemiwtes ia literary distory.
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Chapter 1. The Spectacular Performance orthe Political Stage: Elizabeth

Ro b i Wateé Bor Womeh
Probably not sinceiWarrdyi c\d li lozmt oonfect la
Woman, 0 written more than a century a
forcefully by one of her sex. Indeed one cannot leave the perusal of its pages
without something of the contagious belief of the author in the demthe
civiized world oftcd ay of fAt he New Spirito out

political revolution resulting in a wiser and more perfect adjustment of the
relations between sexés.

The New York Timesritic praises Elizabeth Robins for her powerfepresentation
of feminist arguments in her nov&éhe Convert{1907), which, according to him,
awakens Othe New Spirité in feminist pol
her playVotes for Women!which had been successfully staged in London in the
same year. As these two works have an organic bond, it is easy to draw a parallel
between their themes, characters and plot. But, wihgt Convertwas aimed at
extending Robinsodés theatrical aspiratior
comparativelymore lucrative and would have helped establish her career as a writer,
the play principally promoted the spectacular suffrage campaign and its feminist
ends. Remar kably in the play, her advoc:
mode of feminist publick, and the playods first -perfor
reaching promotion and exhibiting the glamour and pride of suffrage women on
stage. The publicity was, first and foremost, to counterbalance the derogatory images
of female suffragists in popalr magazi nes and newspapers.
not only include political advocacy, but designate new form of dramatic art as
well, through which a spectacular effect would be ensured within the theatrical
space.

Ro bi ns-dad dcquainsate with lateVictorian theatre evinces the

difficulty of securing ambitious roles for women. Her struggle to prove herself to a
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number of renowned managers of her time helped develop her as both an adamant
feminist campaigner and clever playwright. Herfrage playVotes forWomen!
showsher clear sense of theatre. It exhibits an amalgamation of her support for the
movement and her desire to generate a play that feeds off existing dramatic forms but
ultimately represents a departure from the conventional. Kerry Powell describes her

a s e avonan who, more than any other, resisted the masculinist theatre of the
Victorian period and i magiRmédnadgs evaobut
defiance, as an actress, against the male hegemony over thedhtadrera, as well

as her refanist vision of exploiting the performance as a form of publicity and
female transgression, is what will be referred to in this chapter as the novelty of her
dramatic art. Her strategy was far ahead of the existing notions, and functions, of the
theatre ofher time and was an illuminating signpost for the members of her sex in
their attempt t o es tlathi$wosk Robidssblersls rergdeep o f  t
knowledge of the stage and its particulars with her experience in various dramatic
genres. In amttempt to clarify her scheme, this chapter will scrutinise the processes

by which Robins synthesises different forms and dramatic strategies in order to carry
the movementds spectacularity and femini
sources Rbins utilised and seek to unveil the ways in which Robins constructed her
female characters as a new group of activist women at the centre of spectacularity.
Furthermore, this chapter aims also to show the ways in which the subjects of
Robi ns 0 s rdraegiest suftragist @haracters diverge or unite with their

predecesss the New Women of the 1890s.

1.1.Subversive Beginnings: The Actress as an Ibsenite
Eli zabeth Robinsds relationship with the

unrelenting spport for Ibsen plays played a major part in shaping her dramatic
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genius and feminist posture in her later works. The period starting with her
introduction to the London stage as an actress in the 1890s to her departure from
acting at the end of the cejur de monstrates how Robins w
New Dr ama WMandte whatrexteit, she reworked and reinterpreted these
influences in the construction of her iconic suffrage playes for Women!Two
factors were for mat i vueation and o contribgtionsto t h e a
suffrage dr ama: her di scovery of | bsenao:
conventional stage, and her collaboration with William Archer, traces of vdaich
clearly be tracked in her first pladyl a n 6 €98%Yiad later inVotes for Women!

In her autobiographical worBoth Sides of the Curtai{1940), Robins makes
cl ear t h astability to firel @tem a reirso6role in the West End depended
very much on personal connections and engagement with the leadiatyeth
managers of London, especialiy her case, with Herbert Tree, George Alexander or
Henry Irving? Robi ns stated that keahad progesl sheis wh o
power s [, danychoiog bs whaathey $hould act. [The only one who had
achoice was the ActeManager or [if any] the Actreddla n a g.2lrt. .wads of t en
l i mi ted freedom thahwas alowedeto theaactresan ot wasr 6
hardly possible for her to make her decision on a role. She recorded her early years in
theatres as oOhothiaf & wdisidéoe shesapaldiahlygect or 6
limited opportuniteg i not hi ng better t hamroobunder s
perf ormances an dandtheseowerr meraytfa financia gupport
rathe than professional fulfilmertt.

After a number of demoralising experiences in minor roles and
inconsequential accomplishments, added to the uncertainties dbyengmt and

underpayment for long hours of rehearsals and matinee performances, Robins

28



remained disillusioned with the conditions of women in their theatrical ventures.
Success was beyond sheer hard work and dedication to the {herase as Henry
Irving told Robins in their discussion of a potential role for her; the success of a
woman on stage was intimately related to her pleasant appearance-eaitbdo
womanly traits: OWomen donodt seem to do
women have an easyad to travel on the stage. They have but to appear and their
sweet feminine charm wins the batt@'® In her very own account of this meeting,
she writes that
the brief passage with Henry Irving added gently to the general pressure that
would confine vamen of the stage to the old province outside the stage. The
rare exceptions, the great actresses, some of them, had escafibdthe
result that lesser women or less fortunate, had been misled. What was wanted
of the women of the stage was, first andntya what was wanted of women
outsidel a knack of pleasing.

Much as | myself loved pleasirig (and more than mosi) i t di dnot S
enough. Besides, where did it get yioautside the purely sexual limit?

Clearly, Robins was revolted by the idea of vammbeing exploited and oppressed

even in a profession that priorités@igh intellectual, social and artistic capabilities.

Her criticism targets the common objectification of women in visual entertainment
and theatre, which implies that actresses weflketgtiact within the confines of a
system of exploitation guarded by the theatre managers. Itruathat the actress

was accustomed to a reasonably freer status which generally khewe

i ndefatigabil it y,-sufficemcy, dnbbjity, lash &reedom dog e , S
i nt er act!?Theytwere vastlynadmired and, in many cases, more privileged
than other members of their sex, and acting as a profession had grown more widely
reachable to women of different classes. According to the official censuis rése
increase in the number of actresses on stage was 1,029 per cent between 1861 and
19111 However, the prevalent attitude towards actresses, seeing them as the

0Oobj ect s owrg toditeis physecé attractiveness and relatively liberal
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lifestyy es, was an exemplary case of womenods
of womenos coll ective Ssubjugation unde:t
stigmatising women through their sexuality.

| bsends emergence on t he Liennfobrm n st a
conventional theatre to modern British theatre, marking an epoch which, for the first
ti me, represented the | iberakfhedobNéw Wom
(1879, Ghosts(1881),HeddaGabler (1890) andThe Master Builde(1892) wereall
thematically subversive, as they fashioned a new paradigm of rebellious women, and
gave way to a steadily flourishing feminist stagétracting more women to the
womends cause.

Specifically speaking, for Robins, who sought a way out of the statusiquo
t heatres, 6l bsends plays gaonetagdhaadsc hance
these performances assisted Robinsds eV
feminist actress. She points to 6the po
poetryé as a freeing agent, which, she m:
impetus in a right direction. And | do not say the right direction. Whatever direction
the individual gi ft an'@Heteeavm Robinsinfpliegs he ac
the power of |l bsends dramatic creation a
Frustrated with the conditions of Victor
as a breakthrough in the era for their new possibilities for the actress, aed thos
possibilities were certainly emancipatory. In her speech, which was later published
under the title ofbsen and the Actresshe points out that

Ibsen had taught us something we were never to unlearn. [...] Events, after

Hedda emphasised for us the kimf life that stretched in front of the women

condemned workbeofihabk stage. That wa
even the best parts in plays selected by the-actoragers’
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What Ibsen offered to Robins and other prominent actressdsadVarion Lea was

for a rare opportunity to undermine conventionality on stage. Penny Farfan

hi ghlights that 0at a time when the st a

Robins was struck by the unprecedented r

pl a¥4d. was |l bsenos portrayal o f oppr e:

psychological effect of the play on an audience and his a&de approach to

drama that distinguished his plays from the melodramatic formula of stock characters

and unrealistic plots. Hosver, the most discernible impact of Ibsenite drama on the

women of theatre was to channel them into a new female collaboration in order to

bring his plays to the stage. In one such collaborative initiative, Marion Lea

passionately ventured into a prodoctiof Hedda Gabler with Robins whichwas

anything but straightforward. Robins roe

undertook to see the managedrat they were more difficult taccess, so we wrote

them [...] and their indifference and their loathing evexqually mistaken. We

fai¥ed.® similar attempt, Robi ns@hestsper si ¢

was hampered by Herbert Tree, who promised to lend his thietiteeHaymarket

and scenery on the proviso that Robins and her benefactors waulthe bare

incidental expenses of a trial matineeGifosts and Tree would have a voice in the

castcastinghi msel f as Mrs Rl vingds son, Osvald
All these and other troubles made the case that the autocratic system and its

reverberations harnessed the prominent actresses within a sort of female, and an

almost feminist, union and collective consciousness. According to Kerry Powell, it

induced figurs such asRobins, Lea, Florence Farr, Janet Achurch and Eleonora

Duse to organise their own productions and afford themselves more challenging parts

and their preferred rolésWi t hout doubt, Robinsds strug
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part of her conversio into an intellectual activist and ardent feminist writer in
service of the womends suffrage campaign
t hat o0no dramati st has ever me ant Sso mu

| bs2dnod.

1.2.William Archer and Experimenting with the New WomaninAl ands Wi f e
William Archer was the most formidabl e a
Mo v e mand thad radical ideas on the nature of thedtieo hi m, 0t he t
which provides no adequatepresentation and criticism of contemporary manners
and thought is in a parlous state, and does not fulfil the most vital part of its natural
funct#AsnbBPeter Whitebrook puts it, i n the
gas, greasepaint and escapigwther was no Kkilljoy, but he wanted a theatre to be
pungent with | % Heevasacampaigningvioa @ thehtiical eedolution
thatwoul d contribute to actherrcduraged maoiee ssi 0
experimental works dealing with politi; social and daily matters. Whitebrook
maintains that he was enthusiastically drawing plans for his inspirational model of
the National Theatre for a freer stage and evaluating the theatrical environment:

The dominant form of the modern repertoire wolld realism. Archer

defined this not as an attempt by the dramatist to photograph and present it in

its entirety upon the stage, but to observe life and select moments from it in
order to present complex, essential truth within a dramatic framefork.

His support for the advancements in theatre, and even in music halls, was indicative
of his willingness to back any step that would help establish a modern theatrical
environment. He, in different times of his career, showed his support for provocative,
creatve and intellectual drama, encouraging playwrighish asGeorge Bernard
Shaw, Arthur Pinero and Henry Arthur Jones and actressdsadlizabeth Robins,

Jane Achurch, Marion Lea and many ottférdis contributions and his advocacy of
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an avardgardestage could be seen as the first steps towards the establishment of the
earlytwentieth century feminist theatre.

Archer was a key figure in Robinsds t
her campaign for the Ibsen productions, Archer was the sdierayt

| have been struck all through this little history by evidences that no one went

far towards an Ibsen project with any sense of assurance even at that early

day, without trying to find out dAWhat
Grein was no exaption?®

Their collaboration started in the 1890s with the aim of translating, producing and
elevating Ibsen plays on the English stage, ibsubsequently turned into a close
partnership and, as hinted at by his biographer Peter Whitebrook, a secret but
passionate relationship.

Archerdéds influence can <clearly be se
realist drama and a New Woman character in her flaya n 6 $189%Y)i Theeplay
chiefly questions a young womanoésandr ol e ¢
human being. It opens with a scene in which Jean Creyke, the heroine, waits for her
husband Al anthes acéeobuyn Shemis startlingly
w o mathat was extensively expited by Victorian literaturé® Her desperate
keennas for her husband and particular eagerness to create an ideal home evidently
refer to an exaggerated sense of domesticity at the beginning, which invites repeated
references of criticism from her moth#&frs Holroyd:

Mrs. Holroyd: Yes, she's in the kitche | believe. (Calls) Jean, Jean! What

are you doing, honey? Here's a neighbour come to see you.

Jean: (from within room to the L) I'll come directly. I'm getting Alan's dinner
ready. | can't leave the saucepan.

[...]

Mrs. Holroyd: Yes, it's always Alan'dinner, or Alan's tea, or Alan's supper,

or Alan's pipe. There isn't another man in the North gets waited on as he
does®
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However, as the act unfolds, it becomes clear that Mrs Holroyd is the real construct

of a stereotypically conventional mother, who sseearriage as a means of social
advancement for her daughter. Mrs Holroyd does not hide her displeasure about
Jeanods choice of a poor husband i n pr e
compl ains to her neighbour t hwasaftertolrer e w
Jean, and she might have been the mistress of yon pretty house near the chapel,
instead of I|iving in a cottage I|i ke this

minister of the nearby church, stands for everything Mrs Holroyd looks$nfa

suitorrhe i s 6a man who is |l ooked up to by e\
| ast Christmastide, to di nner wi t h t he
economically and socially advantaged, Je

idea of the O6i deharlofNmavn Wo ma@misn ciumg@eni ci st
marriage:
| want a husband who is brave and strong, a man who is my master as well as
other folks'; who loves the hills and the heather, and loves to feel the strong

wind blowing in his face and the blood rushing through his veins! Ah! to be
happyi to be alive! (p. 9)

The dialogue between Jean and her mother
is revealed further in the later scene. She is much more complex than totygesre
of the domestic woman. She speaks out intently for her emotional and sexual desires
though not explicitlyin that her sense of marriage rejects the idea of muted female
sexuality.

It is disclosed at the end of the scene that Alan is late returning home as he
has been killed by machinery at work, a tragic eventittiahsifiesl] eanés i sol a:
and the suppression of her feelings. In the second act, Jean is left alone with her
newbon son, who is physically deformed and is bound to live an agonising life. Her

soliloquy displays her apprehension about the sufferings awaiting ahead in life for
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hi m: 01l seem t ooff ineepyouy face distonted ke yoer bddyg Ibut

withbitt er ness and | oat hicoudyoubesydruelgstoléiM®t her
|l ive and sufferodé (p. 36) . Her dil emma a
for the rest of his life or to free him from his pain, which is raised as the central
queston in the play. Jean cannot stand see
makes a deliberate choice to smother him. In the third act, unlike a conventional or
predictable ending which would show Jean as apologetic for her fctba is

portrayed proudy as a woman who has <cast asi de
mental suffering. She defies the dictates of a society that punishes her by labelling
her as Omadodéd and O6i nc dhedSpeakemntoeMhy 1893 A r ev
criticised the play harshyonhe grounds that o6it present

not even any development of character. A poor wretch, maddened by horrible

mi sfortune, her brain stil!l di zzy® with

Neverthel ess, C 0 n taccasatigns, tlean undergoesr ag \evidenve r 6
devel opment from being a naive girl, who
than we are now even. [ .. .] Shal/l |l be h
16), and reveals her excitement about herunboni | d t hat &éhe' | | be
as his fatherdé (p. 17), to a mature woma

mother to deny accusations, refuses to distort the reality about what she has
deliberately done andlaringly accepts to be punisd by an institution ofan
oppressive society.

It i's difficult to extrapolate wheth
controversy over the expediency of such a subject in theatre, but, as its director J. T.
Grein observed, being a deviously provocati pl avy, 0it was eit

condemned or 3*ThegSphdakérsp rraeivsieedwe.r credi t s, t
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the profound i mpact of the infanticide s

tears my very heartstring&’Archer advised Robins tget the play in Sweden where

the story was originally set, in an attempt to prevent any harsh criticism about the

play by the reviewers. I n his introductdi

the scene in Sweden [was] based, not upon any artistantje, but upon mere

cowardly expediency. | thought the episode would be less likely to shock people

beyond endurance if the scene were removed from their own.dbdisat would

have helped audiences and revi ewesr s di s

actiors, which could be found hard to tolerate by English audiences. It was certainly

a daring act for Robins to reject Archer

infanticide was represented, though not explicitly shown, on the stage. Norgtheles

Robins was successful in causing a stir and sensation about her gieynedia,

which helped demonstrate hgrowing feminist stance and upcoming theatrical

plans. It was certainly unconventional, and it was a positive way forward for an

actresstoet abl i sh herself as a staunch defend
Al a n 6 shoWuinbt enerely be thought aBa New Woman play on the

late Victorian stage, but it was decisive act of an actress who wanted to challenge the

orthodoxy regarding the regsentations of women in drama. As Catherine Wiley

argues, the play 6s ub vieis alwaysGecessanysfora pr o |

woman to die in order for the play to begpf> Jean is not a heroine uneer

constructed to a melodramatic effect; on the contrary, she is certainly a daring figure,

who, at the end of the play, unhesitatingly accepts the consequences of her acts in the

court, saying that, my lifev @ust bnaedin ntydifea fvea g e | u
been strong and kind and it was the ni
mai ntains turning against her mother: ol
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my life for it. Maybe | shall find him up yonder madeasght and fair and happy in
Al an' s ar mso (p. 48) . Jean represents
melodrama and takes her place among the daring women of the New Suramas
Lona He s s elhe Pillars of SogepmNora HelmerirADolldb s Hous e

I n his biographical account of Archer
theatrical endeavouwwas supported by Archer, and she was encouraged by him for
her decisive representation of the new femininity on st&g#s it constituted the
prece@ént to hermatured and evolved construction of a new model of suffragist
heroine, almost more than a decade later. Even in the period between 1906 and 1907
when Robins was draftingotes for Women!Archer offered her assistance and
suggestions to her thgh they were separated in the 1a890s. Whitebrook records
that Archer offered to cut some of the parts to ensure that the play could exert its
ultimate impact on the audiences and he offered thewvittes for Womer# which
signifi es t ioendepdkiagyobtmnsfergnmtneorealism and the obvious

statement of the movement to the stage.
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1.3.Votes for WomenSpectacularity and the New Femininity on Stage

sanadded]

A Dramatic Tract ia Three Acts,
By ELIZABETH ROBINS.

Mr. ATHOL FORDE

*Mr. AUBREY SMITH

*Mr. E. HOLMAN CLARK
Mr. P. CLAYTON GREENE
Mr. PERCY MARMONT
Mr. LEWIS CASSON

Lord John Wynnstay

The Hon. Geoffrey Stonor ...
Mr. 8t. John Greatorex ...
Mr. Richard Faraborough ...
Mr. Freddy Tunbridge

Mr. Allen Treat ...

Mr. Walker Mr. EDMUND GWENN
Lady John Wyanstay Miss MAUD MILTON
Mrs. Heriot Miss FRANCES IVOR

Miss Vida Levering
Miss Beatrice Dunbarton ...
Mrs, Freddy Tunbridge ...
Miss Ernestine Blunt Miss DOROTHY MINTO
A Working Woman Miss AGNES THOMAS
*The Management is indebled to Mr. Charles Frohman aod
Mr, Frederick Harrison for allowiog Mr. Aubrey Smith
and Mr.E. Holman Clark to appear,

Miss WYNNE MATTHISON
Miss JEAN MacKINLAY

Act I - Wynnstay House in Hertfordshire.
Act I, Trafalgar Square, London.
Act 1IL Eaton Square, London.

The Entire Action of the Play takes place between Sunday noon
and six o'clock in the evening of the same day.

Miss GERTRUDE BURNETT

s

P

- - VEDRENNE - BARKER MATINEES . . . e
i
% \‘\ There will be Intervals of 15 Miottes between the Acts %5 [Ml-pcw‘h
On April 9th, 12th, 16th, 19th, 23rd, 26th, 30th, and i
~——" May 3rd, 1907, at 2.30, PROGRAMME OF MUSIC, 13

1. OUVERTURE ... “Lodoiska " Cherubini
2, S1aurRoNY No. 2 in D major (Scherzo and Finale) Butieen
t s for women ’ 3. (a) MostzNT Mustcat, Op. g4, No. 2 Schubert
o e ° (#) SexxapE, Op. 23 Sobolew
() Vasy, 0p. 48 e o Tuhsibusy

The Last Performance of the Season will take place on Saturday, June agth mext.
The Vedrenne-Barker Performances will be resumed on Monday, September 16th, 1907, at the Savoy Theatre.

Al these Matineas, Ladies are earnestly requested to remove
Hats, Bonnels, or any kind of bead dress.

This rule is framed for lhe benefit of the audience, and the
Management trusts that it will appeal to everyone, and thal
Ladies will kindly assist in having it carried cut.

Opera Glasses, by Negretti & Zamtra, can be obtained from the Attcadants,
price 64,

Prices of Admission : Private Boxes, £2 25. and £3 35 Stalls, 10s. 6d.
Dress Circle, 75, 60. and Ss.  Upper Circle, 4s.  Pit, 25. 3. Gallery, 15,
Doors Open at 2
BOX OFFICE (Mr. H. P. Towers) OPEN 10 to 10.
Telephoue 48 Westminster,

NO FEES.

The Managemeat beg to auuounce Wat the Relreshment Bars are under their
sole control, and all Wines, Spirits, Tea and Coffee are of the best quality.

Extracts from the Rul mide b the Lonlon Cexnty Council~The name of the actaal
acd responaible Manager of the Theatre must be pristed on every play bill. The Padlic
canleave the of the 1l exit and which
must opea outwards.

Where (bere ls a fireorool screen 1o the proscenium opeaiag, it mast be Jowersd ay
Jeast once during every performance 1o ensure its being fa oroper workiag order

Il 4a0g
bekept ree from chairs or anv other obstructions, whelher Dermaneat of temporary.

Stage Manager ...
Musical Director ..
Business Manager ..

Mr. WILFRID FRANKS
Mr. THEODORE STIER
Mr. E. TAYLOR PLATT

Figure 1. Votes For Womehprogramme, showing the matinealetails and cast of the
performances on 9, 12, 16, 19, 23, 26, 30 April and 3 May 190/tes for Womehproduction
file, Victoria & Albert Museum, Theatre and Performance Collections,London).

El i zab et WoteRfordbNomesiicsssappeared at th€out Theatre on Rpril

1907, at a time whertsuffragists were questioning what theatre was by redefining

what

Barkeii J. E. Vedrenne management bears a symbolic importance, Heairgnong

Barker 6s mot i

a vital national drama, in preparation for the long hoped for National theatre, to

ves i

n

establ i

shing a

create a class of intellectual ptggers and to offer more challenging oppaities to

constitut ed®Rohbei ntshbesa tcroilclaa b os paa d eodn.

new

act ¥ Me this end, the Court stage, between 1904 and 1907, accommodated

numerous pl ays

by

t

h e

or i gi nsach afeorgeo f

ot

Bernard Shaw, and other significant representatives such as Granville Barker, John
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Galsworthy and St John Hankin as well as European drama, particularlygavdet
pl ays anWid DuclsaachHedda Gabler*® Jan McDonald explains the
fundamental idea behind the Court initiative:

The activities of the Court actors, both during anérafthie Court seasons,

show them to be a group of actors ded

commercial theatre, to working with seriemsnded directors rather than

with autocratic actemanagers, preferably in repertory or short system

with emphais on the text of the play and on acting rather than on expensive

settingst
In all commercialism of the Edwardian theatrical enterprises, the Court Theatre stood
for a novel endeavour, encouraging new -sommercial and experimental drama
rather than highly profitable adaptations of Greek and Shakespearean dramas, and
conventionalmelodramas. Securing such a stage, whias a pioneering step
towards the intellectual theatre, Robins definitely broke new ground for her
successors inasmuch as her suffrage play did not only represent a visual and highly
sensational means of propaganbdat was also a catalyst for artists to prove their
presence in a domain where male supremacy had long been assured. This
engagement would not necessarily mearte blanchdor Robins. Granville Barker
and William Archer assisted (but did not manipul&epins in both the writing and
directing stages d¥otes for Womenhnd it was an important opportunity for her to
liberate herself from the aciananager system and to rationalise her ambition to
represent the real faces of the changing women who hatteaed from their
idleness and were seeking new identities.

Robinssawthe stage as a powerful space for women to promote their.cause
To her, plays were meant to be performed, not just read in private meetings. Robins

points at the key role of the stamgean interview, noting that public performance is

indispensable for a feminist artist to pass her ideas to the audience:
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AHave | not al ways told you?0 answer €
power and the glory of the Stageits direct overwhelmingappeal to the

intellect and the emotions by all the channels of sense. You read a book or a

play. It knocks at the door, but you may not let it in to the house of your
understanding or the temple of your heart. You see it on the stage, and it
storms an emance. It may not compel you to welcome its ideas as gracious
guests. It may, on the other hand, incite you to eject them as lawless
intruders. But you cannot Be apatheti

Her idea of theatre is apparently of an intellectuslre, which could creatively be

exploited to a political end. Robins here defines performance art as a persuasive
instrument. More than any other literary form, theatre benefits from the possibilities

of visuality and actioor efo @lawmags el iyntR
be attributed to the fact that, maybe controversially, the playwright is endowed with a
special power of creating his or her own visual world on stage, which helps him or

her provoke or shape the mindset of masses. In ¢éinges Robins appears to adopt a

more modern appreciation of theatre as an intellectual endeavour. The visual quality

of theatrical space was used in popular spectacular theatre in the Victorian age, and
clearly serious drama was in need of this visual pawattract more audiences and

to promote itself as a popular form. The real significancéatés forwWomen) asa

mi |l estone for political t heatre, Il i es
combination of performance, popular imagery and visual repi@sen of the

suffrage movement to the audience. The play appears to employ a familiar strategy,
ripened by the suffragists, to divert their political campaign from silent meeting
rooms to public spacesich asstreets, parks and halls so that they wdddable to

penetrate and redefine the-caled masculine sphere. Rather distinctively, this new
phase in the wome ndued aftar thd WSPigok theriead as wfe n t
1903% According toMaroulaJ oannou, Oi maginative tactic
who organized rallies, processions, and demonstrations of a size and scale that was

unprecedented, succeeded in arousing public interest in the vote where petitions and
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letters written by three generationsf constitutional®Tesuf frag
was a fresh start for feminist activism and, though at times problematic, most
feminist artists and womends suffrage ¢c:
promote sensationalism in raising public asveass through the use of art. Lisa
Tickner explains that
In the organisation of an impressive and unprecedented sequence of public
demonstrations between 1907 and 1913, the suffragists developed a new kind
of political spectacle in which they dramatisec thause by means of

costume, narrative, embroidery, performance, and all the developing skills of
public entertainment at their dispo4al.

The 06s prusincludelralie® and pageantries along the streets, deliberate and
sensational tactics used toads public attention to the cau¥eand any other means

of visual propaganda including sensational performances at theatrical venues or in
meeting halld’ In these ways, female artists, including painters, writers and
performers, sought to play their pamsthe creation of spectacularity in order to
convert or simply convince the general public.

More than any other form of art, theatre, being a popular means of
entertainment that could attract a substantial number of spectators and with its
possibilities o f mani pul ating audiencesd opinio
performative and transformative power, should be situated at the heart of the whole
spectacl e. Robinsbds intention can be be
spectacular strategies) it is essential to look at the elements of this strategy. To this
end, the playds dramatic for m, characte
spectacular event will be examined.

Votes for WomenWwas originally constructed as a feact production, but
subsequentl vy, at Granville Barkerabts sugc

form, which keeps a clever balance of propagandist strategies of acting and staging.
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The play, in the most basic tes, combines a number of characteristics of different

popular dramatic forms. The first act starts in an interior setting of Wynnstay House

in Hertfordshire, which is a |l arge mans
wi n d d8WEsasically introducesdrawing room setting and portrays a group of
middlec| ass characters having a discussion
a female suffragist, who is described as
(p. 31), which indicates her physicalaim and an air of mystery about her unknown

past. The second act, on the other hand, carries the arguments to an exterior setting of

a suffrage meeting surrounded by a crowd in Trafalgar Square. The act is peopled

with a large number of male and female ettrs, whom the female speakers address

and with whom they inevitably have verbal arguments. This outdoor scene gives a
panorama of the suffrage meeting and creates a scene full of discursive verbal
exchanges. The last act is again set in an interior dgavaom of a flat in Eaton

Square. Unlike the other acts, this act adopts the form of intellectual drama, revealing
Vida Leveringbds sorr owf liberal R ant a ppwetfli Ge o f
political figure, who has desertééida and her unborn chdl In this act, the play

sheds | ight on womends sexuadt omnfojr ST Vi 0 N
Jeands conver si oilas$ girbtona naature wamare Jeaniaccuasése
Stonor of his weakness and wrongdoings against Vida and symbobhgaigst all

members of her sex. He proposed/ida as a compensation for her sufferings, but

Vida instead directs him to support ot he

has got up bruised and bleeding, wiped the dust from her hands and theotears fr

her eyes [ .. .] here is a stone of stumbl
of other womends way. But [ .. .] i f many
104).
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As an essential strategy, Robins seemingly bases her play in some maeasure o
the melodramatic tradition of the previous decades. Nonetheless, the real triumph of
the play owes very much to its departure from the traditional melodrama and
drawingroom genres via its realistic subject matter, feminist argusnant
innovative chareterisation. Melodrama was specifically influential given that Robins
was acquainted with this immensely popular form, which was pervasive equally on
the Victorian and Edwardian stages. Melodrama inherently accommodates
internalised sensationalism in ordir deliver a thrilling, exciting or surprising
impact. Mchael R. Booth, in his bool/ictorian Spectacular Theatre 185091Q
highlights how O0the heavy reliance on e
moral point of view meant that from the beginnimglodrama was strongly and
stereotypically visual; t he ¥ Joethiseendd not
exaggerated displays, large numbers of actors, animals and even plants, picturesque
scenes, catastrophes and conflicts by land and sea or diteagrpersonal troubles
were common. The main problem in effect was the lack of a serious central argument
and the authenticity of real lifdn addition, the spectacular effect is delivered
through artificial gestures, elaboration and exaggeratedikaeplots rather than
creative staigpg, authenticity and powerful acting. As to these deficiencies of the
genre, William Archer asserts that Omel o
tragedy [...] It aims at startling, not at convincing, and ilicttncerned with causes
so |l ong as i*“tMoreovet, aharacterisatibnfisenot arsongthe strengths
of the melodramatic tradition and, unfortunately, as always was the case in the era,
female characters are unexceptionally degraded to naivetiplebsness or
subordination to the other male characters. Though the melodramatic formula could

mean a popul ar pl ay, what Robins attemp
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communicate her political message to her audiences via its characters and a

combination of powerful acting and performance resembling the ambiance and soul

of the suffrage rallies and crowded processions parading through the London streets.

Figure 2: Votes br Women, Hyde Park scene {otes for Womehproduction file, Victoria &
Albert Museum, Theatre and Performance Collections, London)

The spectacularity of the play is the most striking in Act Il, and closer attention is
essential for a better grasp of this effect and its critical reception. Dgfénm
common melodramatic performance with expensive tricks, the spectacular effect in
Votes forWomen!is achieved through innovative staging. The act starts with a
lengthy description of the people gathered in Hyde Park, witnessing a public suffrage
speech:
The crowd, which suddenly increases, is composed of chiefly of weedy
yout hs and wastrel ol d men. There are
out-o @vorks; three or four young women of domestic servant or Strand
restaurant cashier class; one agednao in rusty black peering with faded,
wondering eyes, consulting the faces of men and laughing nervously and

apologetically from time to time; one or two quiet looking, busiHéss
women, thirty to forty; two middkelass men, who stare and whisper and
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smile. A brisklooking woman of fortyfive or so, wearing pinceez, goes
around with a pile of propagandist literature on her Zrm.

Robinsds descriptive ability is an effec

life-like scene of a suffrage meadinbut the actual force of the scene lies in the

power of observation and her intimate knowledge of suffrage rallies and speeches. A

critic records that Omost successful of

comprising every type of a Trafalgar Sgeiaaudience, and overflowing with the

usual impromptu commenise ar ne st , sarcasti c, a¥provir

Robins was quite familiar with such meet

about womenos suffrage D& tamde ie Noveinber y an

accompanied a WSPU organi zer, Mar y3 Gawt h

Thus, the characters are drawn to personify the real individuals from the different

layers and backgrounds of Edwardian society, through which a sense daftiaitthe

is aimed at. Likewise, being a dramatist and a former acfRedsns adeptly crafts

an exceptional stage packed with a crowd of actors and actresses, which contributes

to Ot he st un ndftheyscenélAlso,$nionatdr o bringuadoat@overall

ef fect, as Samantha EIIlis notes, the st

backdrop of the square, a plaster cast b

f or Wo me n !*dThebraviewee frosthe Glasgow Heraldattested to the

success of this act following the playos
The second act of AVotes for Women, O]
contrived stage achievements seen in the West End for a long time, the
speeches of the diffent orators being so skilfully interwoven with the

interruptions of the surrounding crowd that the tragedy and comedy of the
thing held the audience for something like thoerters of an hou®.

This theatrical spectacle on stage can closely be comparedtthe suf fr ag
performative acts on streets. |I°hitbates! i e

records a documentatike event and stands for the theatrical recreation of the
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suffrage performativityAcademy b s er ves t h a tictu@ bfladondoe s u |l t
mass meeting that thrills us, and amuses us, and irritates us, and delights us, as a
mass meeting does; *®@bvicushttieadene & based on atrdale  p |
suffrage demonstration or meeting, with the intention of bringetpgnition and
sensationalism to the campaign. In real life, these meetings and pageantries
succeeded in receiving very widespread attention from the popular newspapers and
other periodicals and excited public interest in the calise.Time8 correspond:
records a typical WSPU demonstration in Hyde Park, approximately a year after the
pl aybs appearance, in 21 June 1908:
It was a curious spectacle that now met the Eye,every direction the level
flood of human faces, and above it, in every attitude aoimated
gesticulation, the whiteobed figures of 20 lady orators. [..But it is
impossible not to be struck by the skill and resource with which the speakers
held the attention of this restive, heterogeneous, crowd [...]. Most of them

were quite youngvomen, and the ordeal of facing that crowd must have been
tremendous; but not one of them was in the least disntdyed.

The account signifies the fact that stre
political speeches, theatrical performances and puldicussions. The audience here
played the most important role as the primary element of these performances, and
thus femininity constituted both the subject and object of performance as a sign of a
female presence in a public sphere which had nevertbdeo ught sui t abl e
gentle sex6. This would subsequently con
Edwardian feminists.

Particularly in Act Il, Robins creates a confrontational stage on which the
audience can watch a stirring and technicatiphgsticated discussion of suffragist
and antisuffragist arguments. The scene is constructed on interdependent guestion
answer style dialogues, and in this way a large number of issues are addressed rather

than merely focusing on enfranchisement. The ecalso cleverly displays the
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diversity of opinions that existed for and against, in both groups, so that Robins
could evince that the suffrage movement is not one of a namoded pursuit of the
vote. Instead, issuesuch asworking conditions, unequalhare of family life,
middlec | a s s womenos i gnor anc eclasa vomen and h e p
education all come up for discussion. To illustrate, a belligerent young student has an
argument with Vida on womenés intell ectu:
A Shabby Art Student: (his hair longish, soft hat, and flowing tie) They
study by thousandswh er e6s t heir Beethoven? Wher
the woman Shakespeare?
Another: Yesi whata 6 t hey ever done?
Miss Levering: (steadying and raising her voice) These quastiare quite
proper! They are often asked elsewhere and | would like to ask in return:

Since when was human society held to exist for its handful of geniuses? How
many Platos are there here in this crowd7§).

[...]

Miss Levering: Not one. Yetthatdoes6t keep you men of f t
many Shakespeares are there in all England today? Not one. Yet the State
doesndét tumble to pieces. Rail roads a
and babies are born. The world goes on! (bending over the cibgais on

by virtue of its common people. (p7)

Womends fitness for l'iterary, educati one
matter of discussion in Victorian and Edwardian societies, as women were not
considered to be sophisticatedtalented enogh for serious engagements. However,
particularly middleclass women frequently attempted to take on literary and political
careers. Robins here states that womenods
by the fact that they were not representednieliectual spheres, which was taken
advantage of by ansiuffrage groups.

In Act Ill, on the other hand, Robins reassures the audience with a prospect of
an optimistic future for women. The act
col | ect i mustsget:the éowwktions of life made fairer. We women must
organise. We must learn to work together. We have all, rich and poor, happy and

unhappy, worked so long and so exclusively for men, we hardly know how to work
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for one anot her .(p. ByHer craien isnan sssentidl @atrointhed
suffrage movement as women were mostly in need of a united campaign to achieve a
more egalitarian society. I n this sense
stronger woman. The last act reveals that Vida bawillingly to abort her
illegitimate child by George Stonor, and this experience ultimately enables her
transformation i nt o abebrging] toihs little cladsedf i ni ng
ar med wo4Rke Hed frugtration and disillusionment lbate a transformative
power which turns her into a feminist agent in the end, convincing Stonor and Jean to
join the ranks of womends suffrage cause
direct the angel 6s ener gi es oif nthoe®s esrevxioc
Channelling the individual cause to a common good is here suggested by the author
as a higher purpose for her sex.
In the formation of spectacularity, Robins creates a body of characters who
are ostensibly taken from ordinary life and who symbolically repretbentarger
Edwardian society. Act | demonstrates an archetypal example of the sexist mindset
of a patriarchalsociety. The male charactérs6 we al t hy county magna
(p.33) ;-i mpetfantd Richard Farnborough; 60t h
(p-28); and O6a -barededesmtiobsixty woéi Lved John Wyn
28) 1 are specifichy drawn or, more accurately, caricatured to represent middle
class masculinity with their manifest bi
in private and public life. Greatorex, an old misogynist, openly despisesd a 6 s
support of women actingiot si de t heir Oproper spherebo.
Greatorex: | protest! Good Lord! What are the women of this country

coming to? | protest against Miss Levering being carried off to discuss
anything revolting. Bless my soul! What can a woman like you know about
it?

Miss Levering: (smiling) Little enough. Good morning.

Greatorex: (relieved) I should think so indeed. 38)
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And in another conversation, Lord John discloses that the women who seek direct
involvement in politics g the ones who should be avoidedst:
Lord John: ( wi t h geni al affection) My deat
charming views and sweethearts who help to win seats. [...]
Miss Levering: Mr Greatorex objects only to the unsexed creatures iwho
ail
Lord John: (hastily covering up his slip) Yes, yes, wheant to act
independently of men.

Miss Levering: Vote, and do silly things of that sort.
Lord John: (with enthusiasm) Exactly. (p4i 35)

Vida clearly mocks Greatorex and Lord Jo
on which Robins wrote an articlatér in her career. Their ideas on femininity are
allusively directed to wo msuffrige accusatioal | ect
was predominantly based on the assumptio
(by reason of their inferior capacitidsck of education, physiological frailty and
economic dependence); and®society woul d |
Robins is inclined to destabilise these unreasonable portrayals of women and
guide them to the public spaces of the masculine bourgeois socetgrtheless,
towards the end of the nineteenth century, the solid status of male supremacy started
to be tested, and even harshly damaged,
emerged alongside soeexonomic and political developments. Elaine Shaavalt
underlines tk fact that
the redefinition of gender took place at the turn of the century [and] was not
limited to women. Gender crisis affected men as well as women [...]. It is
important to keep in mind that masculinity is no more natural, transparent

and unproblematic than Afemininity.o
defined within particular cultural and historical circumstances, and the fin de

si cle also marked ® crisis of identi!
It is critical to see that a pervasive feaeav t he sur vi val of the
i deol ogy6 was perceivable in the subcons

gendered spheres rai®n the argument that woman was an inferior form to the
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onor mati ved mal e sex, ywiledcallandwsogial scerdisist i nu a
intellectuals, politicians and even ordinary men in the-tateteenth century and
was still valid and ubiquitous in the Edwardian age. It was predictably a strong
element of theans uf f r agi st sd c | athumigsmdog publio ani wo me
political life. Furthermore, female characters as dependable wives, devoted mothers,
domestic workers or helpless females in mainstream literatere inseparably
portrayed in the soci al andvomehtser gplr ope
sphere. Bian Harrison observes that sexual and subsequently social boundaries were
created to distinguish two sexes on biological and social terms. To clarify,
antis were much more ready than suffragists to emphasise that at least half the
female population are at one time reactiing through menstruation,
pregnancy, breageeding and so on to stimuli not present in the male body

at al | . [ .. . ] Ma n, with his O6katabol.
Antis: woman, owiftolr cheer s&amaebsSdl iecndur es

He al so mai nt-auifragsst vievih af womantwlasegovarnet entirely by
concentration on %aneitwas agued thag womennwgere nob | e 0
capable of pursng a career outside their domestiartes. They were in agreement

with the conservatives on the issue that women are biologically different from men,

and so there mudbe a distinction between their functions and roles in society.
Bearing that in mindthe masculine scientific and sociologiadiscourse laid a

significant basis for ans uf f r agi s m, as shown by Grea
aversion to the suffragist wo men, who w
social interaction and to normalise their public existence. This aversion is also
infl uenced by the suffragistsd or suffrac
autonomous shrieking women and the assun
unfortunate an d® The angeeof theo Edwaedian astiffiagisis.

towards tle untameable suffragist is due to her violation of strictly defended gender
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boundaries. InVotes for Womenthese fears and anger are repeatedly addressed by
the male characters, who cannot stand the idea of women as political campaigners.
Ro bi n s 0 8s porttayabof tkese men indicates her desire to show the absurdity
of omnipresent discussions about womenos
Situating women at the centre of the main argument constitutes a spectacular
strategy Robins seeks to realise\inotes for Women! She believed that women
would need to have a larger stake in public affairs for a greater change to come, but
this is more than just a straightforward conversion; it entails a new notion of
womanhood outside the existing gender definitiand masculine taxonomies. Her
design of the modern woman is thus depicted in stark contrast to the existing-middle
class women who were diminished to decorative objects and obedient beings. In this
sense, one of the | mpor tmayistobubstantintethen s o f
fact that women urgently need more support from the public, particularly from
lower- and middleclass women. The play aims to fulfil the critical task of winning
over audiences, particularly women from different social stittaoughout Act I,
Vida wants to make Lady John and Mrs Heriot, two married middiges women,
see how they are ignorant or apathetic t
comfort of their confined lives:
Miss Levering: A h , t hen youonlthe gibh esaw dyihgeim & st e d

Tramp Ward a little while ago. Glad her cough wasworesen | v she must
die before her father.

[.]

Mrs Heriot: She should have gone to one of the Friendly Societies.
Miss Levering: At eleven at night?

[..]

Miss Levering: (r ef |l ecti vel y) 6Twenty vyears! 6
traindafgemed he girl and the Wrong Pe
end . .. (Mrs Heriotds eyes flash.) (p.
Womends sexual subjugation is a poser ful

criticism is here directed to her own sex, some of whom ignore the problem of sexual
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exploitation. It is true to say that sexual oppression was not only a matter of lower
class femininity, but women of all classes were under the control of sexuatgoliti
Here, Robins shows that midettass femininity could have a certain influence on
social life, but middleclass women pursue an idle domestic life, remaining
insensitive in the face of a common trouble.

As a counterbalance to this idle lot of womergbRs strategically places
Vida Levering as a central middtel ass suffragist and sets
stories in the play as alinktothemiidwe nt i et h century femini
is politicald. Vida i s mmmarrieds midoleaged r ay e d
wo man, actively supporting womends pol it
before other members of her sex. She sy was on [a] initlegr i ma ¢
Underworld(p. 40).l n reply to Jeands quheosghthen abo
di fferent parts of the city, she iWieveal s
(turns to Lady John) Youol |l never know h
in good clothes. The bold, free look of man at a woman he believes to batdéstit
you mustfeelthat look on you before you can understaird good hal f of
(p. 40). It is striking that Vida is an intimidating adventurer, who freely travels
through the public spaces of the city alone to discover what is hidden from her and
ot her women of 6éthe respectable classesbd.

Barbara Green explains modern womenos
faceted phenomenon, defining activist women both as a part of female spectacle
appearing in a newly discovered social life and also a curahserer of this
spectacle of modern life:

Virginia Woolf was emboldened to streetwalk because the suffragette

mar c hed first, t hat t he suffragetted
between thepassanteand thef | ©n éaiveeen womaasspectacle and
womanasspectatof®
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The separation between these two roles of the modern woman is embodied in Vida.
She is not restricted by the invisible fences of social expectations through her
ambiguous status in society as a political activist. However, thereasalganger of
attaching artificial meanings to Vidabos
fl ©ntuem Janet Wahlel f 10V iasrithilcel eFl ©neuse:
Literature ofModernity, which conceptualises the modern marnaasalef | © hoe u r
obsrver of modern suburban lif¢.She at t e sftls© nteeuattollerdis h e
characterised by his Afreedom to move &
observed, but nev e PBltthis defindianisirather limitédttoh o t h
explainsfi f ragi st womenés purposef ul strategi
Edwardian society, making the city an open theatre and a space of transgression and
countefr e pr esent ati on. The suffragists did 1
and fragmentarygxer i ences i n new discovered spac
Woman [...] wanted the streets of metropolis to herself, free from the constraints
imposed by the impropriety associated with appearance of unaccompanied women in

the public spaces of the a8 In this sense, the New Woman was a lonely and free
adventurer who wanted to learn more about freedoms, excitements and experiences
that were exclusively available to men in her time. On the other hand, suffragists
were more than mere obsernferl © n.eThey éasl an overt political identity and

their participation in public life could not be explained as only being female
spectatarobservers. Beyond that, they were intentional public intruders and
campaigners, ananore importantly, they were not justdistinct individuals but, as

Vida represents, they were admired, feminine and adamant figures of their age.
Considering popular culture as an exhaustive source for any artist, who either adopts

or rejects its paradigms, it may be argued that in her creafithe female subject,
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Robinsds approach is somewhat eclectic b
derivative. Asshe was amrtist, it is inconceivable to claim that she was unaware of

the popular perception of women in Edwardian culture, @ng arguable that

Greenbds traveller type can only represen
as a newype.
It is Iimperative to find out what S 0|

have been derived from. The image of a glamorous, wittlyceecorous woman who

is endowed with implicit or unexaggerated sexual allure was not new to the suffrage
theatre. The glamorisation of women, according to Peter Bailey, finds its roots in the
popular entertainment venues of the Victorian age, namelyrs) bausic halls and
ultimately on the musical comedy stafeBailey tries to explain the rise of the

popular image of actresses, dancers and other female performers through the term
6parasexualitydé, or t helnlisiookRbpubr€diturgg r o u n d
and Performance in the Victorian Cjthe intriguingly puts forward the argument

that lateVictorian popular culture encourad an ambiguous appearance of
sexuality. This implicit sexuality displaced the more explicit and rough forms of
popular entertainment of the midentury. This redefinition of female sexuality
deter mi nes 6t he woman as bearer of gl ar
o b j & ¢&le also states that the plays popularising this notion were so popular that

The Shop Gitl for instance, ran for nearly six hundred performances in 1894 and
1895”2 andin its redefinition, the most familiar usage of the word can be seen in its
description of the Hollywood stars of the 19363 his was a new interpretation of
sexuality on the populastage where women were described as pretty with a
contained sexual appeal. Bailey replies

musi cal comedy for women [...]?206 as foll
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Womenods adul aasstarsnsuggelsts avreaaerasponse to newly
fashioned consumerist ideals of feminine beauty and success which
reinvigorated traditional motifs of social mobility and happiness. [...] musical
comedy cast women as active and competdventurers, which delighted
them as an audience, for on Archerds
men in assuming the worldly identity conferred by knowingrigss.

The stage in this sense is a liminal space representing not only a phenomenon of
popul ar culture but also womendés increasi
case that feminine charm, which was on display in shop windows, in department
stores,on streets,n halls and on theatre stages, was an undeniable part of ordinary
Edwardian life. Female shop assistants, customers, feminist protestors, public
speakers and, surely and most popularly, artists and stage performers were all new
participants in social life.

Clearly, though, Robins does not adopt this popular image in its dorde
Her notion of the modern woman appears to be of an intellectual and dignified kind,
one who is physically attractive, intellectually intimidating and individually-self
sufficient. In a way, she is an idealised woman who is part of the masses of other
people in spaces of social interaction and also outside it, observing and learning its
role in this structure. She thus epitomi
middle class nor working class, neither an angel nor an ugly spinster, but moves both
outside and within the public spaces, promoting her feminist values and guiding her
own out of the exploitative system. Her elusive position gives her the possibility to
go beyond the boundaries of society.

I'n this reformul at i bdlew Worhan €oestitutes iam i t vy ,
essenti al part of the construction of Ow
fashioned to situate woman in the centre of modern life. Lisa Tickner claims that

The Victorian and Edwardian public expected to see the virtuesiees! of

femininity written on the body, [and] were couched [...] in the detailed
interpretation of physiognomy, gesture and pose. Since this was a visual
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matter it was of particular concern to suffrage artists. [...] The image, striking
and condensed lka slogan, could cut through the fine detail of political
argument and impress itself directly on even the illiterate, the uneducated or
the casual passéy. 6

Robinsds women represent beauty along wi
the simpleimitations of female characters drawn to be performed as sexually
attractive and simpleninded beings. Vida Levering and Miss Ernestine Blunt, the
platform speaker, and to some extentthesniif f r agi st pol-to-bei ci an
Jean as a new convecbllectively embody the new modern woman of their age. All

are depicted as physically appealing, smart in feminine clothes, and intellectually
cultured. The new feminine look is a part of constructing @omn the notion of

physical attractiveness whits mostly to frustrate the masculine rhetoric rather than
exemplify the traditional middielass refinement. Patricia Marks maintains, at the

end of ni neteenth century, 60t he New Won
representation of the ideas she stémd The outfit that announced subliminally that

a man was in control carried {'H®vevera me me
Robins did not opt for masculine fashion or appearansfich was repeatedly

exploited by the press. The depiction of the sgiBtispeaker Miss Ernestine Blunt

is given at the opening of Act Il amidst the crowd watching the suffrage meeting or
passing by as follows: O6one better turne
and gracefully built, with round, very pink chesgKull scarlet lips, naturally waving

br own ho8)iLikedvise( \fida is introduced to the playa si mi | ar way:
(par asol on her shoul der) i's an attract.i

woman of thirtytwo with somewhat foreign graceéhe kind of whom men and

women alike say, iWhat 60s her.d®slegreothey ? Wh )
heroinebs attractiveness is not to earn
essential part of her unique and dignified identity. As Barbar@ @re put s it ,
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reference to [Vidaos] own maternity and

sexual and materi al bodies of ot hé&r WO me
This portrayal o f Vida as the mNewer n he
Wo ma n , who i s not afraid of her sexuali't

charm do not prevent her from a commitment to other women, and they are an
i nseparabl e part of her identity as a fr
suffragsts are thus representatives of a new group of women who dare to challenge
the fossilised ideals of masculine imagination.

The most essential function of this female subject in the play is to destabilise
the widespread image of the suffragette€dwardian literature and the media as
spinsters or masculinised figures and to create an attractivedngsied and activist
wo man . Lisa Tickner notes that oOthe suff
of inherited images of their own sex crhby male artists, journalists and novelists:
the womanly woman, the fallen woman, the shrew, the slut, the strong minded
wo man, the hysteric or th®Inadldufedgistng [ ac
are harshly accusedoof chaimg oémanl|l ydho Me
be able to say ASuffrageodo widf{ph3dd)yand bl ush
Greatorex describes them as O0the sort of
typical English spinst erbiish § possibl8a@lysion Thes
bet ween the mascul i ne ninetenttv celoynemd fémale f t h
suffrage campaigners of the earlywe nt i et h cent ur y. Clearly,
Levering, refl ects t he -glabsangnidy that beesitlee r e a c
activist women as ounwomanl yo. Levering
stereotype®f her time®! but at the same time she stands for the real suffragettes in

the public arena, many of whom were middiass, welleducated anctlegant
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figures. The critic fromlhe Tmesa s ks t he questi on: 0 Why, k
Levering take such care to make the best of her good looks and pretty figure and
wear such charming fr ock8H himnslfrespondsto pl e a
these char ms, significantly wvalidating Rot
new femininity: Obut what i's not doubtfu
headway than it does if all its advocates were as fair to look upon, as agreeable to
hear, andas beautifully dressed as Miss Wynne Matthison [who played Vida in the

p r od u &tThio ferhirdnity is the new spotlight of a whole spectacle, which
signifies the emergence of modern woman as a dramatic charattem the

spectators can witness, integpand identifywith.

1.4. Suffrage Performance as a Spectacular Event
Robins desired a theatrical performatitat would be an event for women to gather
under the same roof and prove their support for their cause, as their enthusiasm was
repeatedly quesined by the social and political circles of her time. She recalls one
of these demands:
A member of the present Cabinet asked me, in an interval when there was no
by-election to enlighten him, why Suffragists did not hold meetings. One
society alone had kkthroughout the length and breadth of the kingdom over
a thousand Suffrage meetings in the preceding month. [...] They had been

qguite orderly, and the Press wildl not
something sensational happéhs.

Despite manydéfort s t o make the gener al publ i c
there was still a hesitant reaction to the overall campaign. Muoiss forWomen!
contributedto the general publicity of the movement and created a new momentum

in the inventive space of performance art. The production, as a spectacular suffrage

performance, was a successful event given its critical reception in the press.

58



The Observercreditedthe escalating popularity of the play after its initial
appearance on the Court stage: 0t he prom
bill at the Court is largely due, and it is certainly upon this that must mainly depend
for popularity with that widemlaygoing public [...]. Whatever it may be as an
argument , it i's certain that as an ente
popul ar % Jhecptag actuallp was scheduled as matinee performances
particularly for female spectators, but as itpylarity rose, the producers extended
t he pl ayos run for mor e mati nees and €
VedrennéBarker management permanently ceased their own Court Theatre
operations$® It was also recorded byhe Observédfs cr i t i ¢ Theatet t he
performances of the play attracted a substantial number of female spectators:

The ladies in their generous enthusiasm enjoyed a great field day at the Court

Theatre on Tuesday afternoon. On the stage, with their demand,

unconscious!| Wwot esnifcoal , Woonfen o t hey

eloguence of heart to heart sentiment which pours form dainty lips so much

more persuasively than would anything like the stern logic of cause and

effect. In the front of the house with their eager applause thegdhag a

feast of reason what was really perhaps only a flow of soul. On both sides of

the curtain, in fact, they were their dear, delightful, inconsistent, contradictory

selves, and in their own unmistakable pleasure they gave pleasure, as is their
want, b everyone els¥.

The antifeminist and overwhelmingly misogynist sentiment of the critic implies that
Robinsbds theatre was becoming a meeting
became the centre of the pressodés matent.
this newly found territoryvas harshic ondemned by critics. Cil
definition that Operformance [ either t h
conservatively reinscribes or passionately reinvents the ideas, symbols, and gestures
that shap®t BBecplay | nf @bt be thought of a
theatrical and political experiences in a new artistic and performative act, which

redefines the purpose of the theatre as a radical and transformative space. For furthe
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clarification, Ma x Herr mannos theoret.

apioneering contributor to the modern theory of performance, he states in his
writing that
the original meeting of the theatre refers to its conception as social play
played by all for all. A game in which everyone is a playeractors and
spectators alik¢...] The spectators are involved asplayers. In this sense,
the audience is the creator of the theatre. So many different participants

constitute the theatrical evetitat its social nature cannot be lost. Theatre
always produces a social commuriity.

As Erika FischeiLichte notes, Herrmann defines the theatrical event as the
co-presence of actors and spectatwh® constitutethe performance by their bodily
co-presence which creates a relationship between -otjects®® Here, the
performance suggests not a theatrical artificiality of dramatic presentation, but an
eventthat comprises performers and spectators creating a communal event. Robins,
throughVotes for Womenkenterprets what the matinees (of Ibsen and other plays)
had realised and meant to women about a decaiber. Namely, matinees
functionedasa space for thebservatiorof performedfemininity. They encouraged

the development not only of a new drama but also of a new feminist self
consciousnes¥. In this inventive space, Robins-cenceptualised theatrical space
with the glamorous effect of the spectacular performance and its ecdpfi
women. What Robins did was essentially to translate the argumentative power of
drama and the persuasive acting of performers into the powerful space of theatre, to
transform its spectators and, in a wider sense, the society by shocking them with

suffragist arguments and attracting them through physgisedentation. Thoughn

C

Votes for Women!the per f or manc e does not i nclude

involvement, at a symbolic level it creates a female collective by transforming the
individual identitiesinto a new unison and redefining the normativity of popular

entertainment.
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Accordingly, this effort proved to be fruitful considering that the realisation
of Robi -wisheddor dufrageyperformance prompted other respected figures
to follow her led, and it gavesomesignificant momentum tohe suffrage theatre
movement As a result of this triumph/otes for Womenproved its authenticity and
efficacy as a theatrical production and gave way to a number of theatrical initiatives
whose designers fadlwe d Robi nsdés strategy of wvisual
These in return brought about a wider admiration and encouragement for the
theatricalisation of suffrage politics and subsequently for the suffragist/feminist
cause. Edith Craig, for examplgtarted the Pioneer Players initiativehich helped
emerging playwrights stage their plays. Similarly, the Acessisranchise League
was founded to offer a political platform for actresses and other women who
6espoused perf or mance pabic attentiomeam female o f d

di senfrarfchi sement 6.

1.5. Afterword

I n Lisa Tickneroés words, 0The Edwardi an
afterglow of Empire, but in essential respects the years of the formation of modern
Briti s hltdswbvioustr katt, during these years, a
o f womes as$ fiseildncy and i ndethenmdenncéwho a
advocated and embodi ed h ajpP*durthermord theye d u c a
were unquestionably role models for women ggiting through the economic and

soci al barriers of the age. In this con
working woman and subsequenthg a female writer and enthusiastic suffragist,

exhibits the enormous effort of a great woman who was tisfied with the

limitations of the social and literary milieu in which she lived. In the most

exasperating years of her acting career, she showed her unique character by taking a
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paththatwas hardly preferred by her contemporaries. It is difficuigsert that her
Ibsen production was wholeeartedly appreciated or entirely understood in
intell ectual spheres, which I ed her to a
stage when they didnoét understand® her i
However, still for Robins, playing Hedda, Nora or Hilda arprivate stage or in
public matineesvasa unique opportunity to display her ability and feminist stance.

As Cicely Hamilton asserts in her bodkarriage as a Tradg 1 9 0 9) 6any
woman who has maintaad even a small measure of success in literature or art has
done so by discarding, consciously or unconsciously, the traditions in she was reared,
by turning her back upon the conventional ideas of dependence that were held up for
her admiration in her ydul*®. ©harlotte Canning, in her articléEeminist
Performance as Feminist Historiographychoes a similar statement thidie
feminist tradition [tha)]seledsed [feminsta and femaidist of h
artists] f rom bei nogpressivehanddistrimidatoty yraditiohse p a s
and allowed them to create new forms of knowledge and new practices emerging out
o f women 6s %eComsidaring ethratc RoBirts .acted in popular Victorian
drama and passionately campaigned for a stiagiewould allow women to show
their theatrical ambitions and social strife, her suffrage Wlatgs forWwWomenlis an
eclectic but welformulated fusion of different dramatic genres, which were
exploited to a new end. JustifiabRobins fed off her own theatricakgeriences and
the 6New Drama Movementoé of her ti me. O
feminist drama is quite innovative in style and strateggating sensation and
inspiration for the suffrage cause.

A major element inVotes forWomenlis its stong condemnation of the

oppressive system of politics, which clearly stemmed from similar systems prevalent

62



in the masculine culture d¢iie Edwardian era. In such a social system, women could

not escape from being silenced creatures who were assignedatoxitiary entities

in sockety. Robi nsds wladthusia anéermme thepsabgugation of her

sex under masculine codes of bourgeois morality and an autocratic system of control
in literary and social life. To do so, she takes on the more stimgilaut daunting
task of staging a feminist P \eny fpaysomala n ¢ e
experiences.

It is true that the main purpose of the suffragist astias to dilute anti
suffragist and amdieminist rhetoric regarding the fithess of waméor political
affairs by creating an image of modern feminifftyder femininity is a reply to the
accusations of masculine intellect concerning the originality of literature produced by
women. Through her heroine, Vida Levering, Robins shows thabhahtirnedher
back on purely imitative attempts of her sexorder toattestto the genuineness of
their literary creations. She offers a new female portrait as a response to the
masculine drama riddled with stereotypical representations and inevitably reacts to
the state of the culturally and economically handicapped midd$s fenminity of
the theatrical profession under masculine autho®y b i NWa&ed for Women!
embeds the imagery and arguments of suffrage andsualifthge discourses,
employing a clever strategy of utilising the possibilities of spectacular and visual
tactics.

Her efforts on the earfwentiethcentury stage validate the politicisation of
womends campaign for emanci pation in th
ORobinsds real genius was i n hemjsheoi ce &
[would] use orplatforms [and particularly on the stage] all over Edwardian England

to convert women t.%Rdbihseherselbangsee haf ©emenbs
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most important and most indispensable services to Social Reform would have to be

undertaken by the watr.’8°@hat is,Votes for Womeris in a way the sublimation

of Robinsodés deep de g%irsignalk ber sersg af butyiaga us e f

female artist, underpinning O0the convict

intellectualshadake rol e to play in brifging about
Votes forWomenlis of emblematic significance in the launch of political

feminist theatre in two crucial aspects. First, Robins struggled to stimulate the

construction ofa new culture of theatrical reaction among women, not only among

playwrights and actresses also amonghe female audiences who came to watch

the representations of their own problems, desires and demands; seeing themselves

on stage encouraged womenctwose theatre as a new platform and space for the

articulation of their desire for emancipatiddecondly, Robins should be thought of

the herald of the modern feminist stage. In a radical move, she not only wrote in

favour of wo me n 6asopatmamea atpha forefoont ,of alpuibtic

movement, making them agents of change. Her drama guided her own sex towards

liberation from the paradigms of conventionality both on and off stage.
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Chapter 2. Cicely Hamiltonds VWptiomln : From
Cicely Hamilton, an actress, author, playwright and one of the founders of the
WWSL, wrote some of the most celebrated plays of Edwardian suffrage.
particular her three play8i ana o f (1%8)bewithe &steNVas Won(1909)
and A Pageantof Great Womer{1909) brought her publicity and success, making
her a soughafter member of the suffrage movement. These three plays differ
considerably in their plots, characterisation and theatrical strategies, and yet each
functions as a medium for thel ay wr i ght to raise Edward
awareness, encourage female activism anda
womanhood to attract and inspire ordinary women.

Diana of Dobsof saised awareness of the labouring conditions of working
women and showed how they could transform and enjoy their lives if opportunities
exi sted. It was a decisive momehetasa n Ham
respectable playwright and helping her to overcome her pessimism about her career
prospect$.How the VotéNas Wonis a farce aimeét entertaininghe audience with
a comic portrayal of an ansuffragist husband and his docile wife.Pageant of
Great Womenon the other hand, perhaps true to its iconic title, stages a glorified
image of eminemvo men i n history to enthuse ordin
accomplishments and future potential. As soon as it opened at the Scala Theatre,
London in 1909,The Pagealts r epr esentation of femal e
way for further performancest other suffrage meetings such as those at the Royal
Albert Hall and other halls outside Londohhe Pageanwffered alternatives to
ordinary women by showing the diversity of successful women and capturing the
imagination of the public (or at least tlparticipating or contributing spectators)

through a spectacle of exceptional femininities. This chapter thus aims to shed light
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on Hamiltonds constructions of ordinary
seeminglyseparate but reconcilable groups. It vélixk a mi ne Hami |l t onds

presenting Oexceptional 8 women to attrac
l ook at Hami |l tonds t he & tproductians in giffereatt e gi e

settings.

21.Di ana of: DAMsOmdisAdventureGi r | 6s

Hami | Doada of, DsbBobndoked OA Romantic Co
premiered at the Kingsway Theatre, London 12 February 1908. It provided a
significant breakthrough in Hamiltonds t
Ashwell, thef amous actress and the playds prod:
the play, encouraged Hamiltonto wrilei ana of aDbbesosési ng Har
oneact play The Sixth Commandnteim 19072 This collaboration evinced the
possibility and fruitflness of female collaboration to achieve more than a single
woman could by her own means. It was an exemplary partnership: Hamilton
authored the play while Ashwell chose the title and the play debuted under her

managemertt.
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\ Y - Y
IN A NELL

LENA ASHWEL
AND THE ENTIRE COMPANY FROM HER

KINGSWAY THEATRE, LONDON,

“DIANA OF DOBSON'S”

By CICELY HAMILTON.

The Company mclude

I JENA ASHWELL
Miss FRANCES IVOR Miss GERTRUDE SCOTT
Miss MARY BARTON Miss NANNIE BENNETT
Miss DORIS LYTTON Miss ADA PALMER
Miss BERYI, MERCER Miss MURIEL VOX
Mr. NORMAN McCKINNEIL
Mr. C. M. HALLARD Mr. DENNIS EADIE
Mr. T. A. SHANNON Mgr. W. LEMON WARDE
o
PrECKDED EACH EVENING RBY
66 s \ » \ ) o X
IHE LIKES O Shits
By WiL¥ren T. CoLeny.
Miss BERYIL, MERCER MASTER PHILIP TONGE
>
Husiness Manager MK, WALTER MAXWELL.

DATID Aries A Nowa, Lan

Figure3: Di ana of prédaction bandbil, Kingsway Theatre, 1909(Di ana of Dobsoné
production file, Victoria & Albert Museum, Theatre and Performance Collections, London.

After an astounding 43 performances in 1908it had a furtier thirtytwo
performances in 1909 before Ashwelcidedto take a break due to exhaustion

caused by her hectic theatrical schedule at the King8Wée play was also later

revived with seventeen performances at the Savoy Theatre in New® Yidré.

winning formula was a balance of courage and the vision of two women: Ashwell
proved that, as a female manager, she was capable of managing a profitable theatrical
venture and Hamilton showed that she could write a play that would appeal to the
public and criics despite being advised earlier to write under the gesmiérguous
pseudonym O0C Hamiltono6 fThe reshivimas a sucaessd e s i r
t hat brought the necessary financi al su

Kingsway repertoirewhich was only hesecond productioafter Irene Wycherley?

71



L No. 780, Vol LXIL WEDNESDAY, FEBRUARY 19, 1908, SIXPENCE.

LW,

Figure 4: The Sketchmagazine over dated 19 February 1908, showing #hphoto of the
dormitory scene fromDi ana o f atihe Kimswaydltfeatures (from left to right) Nannia
Bennett as Miss Smithers, Lena Ashwell as Diana Massingberd, Christine Silver as Kitty Brant,

Doris Lytton as Miss Morton, Muriel Vox as Miss Jay.Di ana o f prodaction @iley 6 s
Victoria & Albert Museum, Theatre and Performance Collections, London).

Di ana of ofdemsbwvithoa @odrayal of female shop assistants tdnee

returredto their dormitory after an exhausting daye heroine, Diana Massingberd

is one of these women who scrape a living at a drapery store owned and regulated
rich businessman Dobson. I n the first ac
share of an unexpected legacy from a distant cousin who dies suddenly without
leaving a will behind. She instantly makes up her mind to set off, initially for ®aris

buy new, elegant, and fashionable dresses, and afterwards for Switzerland to spend a

onemonth holiday by herself. She does so in spite of all the protestations and advice
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from other shop gir-ledsbdarmngot Wwehewho p b
money should be invested sensibly in a bank to provide her with a small income.
However, nothing can persuade Diana as she is resolute in experiencing, in her
wor ds, 6 a onceoily kel lifet Thevsedbnd act takes place in a hotel in
Switzerland, where Diana meets Captain Victor Bretherton, a young officer, who
earns a A600 a year an d-to-doswifeaqmamtaiems | y i
l avish |ifestyl e. Th e cré@dsexamiaes Didna to find out Mr
if she is a suitable, namely affluent and respectable enough, match, and she
eventually gets the false impression th
A3,600 a year, which woul d makhethitrdaat, a su
the Captain proposes to Diana, but she turns him down by declaring she is not the
person he has been looking for. She also criticises him for being a metaphorical
parasite who is solely dependent on his social standing and family foendegho
has not even tried to stand on his own feet. The fourth act is set on the Thames
Embankment on an early morning, approximately three or four months later. The
scene begins with a policeman forcing the homeless poor to vacate the benches they
restp on. To his surprise, one of those poc
former senior. He has been trying to make a livingttierdast three months, but has
become disillusioned by his inability to find a proper job. He runs into Diana, who
has als been despondent after losing her job due to an illness. They are equally
desperate and Diana gains respect for the Captain after hearing of the challenge he
has taken on. Their acquaintance seemingly develops into-éoned love between
the two, and té play concludes with a prospect of their marriage.

Di ana of foluseb srmothedpotential and possibilities of ordinary

working women in the Edwardian age wiwerefascinated by new opportunities but
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controlled by the despotic institutions of masestomption and occupation. The play
questions the extent of freedom for women without stable financial means in their
private and public lives. This section of the chapter will thus be concerned with
Di ana ofd Dpdrstornaya | of an amsrofia lifedhatycanw o ma n
offer her the freedom to achieve her potential. It will also explore the possible
complications of t he pl ayobs centr al t he
strategies of the popular stage.
In the constructionoDi a na o fs, HAholtbnsceated a modern version
o f t he ¢ Ci, whicke was linfroduted toaEhgtish readers by the Brothers
Grimm in the 1890sThe essence of these stories was the rise in social position of a
girl who makes a fortunate marriage. In 190 Olserverconfirmed the popularity
of these plays stating that Opeopl e have
seeing a A Gimitadyearpantomim®irdderellaopened at Drury Lane in
1904 and at the Adelphi Theatre in 190he Era Almanacalso records that
Cinderella achieved itsone hundredth performance on the Drury Lane stage in
19061 Among all contemporary and revised versions of these stories, the Edwardian
musical comedy was the one that successfully modernised the transformation of an
ordinary girl story by generically featuring a workintass girl whobecomesan
exceptional lady by marrying a wealthy man. The genre was originally popularised
by George Edwardes at the Gaiety Theatre in the 1890s throughspletyss The
Shop Girl(1894) andOur Miss Gibbg1909). According to Len Platt, the genre
was a celebration of feminine performance in more ways than one,
establishing what it understood to be the new qualities of the femaléd actor
Obewitchingd persomiadudryt 6 calati inngy 6arsd

s ense o fi and mapping thése against what it took to be the essential
feminine characteristiGsé gr ace 6, Ochar¥o and ofasci
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It could be said that musical comedies of the era feminised the popular stage an
provided a reformulation of female performandéiey combined two seemingly
contradictory qualities On the one hand, musical comedy was concerned with
ordinary working women. Rappaport stat e:c
hapless victim, she bemes an actress whose femininity acknowledges, glorifies,
and mast er s ¥ Phe misical m@medy ehéroine is thus an ordinary
working-class woman who has exceptional qualities that will openher a
completely new life. Although the male charactare generally stereotypes of
Edwardian society a selfmade businessman, a store owner or a young son of a
wealthy familyT women are diverse, clever and attractive members of the working
class, who are not satisfied with what is offered to them in freiiessional and
private lives. The ordinary heroine is empowered through her individual qualities,
which are enhanced by the spectacle of feminine charm and comic performance. In
this way, musical comedy accommodates both ordinariness and exceptionality,
suggesting that a clever woman could improve her circumstances by making herself
distinctive among members of her sex. They thus offer a modernised version of the
almost universally known transformation of an ordinary girl story.

Hamilton, intentionallyor not, reconstructs the popular shop girl of the
musical comedy stage in her heroine, Diana. She is ssfigeed and venturesome

girl revolting against her mundane and unrewarding life and yearning for a change.

In Marriage as a TradeHamilton attackt he st ereotyped, -or in

type[d] & womanhood of her age, which she
homel oving, [é] submissive, industrious
a desire to please, wallessed, jealous of their sexelfssacrificing,
cowardl vy, filled with burning desire
sinking their identity and interests in the interests and identity of identity of a
husband?
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Hamiltonds original i nt ent i algodamaostratea me t h
that Diana is an antithesis to stereotypically passive and submissive Wwoliten.

title makesr ef erence t o what Rappapowmeaoafl | s t |
a new age promoted in the form of sensations more readily available in the
commaecial and entertainment areas of publicffd hi s al so signi fi es
keenness to try new experiences: having a holiday abroad, shopping for new clothes,
pretending to be a middidass lady and flirting with men freely as a single woman.
lnagner al sense, Dianabs entire experienc
of transformation. In the first act, her personality is exposed further by her protest
against the idea of staying in the same occupation and making a sensible investment
forasecure future. She reveals that she |
f oremost Dobson and the Pringle womanoé
di scontent with the wunexciting and exha
6fi ni ng an @9 byahg lgossrandis forewoman, whose job is to ensure

that female workers are managed and strictly controlled. Thus, as an untamed soul,
Diana is not frightened to show her frustration with her mundane and unrewarding

life.

Hamilton provides aepresentation of her ideas on marriage through Diana.
Marriage is an important theme of musical comedy plots. Peter Bailey observes that
musi cal comedy, as a Otypical apot heosi s
above her station as the due remd f or her own’ Thengeneer e nt
suggests that a working girl could better her position in life by taking work in a
department store, so she could meet a match from a higher class and her life could be
transformed. In this sense, the ambitidragyirl todmar ry up6 i s often

the girl is rewarded with a new status. For example Shop Gir(1984), a very
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popular example of the genre, debuted at the Gaiety Theatre and achieved
extraordinary successaving 546 performances. The plaells the story of a
millionaire, John Brown, indebted to a friend from his mogrears. He comes to
London to find his friendbs daughter, B
student, Charles Appleby, the task of finding the girl. He discovers shrking as

an assistant in Hooleys Royal Stores. He finds her after a long search among all the
shop girls in the store. She eventually
with a promise of happy marriage. Marriage here is constructed as @epsoor a
60freeingd agent that releases the heroin
the life of a single working girl.

Hamilton, on the other hand, concept
womends universal S u p p r wigake livesin heripdlemicn an d
Marriage as a Trade(1909) she argued that women are obliged to approach
matri mony i-ni khe 66 bmasnmeerssas they are | ef
maintain a life on their owlf She expl ains thi spresent cl ai |
constitution of woman including her temperament and her instincts are mainly
i nduced and artificial and marriage has
t heir s o c i a I Haniiltonc thus snekasn maeys alusions to marriage
defined by tle language of trade amd¢onomy. It he Dobson6és dor mito
of the shop girl s, confesses that she i
hours of work] for so very much | ongero
carefulandstahy [ wi t h t he money] and he has got
Diana gets a marriage proposal from Sir Jabez, who describes himself as a very
popular and suitable bachelor with an impressive yearly income, he tells Diana that

he earns forty thousandbbpunds a year. He also c¢l ai ms
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consider it a good offeir an of fer worth consideringo
rejects the idea of a mercenary marri ag:é
proposal show her failure to understant he Ot r aded. Similarly
Cantelupe hopes for O6a sensible marriage
means that he would need to find someone with the financial resources to support his
lavish habits (p. 94). Here, marriage, as itassiructed irMarriage as a Tradgis

an attempt by women to help stabilise or improve their financial conditions. In

Di anads case, her rejection of Omarriage

revolt against the convention of constructing marriagea natural activity for

wo men, bringing emotional and financi al
proposal, Diana describes his drapery bl
underpaid workgi r 1 sd& ( p. 119) , i ndi @aaaewifarngof t h at

oppressive home for young single women that replaces the exploitation of women in
marriage.

Hamilton seems to advocate that even an ordinary shop girl has the potential
to realise her dreams if equal economic opportunities exist. ltdsuaring theme in
the play that D nad be anaistainpdonitheut heceasary fmancidl d
circumstances. Di ana, i n Dhapery, poitsnipdh@pi nt a
girl so | ack of options for pr loobitettes i on al
manipulative atmosphere and gloomy prospects, especially in large commercial
establ i shments. She says, i 6camhseethat. Buhan ot
when | am fired out | shall only start the same old grind somewheré else@ver
agan 6 (pShe8%pes on to sum up what Dobson
shops offer to girls: 6[a] starvation sa

obeyd6 and O6the same tough orngnadB). Thus,héerhe s a
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money dows her to try a new life that would normally be out of her reach, if only
for a mont h. Il n response to Miss Smithe
money] in something really safed (p. 87)

y e a r 0 .ilanaBejetts theldea and says,

No,thankyou not good enough. Now | 6vie got
three hundred pounds to do as | like viithintend to have some fun out of it.
(p- 87)

It is obvious that, for Diana, receiving t@ound in interest for her money would

neither make a big difference to her position nor help her break free from her present

situati on. She gets a unique opportunity
worl d. She describes money goshe®yonkke,power
[ ] to say what you I|liked (p. 87) in her

her character becomes someone completely transformed, released from her
frustrations and full of ent hu.sThimrewn. She
sensation is provided to her through her temporary financial freedom.

To maximise the impact of the first act, Hamilton exploits the expressiveness
and theatricality of a scene where a group of women talk privately about their

discontent withtheir life at the drapery shop.
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Figure 5: The Sketchthe dormitory scene inDiana of Dobson's 12 Felyuary 1908. Diana of
D o b s prodddion file, Victoria & Albert Museum, Theatre and Performance Collections,
London).

Hamiltonds tactic of presenting the sho
interpreted in two ways. On the one hand, they are women who are empowered by
promoting femininity as part of and facilitator of visual and commercial activities.

On the otherhand, they might pose as victims of the system, by becoming
stigmatised or undervalued as a result of those same activities. Peter Bailey argues
that lateVictorian and Edwardian girls recruited in entertainment and commerce
acted as oOf erierdi nint f roammtsmpdcttehee public a
as an article for fPOTheha@asel addpconmstmptci
undressing in their dormitory can al so
fascination with appearance and the exmystic pleasure of watching a scahat

would normally be unacceptable outside the theatrical context. The almost
undecorated walls and inadequately furnished room presentanatf stage where

the focal point of the audience is directed towardsgther | 6 s bodi es, mo v

gestures. Considering what these girl so
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assistants, an allusion the commodification of female spectacle can also be made.

The commodification of femininity works in counteractimgays: femininity is
exposed to audiences as Othe bearer of s
creation of it as Ot he object wbrk spect
profession helps working women to camouflage their actual sociassiai a n a 6 s
complaints indicate a reaction to the shallow perception that shop assistants were a
part of the O6érespectabled middle class t
is enhanced by smart dress, genteel mannemmunication skills and midietclass

attitudes that do not belong to the working classes.

The scene also demands the audienceds
circumstances. The stage direction in Ac
of the dormitory type] Very little furniture except five small beds ranged against the
wallsi everything plain and comfortless to
indicates the mental and physical strain that is put on girls in a commercial
establishment. Considering these gate supposed to earn their living, conform to
rules and stay healthy despite inhumane conditionshtate work, indoor living,
malnourishment and inadequate salaries, the confined setting seems to have limited
access to the outside world and does even offer minimal comfort signifying a
prison forthewo me n , which simply reinstates 06d:«
realm. In reality, the depressing portrayal of the Dobsa@stablishment affords
Edwardian spectators a behittbs cenes | qokh 6 abr dnhldeisylsit een,
which remained controversially widesprea
End shops. According t o -iMsystegnpassistantsthhde c a u s
few opportunities to escape their master's influence outsidlee wo rPP!kThid ac e 6 .

tough system was common to many commercial institutions, a heavy blow to
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working womenodés independence and dr eams
individual potential. The images of underpaid assistants are certainly intended to
strike a sentimental note with the audience as well as portray a spectacle of
femininity, which was a successful strategy in attracting audiences.

The change of settings relates to Di
adventur e. Thedofrimmdtoryctmig redbmresarDy anads
however, opens at a luxurious hotel abroad where Diana is released from the
confines of her poor workinglass life. Diana, as a middiass character, performs
a metatheatrical roleplay, exploiting thepower of performance to convince people
around her. She transforms herself by changing her dresses and adapting her
behaviour to the new environment and its social codes. This provisional self
transformation gives hea chance to transcend class barriangl other charactdys
prejudices. But after Captain Bretherton
not to deceive himThus, her performative revelation reinstates the real person,
cruelly reminding the audience that women can only gain true @paionthrough

financial independence.
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Figure 6: The Sketchthe Thames scene iDiana of Dobson's 12 Felsuary 1908. Diana of
D o b s prodddion file, Victoria & Albert Museum, Theatre and Performance Collections,
London).

In the last actpn the other hand, the characters are released from their confinement

and encounter each other on a bench on the Thames Embankment. Although
Hamilton does not offer a convincing finale, the disappearance of physical and
material barriers ige the characters a sense of freedom and equality. Accordingly,

Diana and Bretherton can now reunite as they start to empathise with each other. The

last act shows that Diana has to return to her tough life, in an even-efbstate

after she loses hgrob a't Dobsondés due to ill ness.
could prevent this if she had not spent all of her money, this would not still change
Hamiltonds centr al argument t hat WO me n
indicates her regretby sayg , 61 f | hadnét played the f
Il shouldndét have been turned out of my |
the idea ofcontinuingher mi seri es in the drapery | ol
dondt r egmadkemygaodtmg éry bnb gl ori ous mont ho
feminist perspective, Hamiltonébés solutio

women to reject marriag@nd there is no immediate possibility of equality within
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marriage. But the material @stion of the play indicates that only a marriage based
on love could be possible for Diana. Hamilton comes to a compromise between her
feminist stance against marriage and her awareness of the requirements of a popular
play.

However, there still remairen ambiguity as to what extent Diana embodies a
modern and nobh r adi t i onal heroine and what the
sense. A reason for the ambiguity is that her unexpected and temporary
transformation from a simple shop girl to a middlass lady is as a result of sheer
coincidence. The naterrc onvi nci ng source of Di anads
someone who Oowas in some sort of busines:
l eaving a willd (p. 85) . Ndt iars ordmary odr an
transformation, but for Diana, it is an extraordinary tfifit creates a pretext for her
exploration of the opportunities and har
life. The play concludes with a marriage that might be appedbngordinary
audi ences, but Dianads decision to marry
satisfactory and agreeable resolution for feminists and suffragists. Thealairy
finale leaves the problems of working women unresolved. According to Sheila
St owel |, O6Hami |l t on argued t hat WO men a !
economically handicapped in a culture that privileged men [as sugge$d&than of
Do b s Jo® #amilton indicates that womenvere still not free from their
subjugation, which has patl been transferred from a
despotically managed institutions of the public sphere. Nonetheless, as an interesting
note, it is not only Diana who experiences the overwhelming effects of rapid
commercial i sm, but bidyatpdeauie any Brmet dhilg warko n 6 s

is also suggestive. He confesses to Diana that
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You have told me that I wasnot man e
world without money to bolster me upthat | was a poor backboneless
creature and that | shougpb to the wall if | were turned out to earn my bread

for six months. I di dnot believe you
were right, though | set out to prove you wrong. (p. 143)

Di anads eventual deci si on t edamajustfigbleBr et h
action. It is only after he makes this confession and she is convinced that he has
made enough sacrifices to have the same experience of hardships and that their
marriage could now depend on a mutual appreciation and influence thttkeke
such a step.

Di ana of wd successfol insappealing to mainstream theptess
and stimulating enough <critical attentic
troubles and potential of ordinary women. It is a unique example of its kind and
| argely benefits from Hamiltonds concept
employment in shops borrowed from representations in Edwardian popular culture.
However,it defiesclear classification and definition since it occupies a gap between
ideologically freighted serious drama and the popular Edwardian stage. One critic
notes, referencing Hamiltonds poBianai on w
of Dobsswmébésess is a o6breath of fresh air
of her male contemporaries:

[o]ne has been told that women have no humour until one almost came to

believe it, but the womends movement
side, and Miss Hamilton takes a foremost place as a woman suffrage
humourist?®

The playalso directly and indirectly deals with ideas that shaped society in a new age

of consumerism, modernity and liberalism, but it had a light and witty approach to

i ncrease its | i kel ihbnmasgreserftation af @ seaosississueHa mi |
made he play suitable to mainstream audiesxaed brought positive reviews on the

i nstant success of the play. Il n addition
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reason for the playds easy and quick pr
managed by Askell at the time, offered a complete theatrical event to audiences.
The plays were presented in ma#in, in which four new plays were stagadd at
the intervals, a string orchestra played vikelbwn classics and songs from modern
composerssuch asGlazomov, Frank Bridge and York Bowé&hThe Timeswrites
t hat Ashwel |l 6s KheVaemé&BarkeTGowrtalheate werentwo
venues presenting plays and entertaining audsanite music, and praised Ashwell
by saying, O[] heederveans ue \éFheyusitahStandagls .
also argued that
itéds somewhat of a novelty at a theat
comedy selections, an excellent performance of a string quartet, and then a

piano trio, and later on maybe a violsolo. Miss Lena Ashwell is to be
warmly complimented on the innovatiéh.

Namel vy, Ashwel |l 6s mati nees IRhatantrodecel a mai
new plays to the public and sedva large section of English societipiana of
Dobs®@nds odu checomas maréh thasy just a performance. Considering
Ashwel |l 6s modern approach, it is possi bl
createcast he musi cal intervals strengthen the
contribute to overall theatrigg) of the eventDi a na o f, atDhe iKingsway, s

thus attracted ordinary women in large numbers to experience an original and highly
sensational eventepresenting not only those in the suffrage movement but also any
ordinary woman who shares the sawifficulties, dreams and disappointmeats

Diana.

2.2How the Votewas Won Women United for Action
How the VoteWas Won the secondof Ci c el y Hplays that featur@d a

suffrage theme, was a -@ooduction with her friend and suffragi€hristopher St.
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John (Christabel Marshall).t s di rector was Edith Craig,
the director ofA Pageant of Great Wome@n its debut at the Royalty Theatre on

13 April 1909, the cast included Winifred Mayo, actress and member oégses'

Franchise League (AFL); Maud Hoffman, who played Madame RolaAdPageant

of Great WomenNigel Playfair, the actémanager of the Lyric Theatre; and Auriol

Lee, a popular British stage actress who later became a successful West End and
Broadway drector. After its initial success, the play was selected to be performed by

the theatrical department of theRlV, of which Hamilton was a committee member.

The play features a farcical plot that attracted substantial audiences. One
critic expressed hispapr eci ati on of this by saying,
movement dies, whatever we may gain, we shall be the poorer by a great deal of
hones¥Td udhdscribe its popul arity, he al s
it [ é] at t h en e Rchyaulstey wlalse ap?d bewads ihisy fip a
popularity that made the play an indispensable part of both suffrage events in London
andits tour ofprovincial stages along with other popular suffrage plays in the WFL
reperbire.?® The play promotes Hamiltéhs cont enti on t hat wome
be empowered, within and outside marriage, in order for them to pursue their
aspirations. The plot is constructed aro
as a response t o Par lenfranchesenteri on the bdsis thad | of
women do not need votes since their male relatives legally function as both their
financial supporters and public representatives.

In one of her speeches about the significance of the suffrage movement,
Hamilton remarked hat O0one of the big causes that
is the new consciousness in womdm that

connection wi t h her bel i ef i n t hi s Onew
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women who long to become excepial members of society could seize the

opportunity to be heard and promoted by joining the suffrage movement. It offers

them a chance to stand up for themselves, make their talents recognised and have a

statusthat would allow them to be equal memberspublic life. In this sense, the

play celebrates the diversity and individual talents of a group of professional women.

The authorlso underscores the illogicality of the astiffrage argument that women

do not require financial seffufficiency, for thg are supported and accommodated

by their male relatives. In this contextjg section will attempt to investigate what

Hamilton offers as a possible resolutio

troubles, which she has partially succeeded in exhipitnDi ana of.IltDobson

will also look at how the farcical element helped resolve the tension between the

pl aybés mor al note and theoeseed for reachi
The play begins with a conversation between two women, Ethel Cole and her

siser Winifred, a suffragist, about the | &

on a strike organised by suffrage societies. Furthermore, women are to give up their

jobs and descend upon their closest male relatives and demand to be accommodated.

Etheli s contemptuous of the | ikelihood of

whilst Winifred confidently asserts that

will join in the strike. Winifred is proven correandEthel is left on her own to wait

forherhusband, Hor ace. Slightly aftwho Hor a:

seem to be suffragists from al/l di fferen

after another to ask for support from him. What these women have in common is that

they are all pofessionals and economically independent personalities. They are also

the relatives of Horace, an astiffragist. He, from the beginning of the play,

expresses his disdain and antagonism towards these women due to their
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ounconventi onal éeptidnal fpersonalities.e The women ridicule
Horace, who sees female ssiffficiency and activism as signs of degeneration and
lack of moral integrity. They demand for him to fulfil his responsibility as their
closest male relative and hence the legal gutor and supporter of his female
relatives. The WO me n smartly i nval i dat ¢
determined role as a carer and breadwinner by evidencing that he is neither able to
deliver what he claims, nor can he support or control theemoanound him. They
suggest that working women have the capacity to take care of themselves. A twist in
the plot comes about towards the end of the play. After having realised the futility of
arguing against womenods r i ghutaton ofHher ac e
womends demands any mor e. Consequentl vy,
other men in the streets, set out to join the strike in front of Parliameapport of
the womends demands.

The play presents a new class of professional woamehthe diversity of
their achievements, which evinces the possibility that women should assume an
exceptional role to bring change to thei
speech at the Bijou Theatre in 1891, said on the nature of the suffiagment that

[v]ariety means progress, and we should never get on without it. We must

learn to encourage it in other people, and learn to tolerate in other jpanple

other women especially, because they are not used to the piodbes
thinking for hemselves®!

These remarks, first and foremost, sugge
diversity of female potential. She stresses that the first step towards the realisation of

this potential in the service of initially personal, and consedyenbllective

progress, is to accommodate a large variety of women in the suffrage movement and
create a channel for them to express th

emphasis on the diversification of femininity, the play indicates how women of
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different classes and capacities can be persuasive and powerful agents when they act

in unison. Horace acknowledges thas female relatives are sedupporting and
comparatively betteoff than him in their professional lives, though he despises this.

His niece Molly, for example, is a witty middidass writer. According to Horace,

she has oOowritten the most scandal ous boo
(p. 18). Agatha, on the other hand, is a spinster who works as a governess. His cousin

Christine runs a profitable dressaking business in Hanover Square. Maudie is an

actress from the musitc a | | stage. Hi s aunt Ld gedée i s
woman who provides |l odging for the poor
not very welle duc at ed 6, 6she has got gl8)oAll de al

these women appear to have diverse qualifications that make them exceptional. They
all outshine Horace through their professional achievements and audacious
characters. Just as Hamiltoneexplifies the exceptional attainments of her sex as
artists, scientists, graduates or queens Pageant of Great Womglnere she prefers
to promote a more ordinary and credible group of women, who are not privileged in
their lives but whose collective tafacilitates the attainment of the status they have
thus far been denied.

How the VoteWas Wonsuggests that the Edwardian suffrage movement
offers a longneeded platform for ordinary workirgass women to assert their
existence outside the responsibilities that are conventionally attributed to them.
Winifred claims thatl hdeemptry@nosdée belde
their strike, though Ethel protests this
simply devoted to [her] 6 and o6époor | itt]l

can be compared to a similar case at the emiofa n a o f whBrohasaois&dt s

with the bleak prospect of an independent life after she hasdiaissedrom her
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j ob at t he Dobsonods Drapery Empori um.
opportunistic marriage with Captain Bretherton. This finalenfortunately no more

than a predictable and deficient solution to a woman as strong and adventurous as
Diana. Nevertheless, the workhotass characters iHow the VotéNas Wonset to

gi ve, as Lillyds remarks, 0 ant sv,bjadlckv d e
be recognised by the State. I dondt thi-t
Et hel protest s, 0You poor simpleton. Do
succeeds, you wi ||l get a vot enxsbe,: too wrhaiyc
you never know your |l uck; but thatdés not
this time gives a selissured portrayal of workirgjJass women who have more

options as they gather strength from the movement. The author also appears to say
that the real change to working womenos
politics, namely in their professional lives.

There is also an overt criticism of women who succumb to a state of
dependency or, i n Hami | t o &kthet Col taked hey d 0 m«
share of this criticism, as a woman who denies herself a life outside her peaceful
middlec | ass home. Et hel i's introduced in t
armchair putting a button on flufylittker hus
woman who could never be bade mper e d, but might be fret
have a personal identity apart from her
the womenods movement because her hushba:
hus bandds words, O6Horace says youbol |l neve
the voted (p. 5) . She thinks that the e
reject bei ng 6c o (n)Hér subordinatidnoof reisatf dor herd

h us b a n ddisat Hamilkoh argues againstMarriage as a TradeAs Hamilton
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puts i t, the drelacenstantdtruggleobetween tiiedorces of nature
endeavouring to induce in them progress [...]. Her vices, like her virtues, were forced
and stereotymk 32 8/omen had clearly been denied their natural progress and status;
therefore, creating new models out of this class and presenting it to suffragists and
the society in general would necessitate a convincing basis for further discussions of
womenodolkedtnueaell capacity. Mol Iy c¢l ai ms t
have become womend (p. 158) . She says

regarded as women in their domestic lives. Indeed, the scientific discourse of the age

enforced the beliefthato mendés ener gy s avetolraproductionc hann

and less tmtherphysical and mental endeavow¥inifred, unlike Ethel, symbolises

the potential in the movement. She is promoted as a public speaker and an activist
who devotes her energytowodkwi t h [t he] great army of
relativesd (p. 7). She can be coVorar ed
for Women They are bottwomen whosecontributions are directed towards other
people more than themselves. Hamilton potsvard thatd do not think there are

any conditions under which a woman, with a certain amount of determination, cannot
make herself worthwhile in the Suffrage Movement&y.&> Women have a large
numberof unique opportunities on offdo them as theynake public speeches,
advertise their achievements, campaign in the streets for political aspirations,
produce and exhibit artistic works, take part in rallies, perform in theatrical
performances and write books to increase the extent and reach of ¢asir ad, as
Hamilton puts it, 0t he opportunity of

choosing their own way to i #e 6 .
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WOMEN'S FREEDOM LEAGUE.

MEN & BR XTO
DEMAND

Srace Manace e A ATTERS
"WHEN YOU WANT A THING DONE, ASK A MAN TO DO IT.

Figure 7: The finale of How the VoteWas Won performed for the WFL (photo from The
Womendés Lctlesedr ¥ ,r ah c h idecamehte SpgainkCollections, London School
of Economics, London).

How the VoteNas Wondid remarkably well in terms of public reception. After its
first performancethe Pall Mall Gazettexpressed that
alt hat really matters is that it is cl
audiences brimming with excitement and in roars of laughter. It is, in fact, a
long time since we have seen nearly so amusing &acinglay, and if some
London manager doesot snap it up for his theatre we shall be rather
surprised®
The play provided genuine entertainment for the audience. It amused suffragists and
other viewers and, aghe Timemm ot es, its first matinee pe
audi ence wasThelrn gwhwitewe®r credits the perf
denouementconceived and carried out in the finest spirit of farce, reflects the
hi ghest cr edi*%Theplay clealyecaptvatedhts audiehice through its
portrayal of the invertedrder of Edwardian society. The idea that women were

already free and seffoverning reverses gender roles between the female suffragists

and Horace. It seems that Hamilton here adopts a similar tactic that was used against
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suffragists by the ansuffragis media. Theplay thus aims to present a satirised
image of antisuffragists in response to their distorted representation of suffragists.
Hamilton turns the humorous approach to her advantage by mocking and overturning
male dominance in public life. Theolfowing two caricatures are examples of
circulated antsuffrage propaganda at the height of the Edwardian suffrage

campaign:

A SUFFRAGETTES HOME
W

Figure8: A Suf fragett eds Figure9: The Shrieking Sister by Bernard
Day 0 s pasicardl, John Hassall, 1902. Partridge, Punch, 17 January 1906.

The first postcard was published by the National League for Opposing Suffrage

Movement i n 1912. |t wa s described as

(@)

downé as it portrays a man who returns h
notfulflled her O6expectedd role as a mot her a
wife, who puts her head on the table, possibly after being made to feel guilty due to
her negligence of her domestic tasks. It criticises the woman who exceeds the

boundardcdesptodbldéead femininity. The second
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published byPunchin 1906. It portrays two frightful, middlaged women, in front

of Parliament, waiting to attack the Liberal party meeting. According to Lisa
Tickner, the antsuffragistdi scour se | argely used the ¢
hysteria were [ é] forms of irregul arity,
movement was made up? Iothis egss,titeimplies ahat f e me
thesewomen represent a possible danger toiseda y as o6aber® ant f
Theirphysical descriptions highlight the likelihood of their insanity and

unwomanlynature.

Figure 10: Cartoon, Therevolt ofwoman, Pick-me-Up, 3 October 1903British Library
Newspaper Collection, London)

Similarly, the third cartoon (above), which was publishedPigk-me Up in 1903,

demonstrates a mands surprise at the sig

heavy dumbbell s wirtehv odas eo.f Twhoematniot |gei voeTsh
manés possible feeling of emascul ation a
her Omascul i ne6 beh avcardsshow theAbntext in wlick e o f
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Hamilton promoted the concepts of femininity at&lroles and where her idea of
reversed gender roles must have been initiated.

In such a contextiow the VoteNas Wons hows how i ts f emal ¢
growing assertiveness turns Horace into an emasculatedHoeace is initially an
ordinary man whoseconomic state only allows him to live in a reasonable house in
Brixton, in which o0the [sitting] room i s
unpl easing [taste]d (p. 4) . He is simply
housed ( p. othed hand, Bamiltoh lyiees great importance to the
construction of her suffragetteglo | | vy, f or i nstanc-leagkingi s des
young girl of about twenty. She is dressed in wel, tailormade clothes, wears a
neat little hat, and carriessemgolfc | ubs and a few books. 6 (|
Christine is O0dressed smartly and tastef
smile charming, Isf{gleebMhudiessol st @.ab y(pm.ng
aggressively cheerful manner, a voicecaus from much bellowing of muskall
songs, a hat of huge si ze, and a heart o
constructed to dictate to Horace by making him realise that his macho ways are a
result of his anxiety of being dominated by wom@&hroughout the course of the
play, he develops into a new character, from an antihero at the start to a stubborn
chauvinist, and later into a character who hides under the table when confronted by
his aunt. Hisstereotypical antsuffrage sentiment also @hges to a prsuffragist
one as he realises that he cannot provide for these women. Thafefs®@ry of the
womenods strike becemésragpatodédyi atapacahn
play ends on an opti mi st i tonisensueed andhewh i c h
regains his sel€onfidence by converting to the right side, along with his reinstated

sefassuredness: Oyou many depend on me [ é
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man to do it! Vot eAccorflingly, HOWdha &/ otéWas Wop . 29)
makes a strong statement, mitigated by a farcical plot, and also put special emphasis

on characterisation. Certainly, a successful farce aims to entertain by mocking the
normal, the expected or the acceptable. It was also the play in which sheshow

women of different abilities, classes and professimmgdd unite under the mbrella

of a common cause.

2.3.A Pageant of Great WomeriFemale Exceptionality Redefined
Ci cel y HA Ragdart ofrGoeat Womeas a unique example of a suffrage
pageah play, in which Hamilton experiments with the theatrical representation of
60femal e exceptionalityo. The play was fi
Theatre on 10 November 1909 with a large number of eminent actresses and other
female artists as part of the cast® Althoughit was a play, and not a procession or a
street pageantt had the capacity to attract enough people to fill (fin@wv Royal)
Albert Hall*° It is a theatrical version of the increasingly popular pageants of the
Edwardian suffrag movementthat were repeatedly performed in the streets of
London between 1906 and 19&hd, like them, it exemplifies and celebrates the
richness of female attainmerifsiAs a strategy, ipresents new ideals of femininity to
6t he ordinary womanbo. The notion of dexc
is representeth and presented by the play.

The play creates a spectacle of women, targeting a large heterogeneous group
of the aulience, mainly from various suffrage societies; however, this spectacular
play excludes ordinary women from its representations. The Edwardian suffrage
movement, as a mass movement, had to appeal to a large section of Edwardian
society in order to draw thmuchneeded support for its campaign. The spectacle of

women, created by suffrage theatricality on and off stage, was to establish an
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at mosphere of attraction, celebration ar
solely on the exceptional, hence the amity, for mass appeal, suggests an elitist
method. It is elitist due to its exclusive idealisation of exceptionality, but her strategy
has limitations in elucidating the scope and the range of exceptionality and how it
could beapplied tothe ordinary. Th rest of this section will examine the tension
between the represented and the object of representation in the construction and
production of the play andill attempt to show how this tension is partly resolved
through a unique solution.

The popularityof the play shows that Hamilton and Craig were successful in
their experimentation with a blend of civic pageantry and theatrical allegory in a
contemporary context. Glynne Wickham elucidates that civic pageantry, the origins
of which go back to medievali tme s , was 6devi sed speci
di stinguished and po weDué toits sizei asd nurobersof i n t
participants, pageants transformed their settings, city landmarks, gates and market
crosses into temporary stages. These perfocesm generally fulfilled different
functions such as celebration, legitimisation or glorification of its subject. Deborah
Sugg Ryan claims that the Edwardian page
combining chivalry, patriotism and imperialism andeRraphael i t eds or
Crafts movementsd -i mdestersit a*fiShd alseedvguesii onrgs or
that o6whilst the subject matter of [the
past, t hey e mb* Aceomridg tomRydne the epidg dature of
pageants and the long durationtbéir performances meant the emphasis was on
visual spectacle and temporality rather than narrative effe@sien the virtually
overlapping strategies of presentation, it is also possible to assert thdtoHam

creatednher own interpretation of the stage bordering ontéiideaux vivant®f the
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Edwardian er&® Tableaux vivanfs transgressive presentation of workiclgss
women is translated into another transgressive strategy in the play through
Ha mi | mastty dBamous and middielass cast, which highlights the grandeur of

the pageant and the photographic quality of characters.

r MWL T M arceTson's Cartoon can be had from
e Hon. Secretary of the \WoneN \WRITERS' Surriracr l.uiaGguls,

15, Sandringham Court, Maida Vale, W.

Figure 11: A suffrage cartoon by W H Margetson featuring allegorical Womanhood, Prejudice
and Justice.

Regarding the playods bond with contempor
pageant was inspired by W H Margetsonos
of pro- and antisuffrage sides as allegorical figures of Womanhood, Prejudice and

the arbitator, Justicé’ The cartoon showed Womdieing dragged with a rope by

Prejudice away from the presence of Justice (possibly whilst pleading for liberties for

her sex).
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The actual play has a short eaet structure and is constructed in the form of
a draméc allegory. It presents a conventional story of triumph of the moral over the

immoral or the right over the wrong. It opens with a scene in which two characters,

Woman and Prejudice, argue heatedly abo
villain, isaffi | i ated with masculine authority at
[ women] as a sexo, Opraised a simper far
beyond a braind (p. 25) . He descri bes W
worl do wh o 6espemksi Nfg¢g] fooli shness®o (p.

confrontation between these two characters, Woman sets out to introduce examples

of famous women from the pages of history and narrates how they have become
agents of progress. Seeing this large numbevarhen, Justice acknowledges their
justifications and pr onocaodnjulgesyou worthy tgi v e t
attain thy freedomb, but al so warns that
she O6hast very much to | earwdr dslthedlpllagu
feeling the riot and rushi ®Tgosdtobevaiveng ho
when mor ni ng daewousnint drgavs a picure of opfirhism with the
6crowding hopesd at a Oomor ni nge redlmwfn 6 . W
independent femininity is certain to expand for the better and she sounds assured on
womenods potential and future gains on geil

The selected women are distinguished and mostly elite specimens of their
sex. The examples of exceptitihaare presented in the play, categories based on

thecommonvirtues and merits of accomplished women.
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ThePaily Mirror

%&\NO IOUKNAI. Wlﬂi THE SECOND LARQB«!T NET BALE

S:\TURD/\Y NOVEMBER 13, 1900 Om: Hallp:nny

wuwgué;‘?iﬁ ACTRESSES APPEAR AS FAMOUS WOMEN IN A PAGEANT
4P ADVOCATING THE CAUSE OF VOTES FOR WOMEN,

Figure 12: The Daily Mirror cover, dated 13 November 1909, shows scenes frénfPageant of
Great Womenat the Scala Theate, 12 Novemberl909(British Library Newspaper Collections,
London).

As The Daily Mirror presented on the cover page of its issue dated 13 November
1909,female characters weeet aged wunder the titles of 6
Artistséo, 6The Saintly Womenoé, 6The Her
Wa r r i*®dnrasvay, they are inspirational individuals who exemplify the potential

for selfprogress and achievements in wom&hese famous women are borrowed

from the pages of history and are those who have repeatedly appeared in the suffrage

street pageants and spectacl es. Lfar t he V
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example, The Historical Pageani | | ust r at editicab powez helgl rbge a t p
women i n the pastbyfeatwsingsympolicowomeh subheak thed s | e s
Abbess Hilda, Joan of Arc and Boadicea, who are embodied by women of different
societies”® The procession also included a pageant of queens, featBartha,

Boadicea, Ethelflead, Eleanor, Anne Boleyn, Jane Seymour, Lady Jane Grey, Mary
Queen of Scots and Henrietta Matfalhese women were respected examples of

their sexin respect otheir ranks, attainments, genius and potential.

This type of class$ication and promotion of popular personalities as eminent
individuals and geniuses was not a new approach for Edwardian suffragists nor, in
this case, was it for Hamilton. Its origins date back to the early Victorian period.
Edwardian suffragists were ajgpriating a masculine tradition of heroism, evident in

Thomas  CG@nrHerpds,eHemWorship and the Heroic in Histor{1840).

Carlyle identifies six ideal types of he
priestly, |itercAaHeg deafdi nkesngtllye oGrdeats 6Me n
me n , [ é] the modell er s, patterns, [ or ] C

men contrived?®®ThodghoCarbdyaedai mdtion of
only guiding factor for human achieventeis contradictory and exaggerated, it

reveals a fundamental strategy of placing celebrated and gifted individuals as role
models for the masses. A similar strategy is shared by Edwardian suffragists, who
desired to demonstrate the diversity of female aqidizshments and, at the same

ti me, t he exi stence of 6common potenti
pageant, hence, exemplifies exceptionality in the carefully selected women to
suggest that it is a tangibly evident, widespread and universal quaktjalde to

those who recognise their own potential.
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An important element of female exceptionality in the play is the significance
of talent and its public recognition. The Learned Women have potential fer self
progress and their publicly accepted statigvidence otheir successPrejudice
reproachesVo ma n , sayi ng, 0Yet (p.2b).eHe questiamsthef or f
legitimacy of her claim to equality without first earning it in the eye of public. This
claim is similar to the one against ElizabettbRons 6 s Vi da Levering
public meeting, she is confronted by sp
thousands where is their Beet hoven? Whereods
S h a k e s ¥ln tarn, éi@dlton chooses to construct the worissin middleand
upperc | ass femininity as role models for tt
maj ority of whom have not O0foughtThet heir
Pageant this potential is epitomised in The Learned Women such asef®isd,
Manon Roland, Jane Austen and Marie Curie. They set great examples for the
ordinary woman. St Teresa is defined as
Doctor of the Church has ever been conf i
for othes by earning a recognised title from the church, a patriarchal institution, a
realm in which women were underrepresented.

Jane Austen, equally, as an eminent English author, is a romantic artist and
stands for the existence of middilss female geniugisa Tickner notes that

suffragists were [especially] interested in the woman artist because she was a

type of the skilled and independent woman, with attributes of autonomy,
creativity and professional competerite.

Female artists are unique exampleséot r e at i vire women®i Theys dre
accessible, visionary and highly valued members of their sex, so they maintain a
crucial link between the elitist paradigms of exceptionality and the prospects for the

ordinary womanA similar association can be maintained with the female graduate
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who is promoted as one of the middlass characters in the ranks of The Learned
Women. It is noteworthy that Graduate embodies a dual identity. On the one hand,

she is regarded as exceptbras she possesses an institutional, hence publicly
recogni sed, titl e; on the other hand, s h
of a modern daybo, who has fought to obt e

defines education and artistic easleur as viable paths to the recognition of

womends public status. Graduate and a mo
have the freedoms traditionally denied t
wordo (p. 29) . A c c o r atiesnofyrhogern fammieite® thah r et

developthe potential for seHexpression, creativity and advancement.

The authorés presentation of qgqueens a
is, though, a more problematic and complicated choice. The monarchszateeti
I, Victoria, Zenobia, Philippa of Hainault, Deborah, Isabella of Spain, Maria Theresa,
Catherina Il of Russia and the Empress of China-HsiéAn. Besides Elizabeth and
Victoria who are welknown and highly esteemed queens of England, all these
featured female monarchs are from different countfieBhe universality and
constancy of female achievement seem to be intended in these selections. However,
more remar kabl vy, the oO0titlesd of t hese
femininities. Theirtitles signify the cultural acceptance and official recognition of
their roles. Despite that, their status is problematic since it is acquired through
inheritance or marriage (ironically enough) rather than hard work, so what the queens
represent compli¢as the very purpose of the play. Whilst prominent woseh as
gueens empower the playds statement that

throughout the centuries and, hence, deserve the ackn@miedgof their public
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rights, the way in which theseomen earn their ranks obfuscates the boundaries of
female exceptionality and its implications for the ordinary woman.

The language used to describe these women denotes reconciliation between
femininity and authority. Regarding Maria Theresa and Cath#mm&reat, Woman
asksOWho stood more high t ha,whetedsaghgre wawh o r
no one O6in the Flowery |l and that dared

referring t-ldsiFA@hi nHoowse vEgz e Prej udibse tasse

reign, 6tis womands to obey. The steady
Nature has ordaineds he cannot ruledé (p. 37) . The
under mines Prejudicebs claim and wvalidat

authoity. They represent authority, esteem and femininity. This bond is certainly
strengthened by the selection of queens such as British monarch Elizabeth |,
Pal myr ads Zenobi a, 6a courageous and a c
Emperor Aureldi &mad hep.i ne3) )|, amEmprdss of
the right of the sdapeaallygas adpdcial Status anBoBgthe E | i

others.
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Photograph by Daily Misror. Copyright.

Top row: Viola Finney as Tsze-Hsi-An. Edith Olive as Deborah.  Mrs. Sam Sothern as Queen Philippa.
Bottom row: Nella Powys as Zenobia.i Janette Steer as Queen Elizabeth. Angela Hubbard as Queen Victoria,

Figure 13: Daily Mirror photo of the Queens scene frorA Pageant of GreaWomen It features
(top row) Viola Finely asTszeHsi-An, Edith Olive as Deborah, Mrs Sam Sothers as Queen
Philippa, (bottom row) Nella Powys as Zenobia, Jannette Steer as Queen Elizabetid Angela
Hubbard as Queen Victoria Cicely Hamilton, A Pageant ofGreat Womer(London: Suffrage
Shop, 1910)).

In the Daily Mirror6s photograph of the playds firs
Queen Elizabeth is shown standing in the centre of the image accompanied by the
other queensSheis standing by the princessidforia in an elevated and dignified
stature and queenly costume, and has her

bears the emblems of her royal position with her crown, ornate dress and jewellery.

Eli zabethés portrayal anse stshbe p& padruacdkeisg b wa
subtext s. I n the script, she is the one
faced (p. 37) : an authoritative ruler ai

important function of th&Queens, who are chosen to gmrify female dominance
over a realm of masculine authority. Conversely, her pose in the photo conveys an
alternative meaningwvhich is embedded in her femininity and maternal posture. In

herlife, Elizabeth | remained unmarried and was believed to begaviAccording
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to Margaret Homans, OElizabeth needed to
order to remain autonomous as Queen, and so used the spiritual marriage of her
ibody politic?® Etld zheet kdsmgdomarriad st a
myt hi cal public persona. Hamiltonds port
from her symbolic state as a virgin goddess and the maternal ruler of a nation.
Elizabeth on stage emanatpsde and greatness as though a motherly figure to
Victoria, andher textual character helps argue against the disassociations between a
female ruler and a masculine role.

A particularly distinct approach is employed in the construction of Queen
Victoria in the play. Woman describes her as a young girl who is on aiffar
Elizabeth:

And see, the little maid of eighteen years

Who, on a summer morning, woke to find

Herself a queen, to reign where Bess had reigned.

You shall not put her, nor shall you put Bess,
Below the wisest of our line of kings. (p. 37)

The metaphot | i tt 1 e mai dé i mplies an inexperie
face of an unanticipated change in her social and public roles as the new ruler of a
domain where O6women [ wer e] never meant t
pat r i>FVictoeagplayd a significant and privileged role in representing her sex

at t he highest station of politics and,
successful reign proved that wohEe had
image of Victoria as a resptable and admired woman is allusive, though. Hamilton
accentuates the young heirdéds accomplishm
inspiration for ot Bpr ogvroemesi. o nT hientpor i e
summer morni ngd i ae thaoViotaria has gainedeublictapprovialn d i ¢

and, hence, eminence all by herself. Consequently, she is equally worthy of a rank of
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her male equivalents, Othe wisestd kings
reminds the r e adia of idealf typeS avhol carheefldre thecelite t e r
members of the society. There is also a
selfmade Victoria and the actual princess wblotains this privileged role by
accident of birth rather than through her innateeptoal. The paradox starts with
both Victoriabs physical presentation on
apart from Victoria, are presented lavishly adorned in their gowns and crowns with
details such as gloves, sleeves, neck and wrist ruffs, didenand various other
accoutrements. Highlighting their stations, they all stand upright in a pnande;®°
whi ch i mplies the <criticality of t hese
associations of their sphere, such as prosperity, allure and infl@ndbe contrary,
the young Victoria stands at the centre of the scene in a white nightgown,
representing domesticity and ordinariness as opposed to her exceptional status.

A fundament al contradiction arises 1in
the popular images of the Queen that became the basis for ruidgke domesticity,
which acts against the playés critical g
female potential. She, as the queen, relentlessly cultivated her image as the epitome
of conservative middle | ass women. According to Homa
and popular images established her as an obedient wife and dutiful mother in her
marriage with Prince Albert, andimTo t he Queends Private /
Family Portraitue and t he Construction qHomdhsct or i
shows that there were deliberately produced royal portraits by both the monarchy
itself and the media to cement Victoriabd

drawings and photographseexnp | i fy &6t he typical Victor
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which o6the husband stands while the wife

the back ®%f his chairéo.

Figure 14: Portrait, Queen Victoria and Prince Albert, Osborne,26 July 1859.

In a royal portrait taken in 1859, Prince Albert stands in an elevated position leaning

on a wall whilst Victoria is seated and looking upwards to catch his®éyss.
Homans puts it, these i mages sigeeasfy Vic
well as Al bertdés mor e aut¥Sonilarlytsaggdstives r ol e
her family portraits function as a means of domestication of her public persona
through the presence of her children. As well as being an effort to dispel Victorian
societyds anxi e¥ yeseaportraity alséd giveran imsight intd leer
unmistakable stance against the increasingssdficiency of politicised Victorian

women. In one of her tiers, she states that she was

the most anxious to enlist evene who can speak or write to join in
checking this mad, wicked folly of OW
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get a good whipping. Wer e woman to
equality with men, they would become the most hateful, heathen and
disgustingof beings and would surely perish without male proteciton.

Victoriabés |l abelling of the feminist str
denunciation of any efforts to destabilise her -beift images of middlelass

domesticity. Although she was a privileged position unlike any woman of the era,

as Rappaport puts it, O6she was a great h
reiterated her own opposition to womendo
resound[ed] with such regularly mager ot est ati ons of her s e
intellectuVi chadiegascgdsertion that womi
i f they were to challenge male protect.i

accords with her determination to cultivatethmige of &t he submi ssi

Figure 15: Portrait, Queen Victoria and Prince Albert at the Ball, 1842.

In an 1842 portrait calle@Queen Victoria and Prince Albert at the Ba#llbert is

presented in full armour, and he and theeen are dressed as Edward Il and Queen
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Philippa®’ This image underpins a sense of masculine authority and chivalric love,
depicting the kindness of a warrior towards his lover, expecting her to acknowledge
him as her superior. The power of spectacleateid by Victoriai i n Homans 6s
wor ds, t he @ orostagd is sigpifieant! as cstheds) at the time of the
pl ayds writing, © Wcwrianamenyg allher peers,thad @ ueee n .
impact on the Victorian and Edwardian subconscious thrdlgltirculation of her
i mages in popul ar cul ture. Rappaport no-t
throne was itself sufficient to encourage many of her female subjects to call for
i mproved civil and Pelbimt 1l tahoof qugead is cf bon
this sense, is clearly justifiable. Nevertheless, this choice, particularly in the case of
Victoria, conflicts with her primary goal and results in a constant tension between the
promotion of exceptional iaryy@nmagddges.i mpl i
The remaking of popular cultural figures as exemplary exceptional women
continues in The Heroines, The Warriors and The Saintly Women. Margaret
Marshment calls these fictional female characters, who have been constantly
portrayed incont empor ary popul ar cul tur e, 6sub
these women have Opositive qualities cul
and t he positive masculine attributes,
independence, resourcefalis s , perseverance, witodé, are
abundf@Hamidol. t onds Joan of Arc, whose | egel
Bernar d Sh aSaintgdoar(1828)ewapdn &cgnic example of such kind of
woman, whose story was revived aratonstructed in turof-the-century popular
British literature. InThe Pageant s he i s defined as Ot he de
Engli sho, a n dDaily Mirror rsheowsethati sine emldodies a masculine

warrior posing in armour with a sword, whiskiggests her heroic and intimidating
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character! Karyn Z Sprolesdescribes h at , in its historical
like her behaviour, challenged the mdi@minated power structure of army, church,

and state [é]. Joan ugtwersped MaSheremas wd re . &
the |Iife of an o6ordinaryd village gir/l a
inventing a dramatic character and constructing a new identity on qualities such as
bravery and freedom. Sihmgt eisn heEelrl infleBWist aelx f

heroism and her aspiration of being an autonomous wétman.

Marie Leon

As CHRISTIAN Davis, THE WOMAN SOLDIER,
IN ‘A PAGEANT OF GREAT WOMEN’

Figure 16: Cicely Hamilton as Christian Davis in A Pageant of Great Wome(Cicely Hamilton,
A Pageant of Great Wome(London: Suffrage Shop 1910)).

Similarly, Hamilton herself appeared as Christian Davis, a female soldier, in the

Scala production. In a stark contrast to what the Queens embody on stage, the cross
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dressed female fightemich asloan of Arc or Christian Davis connaaenbiguous
messages about the function of masculine bodies among other women. The photo
shows a selssured and almost pompous image if her body language through her
dark uniform, crossed arms and stern look is simply i8at].perhaps more than her
looks the connotations of gender ambiguity she conveys complicate her intent to
portray a cohesivenessageon the attainability of female exceptionality. In her
autobiography, Hamilton records that
A curious characteristic of the militant suffrage movement wias
importance it attached to dress and appearance, and its insistence on the
feminine note. [ é ]-andskirt effdttevas[ndV@awuréd; t he
al | suggestion of the masculine was ¢
severer forms of garmemwas due, in part, to dislike of the legendary idea of

the suffragette, as masculine in manner and appearamesy of the
militants were extraordinarily touchy on that poift.

Accordingly, what was the reason for Hamilton to play a woman in a masooi@te r

The theatrically devised disguise and crdesssing aim to pervert the traditional
representation of women as fragile and needing protection. However, the image of a
masculine female in disguise also counters the traditional boundaries and duality of
the gender performance. Hami | t ondbbea consc
feminist choice as well as suffragist one. The theatricality of her role enables her to

freely construct a masculine woman to indicate the fluidity of identity on sténge. T

fixed gender roles can easily be contested through the act of remaking by
performanceand her act is clearly performative. Whilst she portrays an exceptional
woman, her crosdressing transforms her into an exceptional woman among all

other characteras she actively resists the restrictions forced on her during the
performance. Hami |l ton seems to be reject
stay in the lines drawn out of her control by an ideology that does not recognise her

as a legitimate membef public life. Thus, the theatricality of her role legitimises
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her presentation of alternative images of exceptional womanhood. She also reinstates
the place of women in performance, wivere barred from theatres until the end of
Renaissance when femalelas were exclusively played by meand the genre of

civic pageantry was not an exception to this exclusion.

The playds interaction with popular ¢
to the characters and their representation The measur e of succe
argument |l ies in the playds ability +to
women and, when possible, men. A successful example of this is the suffrage event
The Green, White, and Gold Faivhich was organisedy the WFL in 19097° The
event at Caxton Hal | , Westmi nster, was
responsi bl e f or t h eandeshetwasropenly apmraciatedtby tkee s c
speakers for her 0s kil landi nfvoern tytélo @ma naim & a
certainly theartistic quality of the everff The Timesotes that, like all the women at
the event, OEll en Terry [the famous actr
costumes of a | ady 0%Thiscamble betteh untithod byl 5t h
considering suffragists6é insistence on v
related to the ageds pdAdddrcedi nogf toos eteii ml
carefully attuned to the sensibilities of the watching crowds, [visual penfmesh
could be a powerful i nstr ufne this context, wi nni
Hamilton and Craig put celebrated, hence exceptional, women on stage such as Ellen
Terry, Lena Ashwell, Lila McCarthy, Marion Terry and themselves. Terry, who
played NanceOl df i el d, oone of the earliest and
posed in front of a mirror, possibly getting dressed for a stage performance. Her
garment is finely adorned and accompanied by a silk or satin white bonnet, which

was a popular styleof women in the mishineteenth centurd’ Her appearance
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emphasises the femininity and propriety of a famous middies actress and she, as

a popular actress, signifies how Hamilton and Craig care about the visual power of
femininity on display. Terry had stable image in Edwardian popular culture as the

leading Shakespearean actresbho portrayed Imogen, Beatrice, Cordelia and
Margaret of Anjouthroughout her career. It is vital to note that these women on stage

were self-fashioning making the play fasbnable through their celebrity identities.

This marks the desire to theatricalise the exceptional past of women as well as the
involvement of popular theatre actresses in a spectacularifasklbned and self

defined way. Katherine Cockin notes that Dely Mirror6 s f r ont page phoc
play showed O6the new photojournalism, it
picturesaysit-all depoliticized the play as a gathering of famous and beautiful
women i n f¥dahecefpre dhe plagy subsia i at es Oexcepti onal
a concept, closely relates to individual potential as an essential female quality,

through evidence of the living examples.

Cearur 1*,:,- n,.-‘.-u.p. an _1. slmiiale Fascival, Alkert Hall, 4.0
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Producing very large events like the one at the Albert Hall on 11 December 1909
servedthe purpose of attracting people to the suffrage meetings and bringing interest
and publicity. The impact of theatricality for such an event isadilf to ignore.The
Albert Hall was an emblematic stage for women to present themselves. It was true
for both the actresses and largely female audiences. A striking aspect was the overall
theatricality created by their participants, which meant a moreegolwand
spectacular effect than the large productions of theniaeteenthcentury West End
stage®? The Vot&«e ecor ds about the first perfor man
representatives of every form ofindlguffr ac
intentioni t o hel p t hese & Theacciurd aannly emphdsise} the
diverse, collective and participatory nature of the first performance. Similarly, the
larger scale of the Albert Hall performance stresses the intention of Edwardian
suffragists to make a statement as exceptional, increasingly visible and strong
women. The suffragists6 useinerfdedeomaket acl e
their demands more difficult to ignore and to make a statement through their
presence and celeltian in large numbers. This both encourages the act of
publicising and popularising women and e
bet ween art and entertai nfmelami I[téondsn pt
specifically created an evemf the exceptnal womeni live, stimulating and
extremely popular among Edwardian suffragists, due to the prevalent fashion for
being not only a spectatbut alsoa part of the spectacle. This suited the soul of the
commercialised and increasingly theatricalised Edvaarpublic life.

The play was also performed in different venues outside London such as
Middlesbrough, the Grand Opera House in Sunderland, the Victoria Hall in Ipswich,

and the Public Hall in Portsmouth all in October 1810ulie Holledge notes that
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Oorhe Pageantproved so popular that suffrage societies all over the country
per f or8n@nd redsdndor this was the minimal requirement of speaking parts,
stage directions and few rehearsals; that is, other than the three allegorical characters,
Justice Woman and Prejudice, and a small part originally played by Ellen Terry, no
other characters contribute to the dialogue. Its minimal requirements of stage
decoration, theatrical effects and the abstract staging offer a sense of universality and
timelessnes of female exceptionality and i ndi
times and locations. It is also important that Edith Craig, who possessed the
production rights to the play and o&6dwant e
through theatre, décted local productions in Eastbourne, Southport and Bristol. The
AFL, of which Craig was a member and the director of its theatre endeavours,
Oprovided the costumes and | eading perf ol
t he | oc al®Thepdrtrmaacg at 8éckebham Town Hall in Harrogate on
24 September 1910 was one of the examples of this quality of the HiayVote
reported that
The Pageant of Great Wo merPageaatarouseslr v i r
the sympathy of the whole audience. Theraswnanifestly a vivid, eager
interest in every word of the contest between Woman and Prejudice, and a
wave of agreement and appreciation passed through all the auditors when
Justice pronounced her decisioa sense of unity expressed as strongly by the

tense silence that followed the words of justice as by the hearty applause that
broke forth at the conclusion of the performaffte.

The performance in Harrogate shows how women watched, celebrated and
contributed to the overall atmosphere enthusiasticallyingbea part of the
performance. Their r e gheitcelebrationtothewemer p s di c e
words show both their psychological and physical involvement in the performance. It

was also important that local performanceslbé Pageanprioritised participation

and involvement over reputation. In these performances, female roles were played by
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ordinary society members or amateur actresses. In a document on the arrangements
necessary for these performances, Craig requires
1. That | myself stage amdanage the performance.
[ €]
3. That the three speaking parts are played by professionals. The other
characters (numbering from 53 to 72 required) can be played by amateurs
[ €]
7. That your society is responsible for getting together the cast, with the
exception of the professionalsand for all expenses incurred by the
performancé?

Craig clearly opened the play to amateur involvement and encouraged women to
participate in the performances. The relationship between the exceptional and the
ordinary is thugrebuilt. Whilst the glory of the past is still created on stage as an

i nstrument of romantici sing womenb6és acco
suggests the possibility of this potential for the simple woman, contributing to the
pl ay 6s maoaf definng expeptiorality as an accessible status. The play
celebrates eminent women but also allows ordinary women to take part, embody and
model themselves on the figures promoted on stage. Especially in the performances
outside London, its productiomdluded collaboration, and thus Hamilton and Craig
seem to offer a materi al and practical
allowed women to collaborate and thus promote themselves in the performance.
Accordingly, the play achieves to fulfil ifgrimary and the most important function,

by raising the& feminist arguments in every part of the country and attracting and

recruiting womerto the production

2.4. Afterword
Cicely Hamilton presents the limitations and possibilities of independent fatyini
in Edwardian society in her three plailsj a n a o f, HGwothe &/atenVdas Won

andA Pageant of Great Women whi ch hel ped spread her b
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significance for both exceptional and ordinary women. Her suffrage plays were a
successirest abl i shing the | ink between women
Edwardian theatre, as the former needed strategies used on the popular stage to draw
new participants fronthe different ranks of Edwardian public life. The success of

these plays waslsp decisive in reassuring and opening a new realm for other
actresses and artists to write their own feminist or political plays.

Diana of rPpbhecsedass Hamiltonbs concep
insincere trade between sexes. Although the play nstoacted in a genre where
shop girls are glamorised, attractive and adventurous, it also criticises the idea of
marriage as financial haven for women. The popular ending of musical comedies
of fers an optimistic sol ut inamcal systemwn me n 6 s
which they are forced to work as single womidamilton, on the other hand, rejects
the idea of a happy mercenary marriagéherefore, Diana accepts Captain
Brethertonbés marriage proposal onhey afte
and he could understand Diana better as he struggled to secure a job without
spending his money for three mont hs. Ev
compromisebetweenHa mi | t on 6 s feminist Vi ews on r
sufficiency and her desiréo produce a successful play in both theatrical and
financial aspects.

Di ana of isDanly somaerdexl with the potential and possibilities of
ordinary women in the new commercial age. Her aim seems to be to provide a
snapshot of asroleand miseres iy thewmadst afrmass consumption
and employment. Starting off as an inexperienced drapery worker, Diana experiences
ahardlifeinashocpssi stant dorm t hat(p. 8MNAlthaughl | s 06t

her inheritance provides her Wwia provisional status as a middlass lady in the
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Swiss Alps and allows her to enjoy physical luxuries, the play questions the extent of
freedom available for a woman without stable financial means and the possibility of
female seHsufficiency in pubic life.

Hamiltonods S e ¢ ohod thes WdteMWasaWosm is @hother ,
examination otheor di nary womandés pl acldowithaVotehe s ui
WasWonhas a farcical pl ot that offers an o
rights and independence. Specifically, it portrays two sides of femininity, one in
which women still live a life without their own identities and desires for- self
sufficiency andhe other in which women choose activism and a dignified life while
having professional identities. Hamilton urges women to participate in the suffrage
movement in order to make their own choices and attain exceptionality by
developing, promotingand den®nt r at i ng t heir capacities i
initial emasculation and subsequent transformation from-@aked antisuffragist
Omacho6é into a supporter of the womenods
femininity is the only way for wmen to achieve recognition of their public status
and personal achievements.

Hamilton, in A Pageant of Great Womerarticularly, puts welknown and
highly respected actresses on show and devises a performance to promote
exceptional women and their vam® achievements throughout history. As a
presentational strategy, the play achieved huge success by stagikmaeved and
exemplary femininities. Neverthel ess, t h
overt opponents of wo mestheoriginahgumpasaathd s e me
play as an artistic piece of political propaganda. This contradiction is especially
obvious in the characters such as Queen Victoria, who fiercely opposed

contemporary feminism and pr omoetceidablh &rd
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middle-class femininity through her images and writings during her reign. Yet the
playbés significance was its success in |
tableaux vivantsand historical pageants and presenting a large number of @mine

women, such as actresses, writers and public speakers, to the public as supporters of

the movement. Hamil tondés <clearly convey
cannot be ignored thanks to the presenc
women.

The p omoti on and recognition of -womendo
sufficiency are <critical i n Hamil tonds
restrictions imposed on ordinary women that limit their ability to stand up for
themselves. IDi ana of, Dibasman@®s i nheritance giVve:
her personal freedom. With the help of financial security, social classes become
temporary boundaries that can be eas#ynscendedHowever, the prevalence of a
system that offers no opportunities foromven outside matrimony hinders their
capacity to progress further. It was on this basis that the suffrage movement was able
to bring a variety of women together and to forge such strong links with the broader
reform movements of t B epredentational Steateges da H ¢
not suggest a completely straightforward solution to thisTHe Pageanton the
other hand, an alternative solution is devised. On the one hand, the representation of
famous women creates a number of oppositional and tsoeee contradictory
images of femininity, which interact with the already circulating images of these
women. Also, the richness and plurality of character meant a whole new idea of
exceptional women guiding the ordinary womewhich, thoughit seemed to be
elitist, still worked to unify women around the performance. This is also in line with

the suffragist8goal of attracting masses to the movement to persuade the majority of
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Edwardian society of the legitimacy and importance of political rights for women.
Finally, the revival of the play in different settings by different casts and for different
audiences, generally from within the ordinary ranks of English women, offers both a
material and theatrical solution to thecurringquestion of how to link therdinary

and the exceptional, temporarily resolved in suffrage performance. This also suggests
that, despite the contradictions and fragmentations in strategies and ideas, the
suffrage movement still offered women roles that they could experiment with as
public speakers, newspaper editors, columnists, feminist theoreticians, committee
members, political activists, writers and playwrights, which allowed them to pursue

an exceptional l i fe, of which Hamiltonés
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Chapter 3. Fashioning the Actress in the Plays of Christopher St John
3.1. Introduction: St John, Her Circle and the Pioneer Players
Christopher Marie St John, whose birth name was Christabel Marshalli (158500,
was a writer, actress and translator who brought extraordinary productions to life
with her lifelong companion Edith Craig, the daughter of famous actress Ellen Terry
andateatre director as well as an actress.
The Vikingsn 1903 and also appeared in a play tifldee Mistress of the Robby
Clo Graves. In addition to her articles in Pamela Colman Smith's magahiae,
Green Sheas he wr ot e EI | e n!Néwertheless she was segreticep hi e
about her own life, refusing to write her autobiography. Despite being a prolific
writer and translator at the time, no biographical source is available today to reveal
the exact detailsf her life, literature and private writings.

Some of her noteworthy works emerged through her literary collaborations.
She wastheecawr i t er o f HoM thenVotewas Wdanand The Pot and the
Kettle and she producetihe Coronationwith Charles Thtsby in 1911. HefThe
First Actressand The Pageant of the Stageere particularly popular pieces,
performed by the Pioneer Players and received well by spectators and critics.
Kat herine Cockin notes that she a@atentri bu
societyasdramatist, translator and acbAmong St Johnds numer ol
her translatioradaptation ofHr ot sPRaphnutiusand her own playThe First
Actresswere emblematic, with their representaiai pioneemng theatrical women
who were well respectedue to their contribution to thdiberation of women in
theatre. These women were an inspiration to St John armbhmporaries in their

struggle for rights antteedom
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To appreciate St Johnoés itie writicalitd ut i on
understand the function of the Pioneer Playg®d.1i 25), a theatre society atrolled
by women, through whiclraig andSt John transformed trstage for actresses. The
Pioneer Players, in this s& was thee mbodi ment o fth etaHaade wo ma n
aimed to provide space fdsoth male and female playwrights, suffragists and
actresses from different theatrical genté&raig had beed a managi ng me mb
t he St age Soci et y?* She preparetl &9 the dostumes 900 3 6 .
Robespierre which was performed at the Lyceum under the direction of Irving in
1899° She launched a costume shop and hired costumes to many London
production®. Her talent in costumena stage design gavplays a distinctive
aesthetiand brought admiration from tioher collabcaitors and audience fi&r she
left the Actressdd-ranchise League, she became a central figure in the production of
suffrage plays as well as other experimental drama by {kesam writers.

Craig foundedhe Pioneer Players in 1911. Terry was president of the society
while St John was a writer, translator and producer. Bernard Shaw and Laurence
Housman were on the advisory commitfgeviding guidance and support @raig
and St JohnA.Cockin note thatthe subjects most frequentlgxamined inplays
performed by the Pioneer Playekse r € O6women as worker s; W (
and especially out of , marri &Jhis;,waspr ost i
apparent in productions suchtdsw the VotaVas Won A Pageant of Great Women
A Pageant of Stagend The First Actres&nd productionsof European drama such
asThe Good HopandBer nar d MiShhawWéasr engas wklrasthe ssi on
Pioneer Pl ayer so $SHshe assepsehatrCeaig pasiéhtedtot i on s
l rving for her vision and knowledge of t

brother hadj all the elements of theatrical production, no matter the scale, must be
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carefully planned and integr &flesdppeass ac hi
to be why most plays produced by Craig feature cukiusly prepared costumes,
acting music, lighting and theatricaiffectsd e pendi ng on t he pl ayc¢
This isespeciallyobvious in her detailed prop lists, expense sheets, notdaging
characterisation and actaisat she prepared as a director for the Pioneer Players.
In a letter sent to prospective authors by the society, it is clearly explained that the
society wasot one of the independent private theatres of the time.ldtter reads
t hat 0t he society is responsible for t h
aut handistb adds that oO0the producer is instr
representative, and, as far as thought advisable, to carry out his wistetails of
produ®lisaommpar ent that Craigbs vision of t
theatre that rebuffed financial revenues in traditional terms; instead, her stage was
intended to serve amateurs, new playwrights and women in additicendwned
writers when their plays meritegroduction.

Actresses played a key role in the formulation of the poliofetheatrical
societies established by Edwardian womi€erry Powell, in her bookWomen and
Victorian Theatre n ot e s tthie theatrebotieretl women a ivaic¢he ability
to speak compellingly while others, including men, sat in enforced silence, waiting in
suspensi on f oYFortwbneen, especitlly those dgsiring to be in the
limelight, wanting to be listened to @radmired by others, acting was undeniably a
matchless profession in Victorian and Edwardian times. This is perhaps due to the
fact that it Oopermitted the aovenhegss a | i
and people concerning her within the limité her role in public* Edwardian
actresses went beyosdcial and cultural margins by participating in and pioneering

a literary and artistic movement within suffrage politics.
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Ellen Terry was one of these womgmerhapsthe most welknown and
apprecitded throughout her career, which stfetd overmore than three dades
until war broke outwhenmost theatrical effortstoppedSt J celatiorshEpwith
Terry wentbeyond ceoperdion, though. St John admired Terry because ofifes
as a performeand her position as one of the greatest actresses of her time. Given
that suffrage theatre was dominated by actmesters more than any other
profession, the imageand representations of actresses are pivotal in the text,
performance and staging of #eplays. St John wrote plays exalting the status of the
actresswhich is exemplified byer contributios to the suffrage pageants. Three of
her plays,The Wilson Trail(1909), The First Actres$1911) and her adaptation of
Hrotsvitd $aphnutius(1912), will be examined in order to discuss female acting,
actr essand theirinmdgedan the light &t Johnds argument s
political and professional emancipation. The nextcst i on  wi | | di scus
revision of the image of the actress aswarking woman in relation taheir

representation on the popular stage and in realist suffrage plays.

3. 2. St Johnods Rexlass Musinal Goinedyt Atteess Wikhe K i n g
Wilson Trial

The Wilson TriawasSt Johndés first att aemigsandthey wr i t
image in the Edwardian public ey®The copy of the play kept ithe Lord
Chamberl ai nds Mashows that tiheplay Wias subnetted ficence s

in 1909, butthere is no informi@on or date regarding its licencand it also was not

included inThe Era Almanac 19Q9vhich liststhe major theatrical productions in

London at the time. HoweveThe Stage Year Book 19%Bows that the play was
performed at the Court Theatre in Longdam 14 December 1909.There is no

available information about its further performances at the Court nor at other London
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or provincal theatres. Regarding hether productions, the records show that St John
also submitted another play titldedr i k s denirs 1®04.\Kccordingto The Stage
Year Book 1909she stage®n the East Sidat the Court Theatre in July 1908
Her request for a public performanceCdronation(1911) was rejected by therd
Chamberlainon the basis that its subject matter was thenarchs and the
representation of the members of the British monarcliyama was forbidden at the
time; howeverthe play was performed privately in 19%2.

The Wilson Trialis a comic on&ct play with an undertone of serious
polemic. It portrays a neding between a weknown musical actress and a lawyer
who wants to ask questions abth# whereabouts of her brothéte is thought to be
the only witness tdghe murder oMonty Wi |l sonds wifebs secr
constructed on the dialogues bebm three characters: the actress, Violet Tremeh
brother and actoiedmund Trenchand a lawyer, Sir Leslie Roberts, who is seeking
Edmund for his testimony as evidence in
the killing. The play is set in theving room of a London flat belonging to the
heroine, Violet. She is presented as a musical dgraetress or, as Sir Leslaalls
her, 6a chor us (gis st ah activer player &t the Gagety Theadre, a n d
London. Edmund comes covertly to visit his sister from Scotland, where he has been
sent into hiding. He tells her that he will be going abroad in order to avoid giving his
testimony againstVi | s o n Pamela,iwth whom he apparently had a previous
relationship, and he tries to protect Pamela and Monty as héneatlseceasetbver
6a monster 0. Viol et guestions her brothe
sent her a letter about the case and has stetelk$ire to visit her before the last day
of the trial. Edmund violently protests this idea and trieprthibit his sister from

meeting the lawyer, but he apparently has no control over or influence on his sister as
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he appears to be totally dependenthen financially. Violet reprimands him for his
reckless spending and for the money he has lost playing bridge, but she still agrees to
finance his journey abroad. Edmund tells his sister that Pamela was a mischievous
girl and he was not the only one hayian affair with her. He is not the ordye of
these men with influential connections but believes hehas beensingled out
becausde is an actor. He also resents her meeting with the lawyer and describes her
di scussing such a swédr,ecVYi dlusmmtwodnasithiy®s e H
protests and meets Sieslie The lawyer is surprised to meet a youealggant and
intelligent woman; her demeanoisr opposite to his expectations. At the end of the
play, headmits hei s s ur pr i s e d anbcharad¢teraideeérsorsal chadm m
and he leaves her hongenceding thashe has changedshihoughts on the murder
case duringheir brief encounter.

The meeting betwan Violet and Sir Leslie was used to provimatext to a
more central debate concernitige reputation ofactressesViolet and Edmund
Trench are both actors frothe musical comedy stage; the former is described as a
famed actress. The reputation of the theatrical profession is raised implicitly
throughout the playand St John offers heotion of a liberated and setupporting
actress as an alternative to f@pularimages of women from the stage. The reason
why Edmund has been wanted in connection with the murder case despite the
existence of other witnesses explains how the respattabil the theatrical
profession i s subordinate t o ot her or e

exclusively available for men:

Edmund: Oh , arendét they! On e oifanothérie s e ch
wel | he has what theysoallA dfhrnirands i
The fourth is a Abul wark of the Churcl

[ €]
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Violet: And they knew Pamela before you did?
Edmund: 1 6 m only ®@®not hevemhadga
fellow to go for, o0 they amalt
picturepost ard trade. o0 (p. 9)

i ous dar

ser
arn alllly beaie

Edmund is worried about his being branded as the prime wiastiss case concerns

a number of other people wém status and personal relationshgige them

immunity. Their involvement could, in itsmplest terms, cause a public scandal as

the reputatios o f t especdabl atd smeak ea.r el t appears
criticism is directed at theornestones of a conservative society. WHanhJohn

wrote the play, oneof the serious obstacles o mends enfranchi semi
conservaties in Edwardian politics andhe aristocrag. This is perhaps best
illustrated bythe tense relationship between the suffragists and prominent Edwardian
politicians. Sophia A. van Wingerden records tha 1905,when the Liberals won a

majority in the British parliament, they gave assurances about the improvement of
womenos ri ght s .gning omoreen evere misled nop adheiberal
leadershipof Herbert Asquith® In the same way, aristocsasuch asGeorge

Nathaniel Curzon, or Lord Curzon of Kedleston, uskeir positiors in Parliament

and in public to denounce Edwardian suffragism harshly, which could clearly be seen
inLord Cuwwmzomdo®us speech titled OFi fteen
Female Sti f r # ¢leréjeced the idea of women having political Htg, saying

that this would O0take away women from th

the vote, this would result ithe demands for adult suffrage. Furthermordye &6 v ot e

was not desired€] ] by the | arge majority of womer
active share in the GovernmeftThepldy,im gr ea
this context, echoes the suffragistso bi

and aristocracy. A male pbtian, a member of the aristocracy and someone
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protected by the Church are all accused of being corrupt as they misuse their
positions to deny responsibilities.

The other aspect of Edmundbés denunci e
comedies, he cotitutes an easy target for the legal authorities. This suggests the
negative public impression of musical comedy actors and actresses of the age. Len
Pl att argues that o6[ m]Jusical comedy toye
mixed economy that incthbe d we ak men an ¢&Itis arguableghatr wo m
musical comey formulated its own images of women and men to create a pleasant,
amusing and popular theatre experienceafonainstream audience. It deliberately
avoided subverting the gender divisidmyt it also used a strategy of fashioning
female stars, while the presence of male characters was mostly to enhance the image
of these women. Bearing in mind that the public opinion of the Edwardian actor was
closely connected to his stage persona, arsenf@ed male figure is personified by
Edmund. A similar prejudice is aimed at the actr&sL e s | i e, who Vvisit
flat hoping to persuade her to encourage her brother to testify before the jury, appears
rather astonished to meet a woman who hecadot descri be as Oan
(p. 15). He cannot hide his surprise in his introductory conversation with her,
seemingly being overwhel med by her o6nonc

Sir Leslie: | know you by reputation of course.

Violet: How nice of you.

SirLeslie: But | havendét been fortunate en

Violet: 1t doesndét need a start| Gaetyfostr oke

three years.

Sir Leslie: So you are a Gaiety girl.

Violet: You seem surprised.

Sir Leslie: You are not exacthhe type.

Violet: Do you know the type? Youyouhavenod

just |l et out, you dondédt go to the Gai
SirLesliee. No, but oneds idea of the ordin.

133



A

Violet seems to enjoy underminirgyi r Lesliedbs ideashef a s
seems to have serious misconceptions of
seems to be standingp against the prejudice towds popular stage actresses and
discussing the realities dhe profession of which she had firdhand experience.
Although the play does nokefat ur e a pl ot diffichlieest on then ac't
Edwardian stage, it still addresses some of the delusions about theatrical women,
especially those othhe musical comedy stage.

Indeed, the chorus girl in Edwardian musical comedies, particutadge
performed at the Gaiety, waftena young, beautiful and spirited feminine type. As
Len Platt puts it, the Gaiety ©@gfigrdadads, O
ichar niic assncd ,mral tshie avas @ Part of the appealing vision of femininity
created on stage for audiendsThe connotations of the chorus girl changed
considerably with the genrebs transf or m;
Edwardes, a revisionisheéatre manager and the most prominent appropriator of the
genre intheEdwar di an age, asserted that Oomusi c
was better cared for, better ho#Alsed, and
according to Peter Baileyhe genre wadecomingfree from its associations with
late-nineteeth century musicals, which were riddled with overly sexualised female
images and dancé3.The role of chorus girls was to entertain the audience by
singing and displaying an appealing femity with their controlled cheekiness and
chicnes<® However, their place within respectable theatre was still hotly debated. A
Manchester Guardiarreporter wroteironically in his defence of the genre that
Omusi cal comedy is notibartoesnoppgh Wwe
mounted, weHldressed, more or less musical, more or less coherent entertainment

which is all the average intel FiTgeent ma
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respectability of the entertainment stage was still a matter ateleind there was a
|l ot of stigma attached to musical theatr
| egal i gnorance! There are distinctions
suggests how she deliberately differentiates herself frommmnstereotypes of her
profession. Leslieds presumption of a Ga
easygoing, naive and glamorous girl in line with the fabricated image in his mind.

As vely popular examples of musical cometlye Gaiety playstaacted a lot
of coverage from theatre magazines. One such exampke,Sunshine Girlwas
staged at th&aiety Theatre in 1911 and featurau extraordinary display of chorus
girls in a spectacular performandelt starts with a picturesque scene of afso
factory in front of a view of Port Sunshine. The chorus girls $tartelling their
story of hard labour in the factory as workers, but with a twist: their ssory
accompanied by aexuberant dance. Vernon Blundedlis inherited the factofyom
his uncle, whohas writtena clause in his willstatingthat Vernon mushot get
married within five years. However, Vernon is in love with Delia Deil, an assistant in
the perfumery deartment. He does not want hernotice that he is affluent noma
decides to swap roles with one of his friends. But this makes everything more
complicated. Vernon i s r ecMegydawsand hisby hi
cabman, Floot. This puts the hero in a difficult position. After a number of hilarious
complicatons and misunderstandings, the plagewith a note that laws should not
andcannob bstruct two |l oving peopleds marri a

marry with the prospect of a happy life ahead of them.
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Chorus.

Marte. You've get to get a move on !
et a move on from now |

Cuorus. Get a move on!

Maxie.  Your ways you must improve on,
Must improve on, somehow |

“IVINOLOId AV1d FHL

Cuorus. Must improve on |

Magrik.  Just hurry up about it,
For you've got no time to spare,
1f you do not get a move on,
You will have to move on elsewhere |

Miss Sealby and Chorus.

Sonkt " You've gol fo g

Figure 18 6 C h o Giurs IThe Sunshine Gir] The Play Pictorial No. 118, Decembet911, p. 6
(V&A Museum Theatre Collections).

In the expository scene, the stag@apulatedoy pretty working girls, a spectacle of

amiable workingclass femininity that tells a sympathetstory by drawing an

agreeable picture of supposedly harorking girls. AsThe Play Pictorialwrites,

they should 6get a move ono6 Howevdrltalsp wi | |
assertshat6 [ t he gi r | s] di dnot appB8at thewbdr k
attractive to | ook upond and it adds tha
colours are t &%SeenfnglyTheyPlag Rictobad s ed@scr i pti o
working girls is more focused on their image than their workilagsidentities. The

chorus girl, in reality, was an appropriated image for the mainstream audience, and

their merry personalities and lively songs helped feminise the stage. These appealing
women were the most important feature of the stagingudical comedis during

the Edwardian er¥ Therefore, the scene is in stark contrast to the image of hard

working women who werbeingexploitedthrough low wages and long hours, which
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was a muckdebatedtopic for suffragists.In reaction tolow wages and labour

exploitation,The Votgublished the following cartoon on its front page in 1912:

7TALLVING MGEM.?E\?

< for : But | cannot live on the wagecs you
offer me.

Employer: We don't expect you to If it came to paylng xirls
A LIVING WAJQE we should socon put up our
shutters. Youn can make it up in some other way.

Figure 19: A Living Wage, The Vote 16 November 1912.

It is clearlycriticising the factthat most Edwardian women were not paid yashd,
moreover, they were exploited by their employers. The suffrage movement promoted
itself to working women as the true platform by which they could raise their
concerns and resist exploitation and inequality in the workplHoe.Voteclarified
whatsif f ragi sts asked for, declaring that ¢
hard and monotonous work continually without hope and reward. We mean to be
independent in our work so that it shall yield us joy and have use and beauty as its
result This also created complex images of working women, as a number of plays
by suffragists, s u clh theaWorkhdas€191d ) amd Edithe vi n s
Lyt t eThunbsciewy1911), failed to elaborate on the opportunities created by
the movement while they werdescribing the troubles of workioiass women in
sweatshop&?

St Johndéds approach here seems to be r
suffrage discourse on workirglass women. Borrowed from the musical comedy
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stage, St J 0 h n 6 swhovdispldysa changng image &f avorlang t e r
class femininity, especially considering the possibilities that the stage offered to
women to advance their Il i ves. Vi ol et ds
description of the living room she lives in, whighthe primary setting of the play:

OA room indicating good taste in books a
the writing table, which wght to be placed conspicuously ( St Jolh seems to

react to the image of a stereotyped Gaiety gidtdad, her imagined type shows
signs of intellectuality and aesthetic
Nietzsche, Balzac, Merediitd  ( p . 12). The stage direct.i
with SrLesl i e describe her i tonthedgemoghohe:and6 [ S] h
turns it off. She is about twengix. Has a charming, rather serious face, and is
dressed very plainly, yetelld  ( pAlthough she is more than an ordinary Gaiety

girl, she bears all thstereotypicafeminine qualities andninterest in books, music

and the design of her home.

Her distinct character is not only based on her outlook and tastes. Whilst
defending her brother, she reveals that her work as an actress is not just a personal
choice but also it is necessary for her to support her family, her fatheheand
brother:

Why i why? | love himi Our mother died when we were all quite young.

Our father! I have been father and mo

them up, protected theingot them out of hole after hoiel have never even

thought of marryingi for fear a husand should interfere witthem[.] |

wanted to keep Eddy out of this terr

through it. Héd heésodmoat | aklke ®thengboy
value our good name. My mother was one of the best wavherwasever

on the stage. And Eddy was ondyghteen when he had this affaiith
Pamel a WHelshalbkaep éut of it. (p. 21)

It is apparent that the image of the Gaiety girl issmgisioned by the writer to

appropriate it for her plot. Her heroine goeydral the image of a sedufficient
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woman. While her life is glamorous and attractive, the reality of an actreas as
working woman requires a complex reading of different characteristics of Violet. St
John strives to show beyond the stage persona of ghamaactresses. One of
Violetds main motives for acting is to p
lost her mother, she seems to have taken on a number of different roles in her family.
She performs the role of a marth working woman as well aaking care of two men
in the family. She also assumes an authoritarian role by providing for the family
financially and protecting them personally. The writer thus gives the actress a moral
function, whose occupation, wiits connotations of immoralityutns into a means
of maintaining her moral roles. Violet stands for a potent and credible figure in her
family, just as suffrage actresses did in their theatrical campaign as the most
emancipated group of women in Edwardian society.

Her influence orSir Leslie is obvious up to the end of the play. His question
to the servant upon hisentrytotheflai One mi nut e. Does Miss T
ifand his subsequent prod¥ésct miosudrmaeade rsetrvaa
thought perhaps that her tinersi s he has br ot(m &2)isndicatehibel i ev
surprise that Violet lives annrestrictedife without support and protection. St John
may have constructed her heroine based on actresses in her close circle. St John
knew a number of actresssspportingthemselves, as she did. Her friend Cicely
Hamilton, her companion Craig and mother Terry were only three of them. The
denouement of the play does not offer a definitive answer to the prominence of a
single actress in the discussion of the actsee s 6 publ i ¢c I mage ar
perception. Ho we v e rSir Le¥ie calsest himsto ¢hanfel hise n c e
opinions Edmund reveals himself, declaring his will to testify in court,Siut.eslie

this time declines the idemnd advisefim to go aboad before the trial endsle also
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confesset hat Vi ol ehim]rhoaesn tweentyamingtastthghe] should have
found out for [ hi msel f] in twenty years
acknowledgesis feelingof guilt as he has not pursliether witnesses involved in
the case, which he describes Oas being ¢
public 2200dd6 ( p.

The Wilson Trig overall, isS't J e®rdeadosr to represent theatrical
women with whomshehad firsthand experienceSt John constructs Violet as the
embodiment of a collective identity created on the Edwardian popular stage, and she
targes the parodies and misrepresentations of this identity. Her subsequent
endeavoumnwas to tacle the issue of the actress Tine Firg Actress which was
staged bythe Pioneer Players in the honour of the pioneering Restoration actress,
Margaret Hughes The next section will discus¥he First Actressagainst a
background of historical and contemporary discussions of actresses and their role in

the theatre

3.3. The Actress asTheHrgAcRessoneer in St Jol
Some time during the last months of 1660, a professional English actress

appeared ira play on the English stage for the first tilna historic moment
for English Theatré?

In her description of the entrance of the fpsbfessional actress fnglish theatre,

Eli zabeth Howe rightly decl ares dtheat it
common practice of boy actors impersonating female charactersthwithelp of

cost umes, cosmetics and artifi cispaldy, manne
The First Actress(1911), a onact propaganda play, narrates this astonishing
transiton of women from spectatorship to domination of the English stage. This
signified a historic turning point for women, who disrupted the common practice of

being excluded from creative and intellectual endeavours. As an Edwardian
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femini st 0s constractian of@rtificidl lustotie & women, St John offers
her own account of the emergence of the most vivacious and liberated group of
Edwardian political women: actresses.

The First Actressvas staged by Craig as the first performance of the Rionee
Pl ayersdé repert oiaonsgasamourscedoThe payg waattoka f or ma
threeplay matinee that opened at the Kingsway Theatre in London on 8 May 1911.
The other two plays of the afternoon wel&ck and Jill and a Friend1911) by
Cicely Hamiton andin the Workhous€1911) by Margaret Wynne Nevinson. The
performances were followed by the Aeol
music recitaP* It was certainly a major event f@raig, Terry andSt John, as well as
performers in the Pioneer Rlaa r s , as it mar ked the soci
publ i c. This was the single most i mport
future events and to appeal to more subscribers and theatre critics.

Although some reviewers straightaway criticised tihoice of the plays in
the matinee due to therhaleorientated subject matter Cr ai gbés ef fort w
and attracted a | ot of interest. As one
turn out to be a seconadss BdexiggeftPee cneact y 6 w
p | a% \fotes for Womehighlighted the interest in the society by noting that they
6gave their first subscription perfor ma
audience in the Kingsway?¥®ITisabdous fremtbhen Mo n ¢
majority of the printed reviews of the event tfidte First Actressvas the pivotal
performance and drew the most attention during the matinee. It was justlytballed
6pi ece dooccaRdpadTha®tall ws itspeseminal strategy
was compar abl &Pageant ¢ &neat WameBtih & was distinctive

due to its examination of the lives of actresses by chronicling them in -a self
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referential performance. This section, therefore, will attempt to find an atswes
question of how stifagist actresses, ake most prominent accomplicés and
promoters of the suffrage campaign, promoted their own influence on stage and
substantiated their presence in the gene
their indvidual and theatrical power ifihe First Actress

The play tells the story of Margaret Hughetio wasaccording to the author,
0the first actressd6 on the English stage
shows backstage at the New Theatre on Bbry L ane, wher e Thoma
Company of Ki ngso Pl ay e Othelloibys Shakespear@aig a p ¢
1661. This marks a time when women were still not permitted to play female parts in
theatrical productions; instead, female characters hadbeen impersonated by boy
actors. Peggy (Margaret) Hughes completes her part in the play and returns
backstage. She has to face both cheers and insults as the first English actress who has
performed to an audience that is unaccustomed to seeing wom&&genshe is not
sure if she has been booed because she has acted badly or for the sheer fact that her
sex is not welcomed by the audience. Even so, she is encouraged and congratulated
by Sir Charles Sidley, the director of the company, who deeply désidismiss the
extremely popular leading boy actor Kynaston, his arch rival, by introducing
actresses to the stage. After the initial-sl@fibt and regret about her performance in
Othello, Hughes starts to realise that she is disapproved of due to her desire to act
and finds herself in a heated conversation with Griffin, a male actor in the company,
about a woman o0 sand het mateiral dimit$. & dispateswith the
opinionate& Griffin, and rejectinghe idea of going out for a celebration dinner with
Sedley and is close friend Lord Hattonfalls asleep due to exhaustion from the

performance. Ira dream, she is heartened\sions of her great female successors

142



who narrate tair stories of confrontingnale dominancy on stage and winning the
hearts of the publidespitehaving endured great adversities. Among these famous
women are Nell Gwynn, Elizabeth Barry, Aniidance) Oldfield, Kitty Clive,
Frances Abington and an anonymsoictress of Talay, who cite how their will has
triumphed in face of the stubbornness of the managers of entertainment for centuries.
The play thus implies that great difficulties have always been there for women to
cope with, but actresses have pioneeppgortunities for their sex by opening a
onceclosed realm to them, just as Edwardian suffradistge taken up a similar
fight to lead women to new liberties.
The play functioed as a promotional piece for the Pioneer Players and its
future productionsn a selfreferential way, but also rda the crucial point that
female actors have faced great troubleseimp | oyi ng t heir agen
performance as the heroine markaedirst for her sex to be accepted in an art form
from whichtheywere barred. Athlte beginning of the play, Hughes asks Griffin what
was shouted to her from the audience in reaction to her performance:
Hughes. Griffin 7 what did that fellow in the pit call out when | went on to
speak the epilogue?
Griffin. I  t hink it was: AiCal I yoursel f a v
yoursel f .o

Hughes.But. Why? There have been female actresses befmight?
Griffin. Only French hussie$.

Hughes seems unable to understand the reason for the reaction or the onplichti

her appearance as the first actress in tile of a wellknown heroine such as
Desdemona before a | ive audi ence. I n r
abnormality of women acting, which was seemingly only acceptable for foreign
women, it would becorrect to assume that foreigromen were regarded as a less
significantt hr e a't to English society. Hughes i

shameless by trying to break the control of the representation of women on stage.
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Her unparalleled venture woulthve a liberating impact on those following in her
footsteps. The antagoni s Mthalgthus sheuld béHu g h e s
taken as a symbolic reaction towards all wonEme First Actresss a celebratory
piece honouring the actresses who openeddtteo r for womends ae
creative activity. Griffinods reacti on
respectability of the theatrical career at the time. Howe notes that public play houses
of t he ti me we-daninantytiowerciass@ dfi emc épbde whil e
elite Aprivateodo theatres [were] attended
c | a s*amds dhe adds that this structure was scrapped by the newly crowned
Charles 1l, who gave Sir Thomas Killigrew and Sir William Davenant uestee
rights to produce plays for the cod?tThis consequently raisatie status of theatre
and encouraged and normaligkd representations of femininiboy stage

It is essential to urefstand the metamorphosis ebciety during the
Restoration. Grff i n6s phrase OFrench hussiesd rel
divisions of gendered places and the definitions of sexuality and respectability.
Whi | st St John stresses her heroineds
emancipation efforts in professial life and, in this specific casin the theatre, the
a c t rfiess smiergence on stage also signifies a historic alteration in gender
relations: English actresses repldereign actresses and redefinthe theatrical
profession for women. This care better understood by the symbolic link between
the Restoration and Edwardian ages in te
The possible allusions between respectable woman/whore and female
spectator/actress were redefined in the late nineteentargeAiccording to Howe,
0during the | ate sixteenth and wearly se

theatri cal representation were both subj

144



allusions were evident in themadPedyarnebes
Historiomastix ( 1 6 3 3) , i n whi ch Prynne attacks
wh o r*elsi$ clear that the division of male/female spaces in the Restoration
theatre was the social norm in line with the strict Puritanism and gender ditfision.

this context, St Johnds role in the maki

this degradation and separation.

<. o=y

Figure 20: Nancy Price as Mrs Margaret Hughes in the first performance offhe First Actressat
the KingswayTheatre on 8 May 1911 (fr onVictoim& AlPatoneer Pl
Museum, Theatre and Performance Collections, London)

The photo from the playodés initial perfo

Hughes (in the role dbesdemonpawho comes ¢ a realisation ofhe barriers before

the first femal e theatrical performance.
6How did you Ilike my willow scene, Char
performance?6 (p.8), r e weraof herhowrr abilitynto t i a |

influence others through her performance. Her discontented and thoughtful
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expression is due to her initial naivety about the prospects of a career that is strictly
regulated by the absolute patriarchal authority, the King. Sheaappo have been
discouraged by the backlash and unable to see the cultural implications of her bold
choice. However, thissefont r adi cti on di ssolves in the
of womendés | ack of <creati vecetanpyaavenoty. Gr |
the creative imagination. What artistic creation have women to their credit in
hi story?d6 (p. 13). He also tries to val.i
is called the The Stagenagaziné®Fo imvalidate ®s d g mona 6 s
reasoning, Griffin argues,

that is as much as to say that acting is not an art. By that show of reasoning

we must import negroes to play Othélleve must go to the gaols to find the
impersonators of our villains must bribe noblemen to play ostage dukes

[ é] Acting, Mi stress Hughes, i's the
accident of being i1 t. [€é] |  wildl even
enable him, when he dons a wonmdonds ha

speak witha sweeter voicé to walk with greater graceto express the very
quintessence of the female s6til.

Griffin indirectly accuses women of degrading the art through their involvement. His
notion of art, especially refernvilimagkt of
creative abilityé makes them unfit for
exclusion of women and that of other segments of society such as Africans and
criminal s. As Dympna Cal l aghan points
performed on ta public stage of Elizabethan and Jacobean England, although both
were present in other forms of cul tur al
presentations and women in court masdeallaghan highlights that women and
Africans wer et htewos Oa loife ntahtee dnmednot i oned er as
the theatrical stage, although Africans were contradictorily a part of public
performances outside theatres. She explains the exclusion of blacks from the stage in

the discussion ofi dwhd amd Thspidcmets hiewméyhi b i
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useful to explain why female players were also banned from performing in public
theatres. Considering that theatrical mimesis requires an active agency and the
manipulation of a role by players, female aswelhdsr i can char acter so
exclusion depended on their active and passive participation in the making of the
pl ay. I n Callaghanés words, Onegritudeodo
in public performance¥’ In terms of femininity, thehreat of female transgression of
social codes was considered immanent through the mimetic representation of diverse
and possibly subversive roles. That is, women were not allowed to be different from
what they were already allowed to be.
It is also quitepossible to read the photograph in a different way: Hughes
may be identifying with Desdemona while backstage, in bothcestume and
temperament. What place doms oppressed heroine of a famous Shakespeare play
havei n t he di scus s i oamdaits implicatlnsnmeanwidaiebategfe n c y
female emancipation and politics? Shake
simple character and, actuall vy, she is
unf or t un a t®ddording to Michaet Keill, Shakespre gave Desdemona
6a more vocal power 6 than she ©Othelo been
Gi r a | Disdetnend® Desdemona passionately displays her agency and
determination in her speech and her choice of an interracial marriage with Othello
despte all the objections of her father, Brabantio, a Venetian senator. She speaks out
before the Venetian town council about her resolvgdowith Othello to Cyprus,
whichhe has been assigned to defend against
Desdemona: That | didlove the Moor to live with him

My downright violence and scorn of fortunes
May trumpet to the world.

[ €]

So that, dear lords, If | be left behind

A moth of peace, and he go to the war,
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The rites for why I love him are bereft me,
And | a heavy interim shadlupport
By his dear absence. Let me go with hifh.

The rhetorical strength of the speech un
with Othello, even in a foreign country in war, and signifies a liberated woman who

can challenge the town council, thery institution of the patriarchal control of the
city. Her way of showing commitment to 6
heroine as a victim of society or a husb
an idle person, while Othello fightar away. What she wants is to be free to join

Othello even though a relationship between a woman of her status and sotdiek

would be regarded as unreasonable in early English society. Ellen Terry, who played

Nell Gwynn inThe First Actressand wo was referred to as o
l iving actressesd and o6a thHe&dwdrdiangerd!Shake s
supported the idea of a Desdemona as an independent heroine after her performance
with Henry Irving inOthelloin 1898> Terry insist¢ hat 6a great tragi
a strong personality and a strong method, is far better suited to [the part], for she is
strong, not weak. [ é] By®Thoagh Dasdemosahi® i s
slain by Othello at the end of thpay after lago falsly accuseser of infidelity,

which he fabricates n order t o exact hi s revenge
Desdemona showhker independence and strength especially in her actions and

decisions, even up to the point where she is murdered.

148



Figure 21: The featured actresses are Nancy Price, Auriol Lee, Ellen Terry, Lilly Brayton,
Suzanne Sheldon, Henrietta Watson, May Whitty, Dorothy Minto, Saba Raleigh, Mona
Harrison, Lillian Braithwaite and Lena Ashwell and unidentified actresses the first
performance of The First Actressat the Kingsway Theatre on 8Vlay 1911 (from the Pioneer
Pl ayersd Scrapbook, Victoria & Albert Museum, 1T
London).

In the second photo from the same performaat®vg, Hughesis shown asleep
presumablydue to her physicalands ychol ogi c al 6fatigued af
as Desdemona. During her sl eep, ot her ac
to the stage and t r an dghearicatondihubichéensytell st or y
thar stories whichthey symbolically were a part of. They cite how Desdemona
paved the way for O0great actresses of ag
themselves. It is not startling that critical reviews of the play méstiysed on these
actresses and their perf or mances. A col
hi ghlighted Ell en Terryds contribution t
printed programme leaflet of the event also advertised a second perforofdriee

First Actress o be arranged on 11 June 1911, acoc
|l ecture series o n*A8ditiankllg siye¢osan enéedainlieasorg i ne s
the second performance of the society b
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lectue calledSome of Shakespeareds He,rexciuding s : Th
The First Actress® In newspapers such Morning Post Westminster GazettBaily
Express Votes for WomerGlobe anda number of others, the same statement was
used to advertise the event: OEl Il en Ter
London since her °Tkid furthem indicates the ckitnaity bf@a . 0
famous actresso6 i nv oalpubdiaityeefforts. Henrole, asfNellr a g e
Gwynn, was noteworthy and created a buzz about her return to acting.

Along with the seHpromoting femininity embodied in the celebrity cast, St
John constructs amusing dialogues to balance the serious discussidn®n act r e s s ¢
role in leading liberation in the theatre. Particularly, Kitty Clive, a famous comic
actress from the eighteententury English stage, leaves the stage without being able
tointroduce herself due faterruptions by another actress, Pedffiigton:

Clive:And thatdés enough to Peg! I, Kitty

Woffington: (ignoring Clive) Peg the Second will teach the pit to presume!

She will not forget that they would have none of Peg the First.
Clive: Mrs. Woffingtoni | have a line here.

Woffington: Un mannered dogs! I 61 1 teach t hen
ia womano6s grit. Nature hasilgpitiaen me
shall not dauntmél &6 | | |l earn to use it. A defec
for intellecti

Clive: Th ey d o tober all that!n Kitty Clivel (pp. 18 19).

St John constructs the dialogue between two rival actresses as a subtext to her
primary message in the play: actresses, as the epitome of liberated women and
pioneers in the professioshouldput aside theid i f f er ences t o uni t ¢
good. Felicity Nausbaum claimgeferring to eighteenthcentury actresseghat

O[t heir] battl es [ é] erupted over t he ¢
reput ati on & €livenaad Woffirg®n wWere aceorfighed actresses and

rivals in their time. This rivalry is matched by two other actresBescegirdle and

Nance Oidifield, in the play to show that that rivalry and competition were always a
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part of an actres8 gl amor ous i f e, b ust lighttyh Bhe wr i t e
humorous tone in the argument i's a r emi
positive image of actresses, making them more human than their stage personas
could display. Moreover, these actresses were role models for their Edwardian
counerparts in their theatrical endeavours. As Nausbaum claims, the celebrity status

of these women was not accidentdl[ t he s e ] women players s
equity in training, compensation, choice of roles, benefits, and theatre
management®In this £nse, they are the creators of the reality that actresses were

the most visible femininity among all professional womenhe Edwardian era
Woffingtonés fury about the discriminat:.
tone of her voice and the claimg§ o womandés i nferior i nt el
prominent actresses such as Terry, Nancy Price, Auriol Lee, Lillian Braithwaite and

Lena Ashwell participated in such a production.

The pl ay concludes wi t h a not e of
pronouncementast he Ac t-draeysés: od B rTaorgetterHpiogebre/aur
comrades of f er yloncally a pianeemnng actregspof thepds) is
thus honoured by a pioneer Edwardian actress and entrepreneur, Ashwell. She was
perhaps one of the mogibérated among her fellow Edwardian actres&discan be
argued that she constitutes a link to Hughes, as an pioneer actress and theatrical
women in the suffrage movement. The Kingsway Theatre, her repertory venue, also
stands f or Hu g htbespéejudicé she fgogd ie Restayadion riheatres.
Ashwel | 6s bi ogr aphnetes,t hMar gareet T hleeaa srki ,c a |
Association and the Society of West End Theatres, two theatre associations directed
by men, excluded women as memtR€ralthough Asltwell declares that Edwardian

women were all owed to be actresses and o0
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considered a manés affairdé (p. 2) , she s
and unfair treatment in the area of theatrical manageniaurtt. perhaps more
interestingly, the photograph of the finale shows that one of the characters, Madame

Vestris, appears to be credgessed.

Figure 22: Lena Ashwell as an Actress of Talay (on the right) and Auriol Lee (on the left) as
Madame Vestris in the first performance ofThe First Actressat the Kingsway Theatre on 8 May
1911 (from the Pioneer Playersé Scrapbook, V&A
Collections, London).

A female embodying a male persona is certainly worth discussing. Madame Vestris
was a popular performer of Italian operas and the manager of the Olympic Theatre in
London in the early nineteenth centGhyRadel Cowgill notes that ¥ s t molé as o

60t he female Giovanni 6 IiGovaWiinLbnda(b81l7ydt o ma s
the Drury Lane Theatre, London, in 1820 was a huge success and she later performed

at Covent Garden, Manchester, Birmingham and D(Blirhis role was comic iits
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nature as a part of a burl esque perfor ma
ent er t andnvestria &séa woman in breeches appears to have distorted the
acceptable feminine image in a Victorian comic opér&his is, first of all, a

validaion that the stage permitted women to assume roles that would have never
been permissible in daily life. Nussbaum argues that it was a very common practice

on the Restoration and later English stage for women to impersonate male
character§? Actresses weraomen who had experienced the freedom of behaving
ounwomanl yd and were all owed to blur gen
t he soci ety t hey Il i ved i n. Vestrisos
interpretation. Auriol Lee, the actress playingstfess, does not portray a strictly
masculine figure despite her masculine outfit. Her femininity is visible through her
bodily and facial features and symbolically in her character as a pioneer actress.
Vestris seems to be presented to respond to theismitiagainst Hughes, in her
performance aBesdemona, losing her femininity by working in the theatre.

This is also a reminder that suffrage writers frequently undermined the status
qguo.One coul d al scomssdressadimayee astgendes Perfonoe
denoting gender as an unstable notion that St John distorts and appropriates in her
play to show that actresses possess the power of reforming the strict rules of society.
The image connotes defiance against the roles actresses can play in theatre and
society. In this sense, suffrage theatre effiex variety of femininities, not a single
notion of femininity. Tilghman asserts that

A direct and active transgression of received ideas was needed if suffrage

playwrights were to write effectively againsaply entrenched assumptions
about the nature of women and the roles they should perform in sciety.

Namely suffrage playwrights subved the idea that all women share the same

nature, roles and personalities. Suffrage theatre presented this througle fem
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characters on st ageVoteRfortWomed sH&midlat dre&@sr J
Arc in A Pageant of Great Womemnd S t Johndés Mar Tha Firstt Hugt
Actressare all representiae of the diversity of femininities. They simply personify
differert values and different purposes in their struggle for emancipation and
advancement of their sex. In the casé bé First Actressthe denouement draws a
portrayal of Edwardian actresses who were liberated, in many vgagsesult of
t heir pr egreioaion s staidggle. dt also reaffirms that actresses signify
both individuality and diversity through their charisma and stage personas.

The critical reception showed that the play was a ssccedfilling its
purpose apromotion ofthe Pioneer Ryers and attracting attention to Edwardian
actresses performing in an event designed and organised by women. The play was
not only a historical account of or a me
contemporary comic polemic by a suffrage writscussing the role of Edwardian
actesses in the theatr&keynoldss upported thi s, noting tF
arguments on o6why women could never hope
[ €] sounded f atilihdrd veas $omeonfusioheabontfe. first and
second performances of the play as a number of newspapers reported that the first
performance would be at the Court Thealvlarning Poste ven menti oned
artists who appear at the PioneerhePl ayer
Ki ngsway? Both t he &tTheeStagetegandless, waloemed the me d )
perfor mance, decl aring t hat t he pl ay o]
interpretation given by a very strong body of popular performers, headed by Ellen
T er % Jhe desponses also supp@tr ai gé6s idea that an in
theatre was possible and could be quite fashiondlile. Standardin this sense,

clai med that o0it seems [€é&] there is to b
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playhouses intot e mp | e s of propaganda i n which
Wo me (% 0 .

The focus on the artistic and apfpe@ femininity, combined withpowerful
reasoning behind it, contributed to the
R o b i Vietesdor Womeand Ham | t A Rageant of Great Womeihe heroine,

Hughes, as the first actress to appear on an English public stage, is described as
emblematic in the emergence of feminist sensibilities in her time. The play suggests

that theatre played an important rolevino menés search f or Cree
fulfil ment and publ i c s fioquyponm pidneerin wamens uf f r
brought actresses and their publicity to the campaign. Hughes, as a pioneering
actress, thus portrays the first successful wemahe-making in the profession,

who allowed her sexew freedoms and possibilities.

3.4. Championing the Female Commitmentthe Representations of Medieval

Nunsi n Hr oRaphrutiusky the Pioneer Players

St Johnés involvement ilimitedttchtiee stBging of dex r P | 3
plays. Her translations and adaptations of European drama and higttaysaivere

staged by Craigap ar t of the Pioneer Pl ayersodé re
even long afterthe Edwardian suffrage campaign lost itstensity due to the
countryo6sQuae ceff floert ssi gni ficant transl at
(c.935¢.1002) or, in her versiol® 0 s w i Paphaulits(1914)/* which was staged

under the direction of Craig #he Savoy Theatre, London, on lanuary 19142

According to Suetllen Case, as St John had produ€ked First Actresen 1911, this

could be 6an indication that her interes:
interest in a Wdmanpl mlyadyswrsiugbhjtfemnd toomat t er

conservative to be labelled feminist, and &k | e n Case notes t ha
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traditionally ignored [the] feminist asp
the Chri st i d@Howewen thepay waé iastrumentabin prding the
Pi oneer Playersodé theatrical efforts. It
in the context of suffrage theatre as the war triggered a change of public sensibilities
on womeno6és politics. Thus, t hned splaatyt esnmpotu
recover womenoos I-domiratedliterany gistofyratotime height mfa | e
the suffrage movement. It simply conveyed the message that Hrotsvit offers a unique
perspective into her ti me, depiatausaeg a w
in a story constructed on the life of a textntury Christian nurivotes for Women
noted the event was 6a ti mel™asi rnchleu spiloany
representation of Thais as a moral convert constituted a very evocative mdtapho
wo menods ¢ otmtheesufBage movemenPaphnutiusthus suggests more
than its plot and historical context reflect at first glance.

The play narrates Thais® conveassi on i
she abandongrostitution in medieval Egypt. St Paphnutius sees, to his dismay,
Thais maintain an extravagant life financed by prostitution, the very sign of
degeneracy in his consideration. He thus decides to visit Alexandria to speak to and
persuade Thais to renouwnber past and ask for repentance. Pretending to be a young
man, Paphnutius approaches Thais and spe:
need to make sacrifices in return for eternal life. As Thais describes herself as a
believer, she is convinced WYaphnutius tadenounce her past.h& arranges an
assembly for her lovers to witness her determination and salvation, leaving them in
bewilderment. Following this revelation, Paphnutius and Thais set out for a
monastery where they are welcomed by the Abhes She | i stens to Th

her former life. Thais knows that she must repent and wait for a sign of her salvation
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in solitude. The Abbess is concerned abo
but Paphnutius pronounces that it is the only Yamyher to hide from her ebovers
and $ n . Af t er t hrsedusionararars aganising Waitadr safvation,
Paphnutius is troubled that her chastisement has taken too long. He asks his brother
Ant hony to pray for aprayethmt abboy®dsTlhaissd p
sees a vision and presageph eas ant f at erepéntance Seénsitodhe Th a
acknowledged, and so Paphnutius informs her that God has forgiven her and that she
is now free Thais confesses her wish to forget her past is granted admissida
an eternal | i f ent Tdep ipdtasy 6B adedthbedfraginge at 1
to God for her to be taken into Heaven.

In her introduction to the play, St John defir@allimachus Abrahamand
Paphnutiusas the three sigficant plays of Hrotsvit, which are translated by St John
in the same volume and feature a common
to describe the war between the flesh and the spirit, and the long penance which must
be done by those who allowedh e f | e s h’®Ittismstengible that thésé plays
were written to address the religious sensibilities of a Christian community of
GandersheimGermany, wherelrotsvit lived inthe tenthcentury The religious tone
and the her oi icenmake itppmblesnatin to lanalgse the iinpglications
of the writerds arguments in the context
argument and representation of womands r
symbolic allusions to the images comsted in the theatrical propaganda of the
suffrage movement . Cockin asserts t hat
represented in termd'She mébiogisays ¢ hmmi tc
were subject to fAconver sri ofintoh e "HNzapdlgoeyoedd. o

the religious imagery used by Hrotsvit i
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medieval nun/dramatist as a pioneer. She sets this as a role model for modern female
dramatists and appropr i &ftaeigns dtheBdwardanc on v e |
suffrage movement. Noting this, this section will look at the associations between
Hr ot Paphnutuss nd St Johndés reconstruction of
wi || al so di s @he isst AbtressPaghnuiuskd her éoflaborative
work Four Lectures on Shakespeaebstantiate Terry as the greatest actress of the
Edwardian suffrage stage.

Paphnutius presents two entirely dissimilar portrayals of women in
accordance with its Christian moral grounding. Thirsary representation first gives
a conflicting message and later turns into a commendation of the heroine, Thais, due
to her character and commitment. In the two expository scenes, Hrotsvit draws a
rather degrading portrayal of Thais as a woman driverplbgsure and material
comfort. Paphnutius discusses with hisdii pl es hi s réev nifwildn |a
He accuses her of using her influence and the power of sexuality on the men around
her:

Paphnutius: Brothersi there is a woman, a shameless wonliaing in our
neighbourhood.

La(;)r]mutius: Her beauty is wonderful: her impurity is horrible.

[Digci]ples:Thais! Thais, the harlot!

[Disci]ple: Everyone has heard of her and her wickednes&0@).
The description of Thais by Paphnutius revehit he perceives her sexuality and
feminine influence on men as a degrading power and a menace to society.
Paphnutius alleges that 0[s]he is not S ¢
lovers. She seeks to allure all men through her marvellougyhesnd drag them
down with her powe®® Not only her sexual encounters but also her covetousness

towards men mke her decadent Tihrai aphnwuntiitu sad
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delineated by her sexuality, which is perceived as powerful, intimidating and
corrupting. It is not just Thais as a woman who is deliberated as a menace here; she
possesses power through her sexuality. A
image of the prostitute as deadly, redeemed only through bodily privation, religious
conves i on a Pt iscamueblentiat female physicality and sexuality are thus
defined as financially profitable and a manipulative power. This is the main reason

why she is labelled straightway as O har | doisdaplesh aftholyathen nut i
writer refrains from elucidating on the details loér life and personality. In other

wor ds, P digchssian twithuhis disciples implies that Hrotsvit constructs a
dichotomy of sinner/saint femininity, two completely opposite sides. This is
suggestive asthéenunci ati on of Thais as a 6falle
Christian posture and there is no conciliation offered between an angelic Thais or
aharlot.

Hrotsvitdéds stance clearly makes it pr
work in the first place and difficult to situate it in Edwardian suffragism.
Nevertheless, Thais shows some signs of agency when approached by Paphnutius as
she is not merely converted by him; she also makes a decision to reform herself.
When Paphnutius is astonishaa hear she confesses she is a Christian, he asks,
O0What do you think, then? That [ God] is
t hat He reserves judgement ?06 -topfidence:0 8) . F
0t he merits of e theldalanceaand that vee shalebie gumiehdd of n
rewarded according to our deedsdo (p. 10
mostly a voluntary act.

Also, she is remarkably attributed with feminine influence. The writer insists

on the extraordinarinessf Tha s wi t h  Besgigtionwt hierdesndinity as
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owonder ful 6 and 180#)aShe ie cowesperiingly plgsecbbyl &0 2
young man in the eciethyctdufionghPBPRaphouwutsiceuad
Land [, who is] the most exquisie wo man of her kinddé (p.
particularly perceptible in the descriptions made by male characters. Men are
described as a jealous, corrupteagn d o ppr es si n tife. phzteeamesi n T h ¢
particularly clear in Paphnutius, as a patéé and authoritarian force. His
admonishments of Thais are driven by his convictions. He admonishes Thais when
she declares the cell she will be staying in would be inhabitable if it were closed to
ot her peopl e diséd iatc crecsts .urshbigh n@avdiéleafined yndhis
narr ow, solitary <cel |, where you wil/ f
Hrotsvit constructs men as antagori i c bei ngs, emaa ur agi |
degeneration and later imprisonitge r for r ede mpassertomand Pap hn
method of protecting Thais are inhumane, and he shows no sign of concern apart
from his religious arguments. Paphnutius therefore epitomises an oppressor as much
as heis Thas s aia theopatriarchal social order of a medieval society.

However, the most tangible change in F
of the play, from the fourth to the final scéfeThese scenes displ
conversion, her silent performance of repentance and her moral triumph after a long

wait in solituce.
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MISS RILLEN TERRY IN A PLAY OF 960 AD.

Figure 23: A photo of the monastery scene fronPaphnutiusby t he Pi oneer Pl ayer s,
Ell en Terry i n ,MHottiRghamyGuandfan @JandaryA91D. (from the Pioneer
Pl ayersoé Scr apbook,seum,iTkeate and Rerf@maAde BatlacttonsM u
London).

Nottingham Guardiad s phot ograph of t he monaster )
rehearsals features Paphnutius, Thais and the Abbess, who was played by Terry.
Thais is welcomed by the Abbess to the monastesjgte that evokes compassion

rather than condemnation as e x emp | i f idiscdurse. By pBraagifrgn ut i u
Thais in a sympathetic light, the play idealises her plight, resituating her as an
example of saintly virtue and female celibacy. This ideafisais not new to
suffrage i magery. Lisa Tickner notes Oa
goddessesOd as one o fentatioh ef wemanlimess enssufffager t h e
works® The saintly and heroic stance of Thais was also a recurrent nefaitése of

heroic female characters such as Joan of Arc or St Hilda Hageant of Great

Woman To illustrate this, Joan of Arc ifhe Pageant s addr essed as t
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saint, p with masalmé cdrinatatiadd¥St he | atter is descri
i n her whicmderdotes hgralytiful and committed feminirity.

Corr es pondimage ungerlines tha hes cdnsent to be confined in a
chamber for three years oOno ywstathe Thet han
conversion of a female character is thus narrated and staged as deeply sympathetic,
suggesting that it was staged to celebrate the sacrifices made by women in their
struggle fo emanci pat i on imprigohnehtavasgnot pdrfarmed 016
stage, the intensity of her suffering is silently suggeste@péerenoted, the play
was O6one ofsuppi &%6Heotsvtredndtricts her female characters
with the intention of creating saints out of them. In the context of Edwardian
womenbeatre, the playbés religious theme
righteous struggle of women for the conversion of Edwardian society into a moral
and egalitarian one.

St Johnds <choi ce Paphnutiusfarthe PiegnteePlagend pr o
i's possibly due to the medieval pl aywric
age wherplays written by women were without precedénpioneer playwright was
an important inspiration for Edwardian suffragists. Hrotsvit fulfilled a very critical
role as a predecessor of modern female dramatists; she reimagined and revised the
femininity constructed in the pla¥%s wri
However, this modelling was not to mi mic
Hr ot s v iwodlcshave mastyy Heen derived from her experiences at the court of
Gandersheim, and thushe constructedier idea of exemplary and chaste female
charactersas embodied in Thais. Stiellen Case also supports this assumption by
arguing thatstdthange therradep éorcvwomew @n the stage from

negative ones?Inhthis gewnss, she takes a similee udisuffrage
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artists who reimagined and appropriated art and images of women, exploiting the
literary inheritance of their predecess s . I n addition, Hr ot sv
probably produced to be read in the court of the German emperor, Otto II, not to be
performed®Seemi ngly, during Hrotsvitoés | ifet.i
written by a woman was not permissible. ledefor the Pioneer Players, this was a

very good opportunity to stage a play by a pioneer female dramatist for Edwardian
audiences as this would be a validation of the primary purpose of the society: giving

a chance for unpublished works written by litgravomen to be staged. Another

point to note is that removing her construction of femininity from the context of
Christianity and repositioning it as a
positive representation was suggestive in various ways.olsh Jtates in her

i ntroduction to the pl ay Sapierdd dtelig d@gi malws a
ordero [ é] much as in our own day yout |
magi s trSat e3édhnods effort to indicatés the
courageous heroines and Edwardian sgé#ttes is further evidence bér intention

to adapt the authoress6é plays as a part
John also defends her choice by namyi ng
honour, for she continued [ é] t he dr amat
the long period that passed between the disappearance of the Pagan dramas and the
ri se of t h e’ SMiohnapgpéass tohdve respdited Hrotsvit as a pioneer

and a courageous woman who wrote plays at a time when only men were

acknowledged and respected as writers.
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3.5.Afterword: The Resurrection ofEllen Terry as the Iconic Actress
St Johndés efforts to elevate t heedinol e of
her construction of images of Terry as the greatest actress on the Edwardian stage.
Nina Auerbach argues in her biography of Terry that

[a] selfnamed John the Baptist, the mission on which she collaborated with

Edy [Craig], was the redemption of &t Terry from the prison of her charm,
forging her into a woman who could inspire a militant generafion.

I n l i ght of Auerbachodéds words, it coul d
performances including Terry were not only devised for their theatricatgpbut

they symbolically revered Terryds |l ong c
by her iconic rees on stageCr ai go s four performances
resurrection of Terryéds iconic peHersona a
not eworthy appear ances IiAPag&ntafiCGgeatsVomano d u ct
in 1909, The First Actressn 1911,Four Lectures on Shakespedrethe same year

and Paphnutiusin 1914. Terry played Nance Oldfield ihhe Pageantthe only

speaking part and salute to the Edwardian actress. In the same fashion, her Nell
Gwynn in The First Actreshonoursthe great actrestor whom, according to St

John, St Mart i nod $Inbesdonsasto anaale gpeatatoreshoytingwae e Kk .
her &We donott hwea nstt angoenbe,n Gwy nn shows St J
of actresses in the dynamism and popularity of the theatre. Sheosétfently
replies that O6You mayndédt want ©6em, but b
and adds O6theyodl st dgeyaup o’fienraaetiéin atbm o d 6 .
paints Terryb6s image as an i mportant con
Shakespearean heroines such as Ophelia, Cordelia, Portia and Beatritdier
Magazind s OiWh ot he Gr eat est Living English A

1895, W Davenport Adams writes that
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What the younger generation may yet do in poetic drama and high comedy

remains to be seen; but, as matters stand, Miss Ellen Terry stitopserby

the read and shoulders, all living English female practitioners in the highest

forms of acting’®
In the same article, another critic explains his reason for nominating Terry as the
greatest actress: ounfailing chano [ é, ]
s e .P"Hd status as the most celebragetress of her own time wasvived inFour
Lectures on Shakespegserformed in 1911, giving her an air of authority and pride
in her work on the Lyceum stage at the turthefcentury.

In the creation oftese | ectur es, St John define
henchmano. Though it is true that St Joh
publication of A Stery of My kife(11908)p and hep lectures on
Shakespeare, she describessherl f as a o6coll aborator 6, W
convenience ratherthaan e cessi t y. She also regards hi
Terry as o6t he emgpstaesri sé¢ magf ttshreanldatt er 6s t
her literary style in her correspdence$® As St John puts it, in response to her
suggestion of publishing Terryds |l ecture
acting®® Terry seems to have aimed to show her identification with Shakespearean
heroines in these lectures. InawayJSS hnés <col |l aboration wit
mutually beneficial product where Terrybo
established and knowledgeable Shakespearean expert who did not refrain from
revising the women sH® portrayed as 6¢tri.

Regarding her appearance as the AbbesPaphnutius it would not be

wrong to assert that the interest in Terry in the handbilliamdviews confirms the

centrality of her image for the promotion of the play and the soti&ty.
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Miss Miriam Lowes as Thais and Mr,
E. Harcourt Willlams as Paphnutius

e s AR RN R R OO NENNN RN AR

Miss Ellen Teorry as the Abbess In
“Paphnutius” at the Savoy Theatre

Figure 24: Three central characters inPaphnutius: Miriam Lewes as Thais,E Harcourt
Williams as Paphnutius and Ell en Terry as the Ab
in Sphereon 17January 1914( f r om t he Pi oneer Pl ayAMbersd Scrapboc
Museum, Theatre and Performance Collections, London).

Terry the Shakespearean actress seems to be transformed into a maternal and
mystical figure in the role of the AbbessRaphnutius As mother to Craig (and also
figuratively to St John) on and off stage her role seems to have been solidified by the
Abbess. The Abbess was already an authority in her monastic commuwibynain.

Her reply tequedfarghe bhesttcareufa db during her imprisonment

confirms this. She assures Paphnutius by sajingh] ave no anxi ety a
wi | | cherish her with a motherds | ove a
mystical presence of Terry photos of the production was tedl by reviewers, one

of whom described the play as 0t h¥ dr ama
Queen in this respect, noted®Thrany dsTepnmrgs a
alsoserved to inspire attendance at the performancevalidity forthe concepts that

her acting troupe was attempting to prometgh the aim of the acknowledgnent

of the actressesd virt eUYmpire alsb vaidatads wo m

Hr ot svitds connection with modernbesuffra
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misled by a sort of likeness I find in her to our suffragists, who, while leading model

lives, occupy their minds, their conversation, and much of their literary effort with

| i ber t i'®ATee rirdyedass 6.y mbol i ¢ r ol e asroleime Abbe
Craigbs efforts for the suffrage theatre
role was overseeing and helping her daughter to be independent while constructing a
subscriptionbased theatre society that granted privilege and freedom ofsskpn

to actresses, much as the nuns in Gandersheim enjoyed in the tenth Véituey.

review was also validation of Cr\iegds mo
forwomen n 1909: o6[i ]t is strange to go out
for freedom and showing unparalleled courdge | , into the theat

dramati st appears unaf fl%@arettedias bupportive ofs new
Craigbs agenda in its coverage of t he |
illustrate the progessive view of the times, as something that starkly displays the
oppression and injustices % mBerhaps theobesivo me n
response summarising the moti v Queedosn beh
comment : 0 i Pap h n uekperimend, butvthes Pioaeer dPlayers haye

proved it was well worth the labour expended on its productin retrospect, the

play was another success validating the

to the Pioneer Pl ag.ers and to womends t hi

LY GKF NXy $t Jbrh,OGhAstogher Warié1871c1960X2 Dxford Dictionary of National

Biography Oxford University Press, 2004 [http:A@ww.oxforddnb.com.wam.leeds.ac.uk/
view/article/57057, accessed 5 January 20H]en Terry's Memoirgas revised and edited b$t

Johnwith the help ofCraig. St Johalso compilecEllen Terry'$~our Lectures on Shakespeasing
CSNNEQE y23S8Sa YR éNARGAYIEA AY mMbpoHd [A1SsAaAST &
betweenShaw and Terry in 1931.

22 O $tyahn, Ghristopher Mar{@871cm dhc.n1 0 Q

3 Cicely Hamiltorhails the prominence of a theatre controlled bwomen for its opportunities

RSOf I NAg/who Wotriés bout the sex of a writer of plagyeferring to her difficultiesin

writing and publishing heplays in the past. She descrides/ ST . Sy %Iza2 3/ \Ady Qa ¢ KSF G N
WIGdz2NF £ YR AYyS@AGlIofS NBadzZ (§of RNl ¥2 Oy QXK SAYORRBI &
WA G SEALANKRE SF20N) GiAk2Sy 2 F g KIE G Aa | Eigely Hamitorfie S 2 2 YI y
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22YFyQa ¢WhatitimeEneg 22YSyQa ¢KSFGINB Lyl daded f 2 SS)
December 1913.

‘WFYSEd CA&AKSNE Wh-M&EnSgerC EdyEraig an@thelh ¥ v § & NBISVEhgiaSINE Q
Theatre Journal8(1997), pp. 7894 (p. 77).

51n this production, Henry Irving appeared as Robespidtten Terry played Clarisse a@uaigwas

Madame de LavergneAll costumes were designed and made by Craig. See AppBnitix the

costumes, a photograph of Terry and a drawing of a scene from the play.

6 Fisher p. 77.

" Fisher p. 81.

8 Katharine CockinWomen and Theatre in the Age of Suffrage: The Pioneer Playerg2B11
(Basingstoke: Palgrave, 2001), p. 6.

UG WRNIYWET I GA2y 2F { I A/YKA {DFSNBWHAGSStagRiGNy/iHe @es/ inA S NI a
MpH N ® { KIHa8léwas pefdd@din 1914.

10 Fisher p. 82.

LgffSy ¢SNNEQa YIydzZAONRLIGIA Ay GKS . NAGAAK [ A0NIN
notes, photographs and production details of plays suchAaBRageant of Great Womerother
GKSFAONROFE LI 3ISEydGaz ¢ SNNEQ&rs prad&diist sOotiztad NWare@ dzo A £ S $
| 2 Yy $KISQAYWosiEgYaK A f RNB y D& 9 & NIBIE JTEeét® 3of the SquHerman
Heijerman©The Good Hoge [ | dzZNBy O S Paihs2aimh Pdnafti®sa . SNI | NBs. { KI 6 Qa
2 | NNBYy Q& Xt NF T & ¥4 x ThéStreetardSusdn IGMsp@BheVerge

12|_etter to Authors the Pioneer Players, British Library Ellen Terry Archive, Box 12, Document C67.

13Kerry Powell, Women and Victorian Theatre (Cambridge: Cambridge University Press, 1997), p. 3.

14 Ibid, p 3.

15 Chiistopher St JohriThe Wilson Tal, ¢ KS [ 2 NR / KIF YOSNI I Ay Q& ¢KSI GNB a
Manuscripts Department, 1909, pp¢as.

16, CarsonThe Stage Year Book 191®ndon: Carson and Comerford Limited, 1910), p. 159.

71bid, p. 167

18 Cockin notes that the play was staged on 28 January 1912 in a private performance. For more

details seekatharine Cockin)Vomen and Theatre in the Age of Suffrage96.

1% Sophia A. van Wingerdeithe Women's Suffrage Movement in Britain, 18888 (Hamshire,

Palgrave, 1999), p. 75.

20| ord Curzon (1859925) was the president of the National League for Opposing Woman Suffrage.

His antisuffrage speech in 1909 was published under the fiteen Good Reasomgainst the

Grant of Female Suffrag&ee Apendix 6 for a copy of the original pamphlet.

2] 2 NR / Fifthdn 806 Retisons Against the Grant of Female Suffrigem hMqar = LILID ™

22|_en PlattMusical Comedy on the West End Stage, £8989(London: Palgrave Macmillan, 2004)

p. 119.

Zbid, p. 104.The inventor of this conceptual femininity was George Edwardes, who was the owner

and manager of the Gaiety Theatre.

22WPaNJ DS2NHS 9 R4 NR Sthe RaficheseziGhaidial7 NovenybSrR$1 0 B. 10.

Bt SGSNI . At Sex Wadzar @Ot 2/F2 YiBsrERIwaldighET eatfe:SEssay& 6ni 2 NJ
Performance and the Staged. Michael R. Booth and Jokl Kaplan (Cambridge: Cambridge

University Press, 1996), pp.¢8® (pp. 3¢38).

2 For a more detailed discussighy G KS F2NXdz | §SR Wyl ,deRenPiitEaaQ 27
p.114.

2791 5S8FSy 0SS 2T Thedtankhddtet Guardiad BFeée@izer 1910, p. 11.

28 The play was produced by George Edwardes and J. A. E. Malome, the music was by Paul Rubens
andthe lyrics were by Rubens and Arthur WimpeTige Play Pictoridl NBEdzSa GKFd GKS LJX I @&
2dzaGAFTASR | a WHff Aa adzyakKAyS FyR OoNAIKiGySaa TN
GKS TFlLY2dza az2l L) T AR Eensinsin the Bldy PictaridiNo.d1A8R SeCetmber

1911, p. 2V&A Museum Theatrand Performanc€ollections.

2 |bid, p. 2

[ Sy tf GG FNHdzSa G(GKFG WwWydzaAOlt O2YSRe 4l & adzli2z
vivre had to be kept within the bounds of public acceptability as generally understood by middle

Of 44 a20A808 FYyR AYLX SYSBGGSR o608 GKSIGNB OSya2NEF
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31 @he Great Devor&@The Vote16 November 1912, p. 46.
al NBF NBG IothedMokiorsg Qa &Gl 35
¢ KSI G NB & ATherEirs{ ActreW® K ¥ Q & NA LJf
produced by the Pioneers in the same year.

33 Elizabeth HoweThe First English Actress: Women and Drama dB8ID (Cambridge: Cambridge

University Press, 1992), p. 19.

34 See Appendix 4 for a copy of the original programme of the performanceMay8911.

BYPeKNBES tftlFe&ayYy t NRRdAzOG A Bhéfield DFily TelsgBapbMay 19{1(0Tha S { 2 OA
Ellen Terry Theatre Collection, Victoria & Albert Museum, London. It will hereafter be referred to as

Wrg!l 9ffSy ¢SNNEB /2ftfSOGA2yQ0®

36 Whe Pioneet f | &\®MeEf@ Women9 May 1911V&A Ellen Terry Collection

W[ 2y R2Y ¢ KSI (i NFa StaggukSowry datg\FRA EllersTerdy Collection

38 Christopher St JohriThe First Actres;m Women's Suffrage Drama: Volume Three, Women's

Suffrage lterature, ed. Cockin, Katharine, Glenda Norquay and Sowon S. Park (London: Routledge,

2007), pp. §21 (. 5). This editiowill hereafter be used as the primary text.

3 Elizabeth HoweW L y (i NB R dZdd] Rirst yEfylishi Actress: Women and Drama ¢BBI0

(Cambridge: CambriggUniversity Press, 1992), p. i

401bid.

“1Howe p. 21.

42 1bid.

“TheStagd A YLI A FAS& (GKAA WTifadnizh ought thpldy 8 wofanl sbought £ £ 2 6 &
a father play a father, a lord a lord, a Moor a Moor and s@@he Sage, London Theatres: The
Kingswayunknowndate, V&A Ellen Terry Collection

44 St JohnThe First Actrespp. 1314.

45 Dympna Callghan, Shakespeare Without Women: Representing Gender and Race on the
Renaissance Stagkeondon: Routledge, 1999), p.77.

BLOARY LI 11 /FEfFIKIY RSTAYySa (GKSY |a F2ff26aY
202S00azx LI aairgdsS FyR AYySNI o06SF¥2NB GKS OGAQGS &0l
hand, entails an imitation of otherness, and its dynamissults from the absence of the actual

bodies of those it depicts, whose access to the scene of representation, therefore, needs no further
NBAGNROGAZ2Y 2N O2y it AYyYSydoQ

47 bid, p. 77.

Bag A OKIFSt bSAftI WeKS Ly i NEHItzOHe MaoydVenided. Michadl t A | Y { F
Neill (Oxford: Oxford University Press, 2008), p. 28.

“1bid, p. 28.

%0 1bid, pp. 23@231.

51 Various published reviews of the plays in which Ellen Terry acted celebrated her unique status

among Edwardian actresses. She was finst actress on the English stage to receive the title of

W51+ YSQd | RIdAMagiy@ X f 2BENIASe I NIAOES 2y | OGNBaasSasz ¢
WINBIFGSad tABAYy3I | OWHNBIA BHE HREABEST IKVINGIENBLESHA ARTRESSE © W
WHY®@QThe Idler; An lllustrated &yazine November1895; 8(46) British Periodials, pp. 398400.

52 Wliss Ellen Terry as Desdemona(aK S DNJ y R ¢ K Bhe filnsIBatedClamidén NE@ss

27 August 1898

53 Othello: The Moor of Venigp. 103.

“e¢KS tA2ySSNI tfF@SNBRQ LINRPINIYYS SHFESG F2N GKS
Kingsway Theatre in London on 8 May 1911, V&A Ellen Terry Collection.

B¢KS tA2YySSNI tfF@SNBRQ LINPINIYYS F2N GKSatref t Sy ¢S
11 June 1911. British Library Manuscripts, Ellen Terry Archive.

%6 The Stage27 April 1911Morning Post 26 April 1911Westminster Gazette26 April 1911Daily

Express 6 May 1911;Votes for Women 28 April 1911;Weekly Playgoer3 May 1911;Weekly

Dispatch 7 May 1911;Daily Graphic5 May 1911; andGlobe 27 April 1911 focus on Terry

particularly, reporting her return to the British stage.

57 Felicity Nussbaum,Rival Queens: Actresses, Performance, and the Eighteeatiury British

Theaer (Phiadelphia: University of Pennsylvania Press, 2010), p. 58.

%8 bid, p. 59.
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9 Ashwell was a theatre manager as well as an actress and this allowed her unprecedented freedom

in acting in the productions at the Kingsway Theatre. For a further discussion of her theatrical life

and contribution to the suffrage theatres, séargaret Led | Qa4 OKI LIGi SN GcMdHpMBR Wt A 2
in her biographyLena Ashwell: Actress, Patriot, Pion@datfield: Universit of Hertfordshire Press,

2012),pp. 71116

60 easkp. 71.

61 James H. Butledr NHdzSa GKI G WwWxSadaNrRadyua &@SFNBR 4G GdKS htey
KStLAY3 aKIFILIS a2yYS 2F GKS ySgSN dadsyHRButleMyl GKS wmd
Examination of the Plays Produced by Madame Vestris during her Manageméme @lympic

Theatre in London from January 3, 1831 to May 31, @8@%atre Stvey 10.02 (1969), pp. 18647,

p. 147.

2wl OKSt /| fend@hng tha Libérins; or, the Taming of the Rake: Lucy Vestris as Don
Giovanni on the Early Nineteenth Centu/ Y R2 y  Caiinbrifigé Qfera Journdl0.1 (998), pp.

45¢66, (p. 46)

83 Ibid, p. 45.

64 Nussbaum, p. 59.

S/ NRfe&y ¢AfIKYFYIZ W{GF3IAyYy3I { dzF FNI 3SCOMpardatveSy = t 2 ¢
Drama 45.4 2011), pp. 332360, p. 344.

BWe KS NIARYISESSNE | ReyribldsSnknéuinyiaeVaA HEigx Terry Collection.

67 Untitled, Morning Post 1 May 1911V&A Ellen Terry Collection.

% Wondon Theatres: The Kings\@khe Stageunknown dateV&A Ellen Terry Collection.

Wt A2y SSNI VS BES NEdeT PN 3 S a | (Skaydar§ 9 Mai 1961K&A Eeh y 34 6 | & ¢
Terry Collection.

0 Aside from the plays included in this chapter, the Pioneer Players staged the following plays

written or translated by St JohrCoronation(1912), The Theatre of e Soulby Nikolai Evreinov

(translation, 1915)Macrena(1912), The Hired Gir{translation, 1917),The Rising Suby Herman

Heijermans (translation, 19190n the East Sidd919), andt KS / KA f R N FadtiGedrdeNy/ A O | f
de Bouhelier (translation, 1920).

1 Although Paphnutiusg & GNJ yafl G6SR Ay wmdomn o0& {0 W2Ky3s @K
published in 1923. The original manuscripts were burned in a fire in the publishing house where St

John hadsent them.

2 The Timesiotes that, for an unknown reason, The Kings Hall at Covent Garden, London, was
RSYASR FT2NJ GKS LISNF2NXYIyOS:s a2 AG o6l & adrkasSrR |
t NP RdzZOSR o6& (K $he Tihesi2 Sty LF1Also Sdegpendix 7 for a copy of an

advert of the first performance.

BSue9 f £ Sy H#RBEA yEwTDddE Jourda3n. 4 I983), pp. 53542 (p. 540).

4 |bid, p. 535.

7S @Whe Nun Dramatisti t | LIKy dzii A dz& ¢ t NB R dzO S Roted f& Wamr2 Jankazyy S S NJ t €
1914

) KNAAG2LKSN { i WakPays ofRosiiihidhdonzOlinko28yWindus,y1923), p.

XX

T Cockin p. 127.

8 |bid, p. 127.

¥ St JohnThe Plays of Roswithp. 102.

80/ 201AYyZ W2 2 NiWoyeh addZThedtse Gthe Age of Suffrage: The Pioneer Players

191125, p. 111.

81 paphnutius comprises thirteen scenes. After the conversion of Thais in the third scene, the rest of

the play displays her being taken to solitary confinement to wait for her salvation, and the events

related to her punishment are narrated by Paphnutius.

82 Tickner, p. 220.

83CicelyHamilton A Pageant of Great Womedhondon: Suffrage Shop, 191¢) 41.

84 |bid, p. 35.
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Menander and Apollodorus, with plots revolving around the love affairs of young men with
courtesans or with seemingly inappropriate (poor) young women who turn ouhénend to be

appropriate (wealthy) after all, so that the father's opposition to marriage is overcome. The choice of

Terence as a model is not surprising. Latin was learned by reading classical texts and Terence,
admired for his style, continued to be readopied, and illuminated throughout the medieval
LISNA2R®Q al NIl /FNIazys WLYLI Tkeatd JournaBRAE8Y | NB (G a
pp. 473487, (p. 482.)

87 Case, p. 535.

8Carlsony 2 GSa GKFdG I NPGagAaAldQa LXlFe&a YlIeé& KIFIgS oSSy LI
YIe KIFI®S 06SSy NBIR gA0GK GKS NRtSa 3IABSy (2 NBIR
controversial as there is not enough evidence to support either theBee Carlson, p. 482.

89 (i W2KYyZIXZ WLYGNRRdzZOGAZ2Y QS LI EAE®

VYPeKS tftlea 2F INRPagAGKIY aAidaa / KNRAagaiIMEISNI { G o
Gazette 30December 1913.Rall Mall Gazettaised the name Hroswitha instead of Hrotswitha or
Hrotsvit.)

%1 Nina Auerbach Ellen Terry, Player in Her Tirf@ntaio Canada: Penguin Books, 1987), pp.c403
404.

2¢ SNNE Qa 1IWdohe F9@&s t@ yiark her fiftieth year on stage and took place at Drury
Lane. According tMichael R. Booththis was an important financial event for to Terry, contributing

M @00towards her retirementA largehost of leading actors, actresses and entertaineesformed
Ay (GKS Wdzo At SS® Terd appéared dnih2 stag®R iR an adt fof- Much Yado about
Nothing to the worshipful plauditef a packed hous@a A OK | St  Wety, Dane EIIE>Alice
(184719282 @xford Dictionary of National Biograph@xford University Press, 2004; online ed.,
Janary 2011, [http://0www.oxforddnb.com.wam.leeds.ac.uk/view/article/36460, accessed 20
August 2014].

% The First Actres®. 16.

% |bid, p. 16.

BESNNEQa Y2aid | LIINBOAIFGSR NRBftSa 6SNB JmyruyKS { KI
Lane.For furtheN\J RA & O0dzaaA 2y 2F ¢SNNEBQa NRfSax aMm GKS Of
AuerbachEllen Terry, Player in Her Tinpp. 17%,266.

®wz2KgKz2 Aa GKS DNBFGSald [ A Ohhe BEleranyifistratédkmadazing NBEaa |
November 1895; 8, 4@®ritish Periodicalsp. 397.

Ylbid, p. 398.

8/ KNA &l 2 LIK Bthbuétion toNFdU YeEturdd on Shakespesa®® Ay 9FRotr Seftur@sS NNE =

on Shakespeared. Christopher St John (London: Martin Hopkinson, 1932), p .9.

¥4 W2Ky NBO2 NyRappedieHd to fher]yas fief ligsary BeScNdsh for advice, and [she]

agreed that without the improvisations [Terry] made when she was lecturing, without the
illumination of her views and ideas provided by her acting of the interpolated scenes, her lectures

w2dzf R 0S8 2yt @ Feurlfedures ¢hShakieSpegeB8.4 Q ©

0We¢ SNNE OFftSR {KIF1S8aLlSIFENBEQa FSYIFItS OKINIOGSNAZ
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103 YRaphnutiug by the Pioneer Playér Qieen 17 January 914

4wt | LIKY dziAdza QX Fy2yeyY2dzi NBOASGI mopmnd

105 Untitled review,Umpirg 18 Janmary 1914.

165t JohnWLi NB R dzOheAPys @f Ras@ithp. ix.

107 Edith CraigVotes for Women12 November 1909. Also quoted in Joy Melvilien and Edy: A

Biography of Ellen Terry and Her Daughter Edith Craig, (1847 (London: Routledge, 1987p.

214.
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109 YRaphnutiug by the Pioneer Playér Qieen 17 January 914
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Chapter 4. Suffragettes@ nquer George Bernard Shawds !
411 ntroduction: The Rise of -Suffragetti smd
The Pankhurstsdé formation of WSPU in 19(
w 0 me pditeal campaigns. A group of suffragists chose street activism as the
most potent method of articulating their demands and they proclaimed their motto as
6Deeds an this Wewreffos 6f.spacmaking and confrontational politics
fashioned a new form of resistance, a spectacle of militant femiRiMiaPU,
headed by Emmeline Plamurst, stressed that women hadetaulate workineclass
men's tactics within the public spkeas they had to confront a maeminated
Edwardian society and their political language was shaped by shepower
relationips® With a sincere dedication to their ideatsilitant suffragettes took to
the streets and slashed art, interfered in palitmeetings, burned post office boxes,
and defaced the prime minister's doorway, which garnered them plenty of press and
transformed them into a media magh&uch civil disobedience developed as the
central goal of the militant suffragette movement idwrdian England, which
deeply radicalised women and resulted in a surge in the representations of
6suffragetteséo. Caricaturists replaced
characters from Edwardian literature and media.

As such, the representatiof the suffragette retained much currency during
both the nascent and latter stages of the suffragette movement as it became more
militant. The suffragette had a long tradition of signifying dissidence and rebellion in
Edwardian culturé.Indeed, women agolitical subjects made their bodies the focus
of ideological conflicts throughout various campaigns in the fight for
enfranchisement. Female corporeality thus formed a central feature of female

subjectivities in suffrage imagefySince the inception ohe WSPU, thémage of
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the suffragette hatheen both reinvented and mythologised for a variety of purgoses.
Its persistence in popular culture, howeverduced suffragettes to merely their
namesand fatal actionsEmmeline Pankhurst was time and agairresented and
memorialised during Edwardian England, which established the suffragette as a trope

for modernity and 6a symbol of whbh men' s
Militancy functioned as a critical aspect of how suffragettes engaged with dissours
about democracy, citizenship and womanhood. The constructive nature of suffragette
representation predicated on this particular understanding of militancy thus locates
Pankhurst as a signifier of the suffragétte.

Without a doubt, the representatiorfssaffragettes as radical militants who
followed the Pankhursts generated a war of fictional constructions authenticating and
de-authenticating the images of radical femininity as harridans, hysterical women
and masculine charactéfsThere was a discursdvstruggle to construct suffragettes
as a barbaric, nenormative femininity on the one side and a rightful, committed and
progressive one on the other. These representations functioned as mechanisms to
consolidate radical women as a threat to and conyerstormers of the political
order. Suffrage theatre was unique in its age and helped playwrights to construct
suffragettes as neconformist, smart and appealing in their comic plays. This
chapter will attempt to examine the representation of suffragattd parodies of
antisuffragettes in the suffragelated and underrated plays of George Bernard

Shaw, the most controversial political dramatist of the ades Press Cuttings

(1909)andcanny 6s @911)st Pl ay
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4.2. Anti-Suffragettes as a Parody ofMi | i t an't Femi niPnesst i es i
Cuttings

George Bernard Shaw was a |ifelong suppo
suffrage plays reflect his concern about this struggle. His position in Edwardian
feminist movements has long been a maitezontention, but, as Philip Graham puts

it 6Shaw played a significant but not
suffrage f r ohtA @masondoathid appeasttmbg Bidictance to ba

public face for suffrage societies. diefence of his stance, he clarified his reasoning

as follows:

the vote will never be won by speeches made by men on behalf of women.

[ é] I have taken every possible mean
strong conviction of the enormous social importancenof only giving
women the vot e, [ €] Therefore i f my s

without fear of contradiction by the speakers in your movement. But the
speaking must be done by the women themséftves.

Shawdés statement s h e activisnm forsequbligy,l butehé also n  wo
notes that his contribution should not extend to lecturing the public in the name of
women. Instead, his suffrage plays dnsladvisory role for suffrage writers proved

to be his significant contributiolf.A critical concern of his was to raise the profile

of suffragistsd public | mRreseCuttiignanbehi s s €
considered as an attack on the misrepresentations of suffragette femininity. The play
emerged upon a request from the respected &itoJohnston Forbelobertson,

whose wife was a founding membefHeof t h
requestedPress Cuttingde staged as part of a suffrage matinee organised for the

vote campaign. Consequently, the play was staged in a privateematinhe Court

Theatre, whih was organised by the Lond&o ci ety for Womenés S
on 9 and 12 July 1909.The programme also included a performance\dfair

Arabian by Sydonie Colton and a reading ®he Ancient Marinerby Forbes
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Robertsort® It appears that the matinee was simply afternoon entertainment rather
than a serious propagandist assembly. Though it was primarily thought an
entertaining piece, the Lord Chamberlain ospd the immediate censorshipRiess
Cuttings on the grounds thatt isatirised prominent figures of amstffragist
leadership and Edwardian politics by featuring their parodies as the main
characters’ This argument can be justified as the play is a farcical account of press
news and comments accompanied by hilariougsrayals of antisuffragettes®
However, the play was largely constructed to counter the misleading representation
of suffragettes in the press via a roéwersal between suffragettes and -anti
suffragettes. Shaw presents a lampoon of two central malacthie, Balsquith as a
personification of Prime Minister Asquith and conservative leader Arthur Balfour, as
wel | as Gener al OMitchenerd who suppose

Buller.®

Press Cutting®pens in the war office in London, where Gendfakchener
gives orders to the Orderly, a conscript soldier, that any woman chaining herself to
the railings in the Parliament street must immediately be removed. At this point, a
suffragette enters the room in rush. Before Mitchener attempts to casttheheu
reveals that she is indeed Balsquith, the prime minister, disguised as a suffragette.
Bal squith defends himself asserting that
can get from Downing Street to the War Office is by assuming this disguidge [an
shrieking AVOTES? HeOdko axaE Niibcllener the home
secretary Sandstoneds (Herbert Gl adst one
around Westminster. Mitchener finds this
suggests that if suffraget es do not evacuate the area,

downdé (p. 4) . According to Mitchener, tr
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problem, but Balsquith dismisses this as it would mean the use of force against
women, which could consequentigsult in a political backlash. Meanwhile, the

Orderly comes in and informs Balsquith and Mitchener that two women from the
Anti-Suffragette League are waiting outside to see Balsquith. The ladies, the
president of the league, Lady Corinthia Fanshawe tladecretary, Rosa Carmina

Banger, meet Balsquith and Mitchener. In their meeting, the women declare that the

O ArStuif f ragettes are going to fightoé again
can no longer trust men in their fight (p. 24). Mitceeprotests this idea, suggesting

instead that they should leave the task to men. Seemingly unimpressed, the women
confess that they have been arming themselves for some time. Mitchener demands
that they hand over any weapons they are carrying as it dutyigo take possession

of the weapons (p. 25) . The women rebuff
him and ask if he really wante confiscate them. Mrs Bangalso intimidates him

by telling him how she slew five men by sword in her years sasldier in Egypt.

She also asserts that suffragettesdé dema
voted and Omen are slavesod (p. 25) . She
strong men of hi story have beenapolebn sgui s
[ woul d] have been so brutal to women, [ é
persuade the women, Mi tchener takes his |
master of thesitat i ond now ( pstakeéhdytside Oy the Ordedydhiy e r

Lady Corinthia accuses Mitchener of making unnecessary romantic advances
towards her, which, she says, are futile attempts. Claiming to be the greatest
musi cian who ever i ved, Lady Corinthia
treatment of her as andinary woman. She declares that the country should only be

governed by chaning women who have influence overen. Meawhile, Mrs
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Bangerlocks herself in a room to convince Sandstone to allow women to serve in the

army. The play concludes with Shis t opmopoda to Mrs Bangexs he sees in her

a match for himself. Mitchener, on the other hand, calls Mrs Farrell, the charwoman,
and proposes to her to compete with Sand
Lady Corinthia commit themselves to a relations p , suggesting men¢

and a promising future for the womends cC:

In his first play dealing with suffrage politics, Shaw takes on the prejudice
against antsuffragettes by statesmen as an opportunity to burlesque their characters
inafarcich pl ot . He exploits the representat
Edwardian culture, which painted these women as shockingly violent, uncontrollable

and hysterical.

== —— ——
FUNCH, OR THE LON CHARIVARI —Noveupes 29, 1911, - [ii

" SERMONS IN STONES.”

1 e Normilitan Traging), 1 OULD LISTEN MORLE ATTENTIVELY, MADAM, TO YOUR PLEAS WERE IT NOT FOR
THESE CONCRETE ARGUMENTS WHICH I FIND RATHER DISTRACTING

Figure25:6 A Ser mons Punch29% Noneelsed1811.

InthePunctb s suffragette cartoon titled O6Serm
1911, John Bull is depicted in a room talking to a-ngtitant suffragist when the
window of the room is broken by a brick, conceivably thrown by a suffragette

outsidehis office. He appears to be complaining tivets u f f r agett es é st or
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his meeting with the woman, so that he is literally unable to help her. This is an
exemplary cartoon published by aastiffragette and conservative magazithench

which often illustrated suffragettes as an obstacle to the working of the Parliament

and a threat to the imperial image of Britain. The character, John Bull, is a symbolic
per sona, who, according to Miles Tayl or,
personificaibn of England andatme | e s's r e mi n d*eHereprdsentech g | i s h
a multitude of identities englllded in English culture and was wideigel in the

Edwardian era as a nationalist, an imperialist, a commoner and a harsh critic of
womenods e mameaying ia Wiffecent ,media. The image had loose and
unfixed connotations. lain McCalman notes that, even fitoereighteenth century,
0[t]he heightened national awareness of
iconography of John Bull [and] Britani % He.isa signifier of British imperial and

political power ad symbolicallyof masculinity and authority. As such, tReu n ¢ h 6 s
sketch draws on the images of John Bull as a political figure and suggests that he, as
the embodiment of the collective @mrvative politics, is disrupted by female
militancy. In this respectPunctd s -suffragette caricatures were a rich resource

for the characterisations ifress Cuttings Supporting this assumption, Shaw
defended himself against the censorship of thed L@hamberlain by stating that
there is O6[n]J]othing [in the play] you do
i P u n € Mhé Gharacterisations in the play are mostly witty reworkings of popular
images of politicians and suffragettes. The rest af thisect i on wi | | exp
constructions of ansuffragettes as a representation of powerful femininities

embodied in the rebellious suffragettes.
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P'SHAW (BERNARD): _@ESESL.  « pRESS CUTTINGS.”

Figure 26: Photos of Bernard Shaw and male characters iRress Cuttinggrom the 9 July 1909
performance at the Court Theatre, London,Sketch 21 July 1909. Shown are Shaw (left),
Balsquith (middle) and Mitchener (right) (from the Press Cuttinggproduction file, V&A

Museum Theatre and Performance Collections, London).

Theppyd6s opening scene introduces two mal.
who are nervous about the imminent threat from women waiting outside.
Mitchenerdés response to the noises, whi c

photograph bysketchjs quite suggestive:

The General starts convulsively; snatches a revolver from a drawer; and
listens in an agony of apprehension. Nothing happens. He puts the revolver
back, ashamed; wipes his brow; and resumes his work. (p. 1)
Mi t chener 6s re ofsefdnae ard embarragsmenttisua sign of his self
consciousness about his image and masculine role as an army general. Although
there are no real suffragettes represented on the stage, their noise and the power of
their numbers create a comic tensiturning Mitchener into an absurd parody of

threatened manliness, enabling the writer to mock the real politicians whose inaction

is linked to their paranoia about these new and daring femininities.
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This seltconsciousness is also manifest in his uptighitiless inspired by
the perceived horror of the suffragettes, which reveals itself in his repeated order:

O0[ s]hoot them downo. Despite his intimid
catchphrase as he is gradually emasculated by the threat fromfftagettes. His
explanation enhances the farcicality of
and fire it, she wild| drop exactly as a
repeated by Mitchener a number of times in the play especially ivadeels unable

to find a logical answer to his worry of powerlessness.

Similarly, this diminished manhood is also signified in the character of
Balsquith. He appears to be impersonating a multitude of characters among
conservative and liberal circles iRarliament. Despite the clear association of
characters with politicians, Shaw rebuffed any likelihood of staging a real person in
the play. |l nstead, he defended h+wen deci s
Punch namedod, e x h a 8 dyt tkedmagazine to satiyse polafdst e x t
Shawés biographer Holroyd suggests that
unmistakable in the role of Balsquih.He was also the higheptofile antk
suffragist in the Liberal government &P09. This jusfies why Shaw reimagined
Asquith as a comic antihero by deflating his despotic image, mostly enhanced by the
public confrontation between him and prominent suffragettes at the®%ims.
Sandra Stanley Holton puts ilwasregesentedd s f a
as a major factor i n the pathology of E
became a symptom of that f’aShlamrdes [ffaorrci t
characterisation, in this way, indicates that, as a collective power, suksabat an

impact greater than just as a nuisance for men. They were a clear cause of public
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humiliation, and Shawos t wo characters
apprehensions of the Edwardian political elite about their masculinity.

The narratveo f women under mining mends aut ho
new to suffrage discourse, and it was already very popul&dwardian suffrage
drama before Press Cuttingswas written. Indeed, suffragist writers deployed a
similar humorous languagguxtaposng this alongsideémages of dangerous and
hysterical suffragette®. Three short farces namedThe Suffragetteby George
Dance E.A. Crawley and Lavinia Kingvere published successively between 1907
and 190 8. -acKTihen Suiragette: A &arceas published imThe New Age
magazine on 30 May 1938.The playdemonstratehiow comic literature recas
suffragettes in a sympathetiouanced fashion. The narrative focuses on Mr
Asterisks, a politician who decries the feminist in a heinous mannereAiuiset, a
suffragette named Miss Belloney enters the study of the home secretary in order to
articulate her desire to procure the vote. After calling her a dog, he throws the
el derly and hideous femaled out of the
nothing had transpired. Such disregard for life depicts male politicians as callous,
unfeeling and grotesque in a highly ludicrous and comical fashion.

Asterisks views radical and politically conscious women as nuisances who
disrupt his political work ttough their riots, hawkishness and persistence. Indeed,
the women in the play exercise their politieglency through protestuskto be seen
and heard by one of the most politically powerful officials, Miss Belloney must
disguise herself as a man becabse gender renders her incapable and unworthy of
physically and symbolicallyencroachingon the political sphere. Despite the
willingness of suffragettes to subject themselves to physical violence, male

hegemony persists in the world that is depicted.gimortrays Mr Asterisks as an
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absurd and comical character who paints
who could attack them and harm them at any moment out of desperation. It is almost
comical how perverse the logic Astesshrticulatesregardng womenis, as he
conveys sheeignorance and sophistry. &hen are portrayed as the victims of an
oppressive society that is governed by the sheer absurdity inherent in male
hegemony. Shawdés adaptation of aeasti mil ar
suffragette female characters, who are embdoleldady @rinthia and Mrs Banger

In Press Cuttings the visit of the president and secretary of the -Anti
Suffragette League is used by Shaw to point out how suffragettes were perceived by
male conseratives. Balsquith seesthe astiu f f r agettes as the epi
beings. Lady Corinthia was brought upaimespectable upper class howste is well
connected (her father had donated a quarter of a million pounds Gotiservative
party funds),musical, romantic and, above all, known to hate politics. She is
described as a beautiful thirpearold woman (p. 23). Her descriptigoerfectly
matches the portrait of a woman as she should be, at least accoralgdoith,the

opponent of womenbés enfranchi sement
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Figure 27: Press Cuttingsthe anti-suffragettes scene from the 9 July 1909 performance at the
Court Theatre, London, Sketch 21 July 1909 (from thePress Cuttinggroduction file, V&A
Museum Theatre and Performance Collections, London).

However, the scene photographed3ketchf eat uri ng t he two wome.l
Mitchener hardly fits Balsquithoés descri
described as 06a myavighcaypbwernfulevoios and great pigal f o
str engt h obylfody, voi@ dr)physicalstrength does she qualify as gentle or
timid. Similarly, Lady Corinthia is also, despite her feminine and romantic
appearance, very brave and forthcoming in demeanour. She clearly states that
0[they] can no |l onger trust t h-Suffiagetsd ( p.
[sic] have resolved to t a-Bufragettedeadgue entlsdup ( p .
defying the acceptable womanliness. Shocked laydly Cor i nt hi ads b
Mitchener resorts to his already wesnut r easoni ng that womendoa
unwomanly and unnatural, echoirtje most fundamental reasoning behind the anti
suffrage condemnation of Edwardianilitant feminist®® The antisufragettes appear
to be just as radical and unwaverigthe suffragettekady Corinthia symbolically

takes this argumertne step further to prove that women are superior to men. The

irony is twofold here. It is suggested that suffragettes constitwierg powerful
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identity that even notorious arduffragettes find petrifying and untameable. It also
indicates the inconsistency in the asuiffrage rhetoric: simply that arguffragette

women position themselves inferior to male politicians.

Anot her i mportant f BresaCudingssthacolawfiler i n
Irish charwoman, Mrs Farrell. She comes across as wise, although unedacdted,
dutiful but strong and confident character. While she believes that certain male
activities shold be indulged, as a form of showing some sort of compensatory
respect for their brave deeds, Mrs Farrell points out that her equivalent achievements
arenot considered worthy of a reveling concession. She therefore asks the general:
OWoul d youh phuad ulpanwiutage from me because
times in childbed?dd (p. 18). The general
the gener al rapport bet ween men and wome
surely would not compare a riskthat harmless domestic kind to the fearful risks of
the battlefield?6 (p. 18) . He remains trr
serious than private life, which is mostly identified with women. Howeveas M
Farrell plays another important radsthe one who converts Mitchener at threl eof
play. The play closes with the workingl ass womendés triumph i
which also alludes to the workirgiass roots of the suffragettes in militant societies

such as WSPU.

Press Cutting s ¢ receptiorcrevéals two important functions of the play
and its stage productisnWith his other political workThe Shewingip of Blanco
Posnet(1909), Shaw started a public campaign against censorship. The censorship of
Press Cuttingsvas on the basistha 6[ n] o representations ¢
per mi tted S3bThe irtitial eeviess af theefifst productiquut censorship in

the headlinesinstigatinga very public battle of words between Shaw and the Lord
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Chamber !l ai n. Thi efenbeecofjtirenndepandeihce & plaa/wrighss ind
front of a tribunal, where his evidence was largely ignored and a decision to maintain
the censorshipf the playwas taken. This led Shaw to publicise the controversy of
state control over theatre via his lesteo The Times

Later reviews, on the other hand, wereedse and mostly focused on the
p | asentersaining side. Th&lanchester Guardiam onf essed t hat o&6bri
action open and close whole sessions of static talk, and nearly all the actiatkand t
ar e g o%Thefdrcical éffect was especially heightened by the swift comebacks
of women responding to f¢hener and by unexpected momentsere the Orderly
frequently opens the door to give bad news to Mitchener in the middle of his
conversatioa with either Balsquith pthe antisuffragettes. fie noise of the Orderly
rolling over the steps to the entrance door e building was noted; about this
entertaining scene, thilanachester Guardiarstated6 one begins t o th
second Mrs Tanquary 6 s remar k that future is only
gat®ad | uding to the playds conclusion of
from the male politicians. It is also interesting that Shaw later changed the character
names for a publiperformance, toavoidt he char act er sé -ldfeonnect
counterparts. The playds stage perfor man
1909 featured Johnson (replacing Balsquith) and Bones (instead of Mitchener),
causingone critictoremark6 [ t ] he country has **mootherbeen
critiec call ed It a oOoquintessenti al C 0 me
comparing it t Bhe [oeeoUngagedwhMah aan elorgsidéress
Cuttingsin the third week at the Gaiety.

Inretrospect, considering Shaw@s comm

Cuttingsseems to be an entertaining but rhetorical play, which achieved success in
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its public performances. Even though Shdwad describedPress Cuttingsas
harmless, it was an attack the opponents of the suffrage movement. The play also
caused one of the biggesbat r over si es i n fshcansaiskip, car ee

which was similarly a matter for suffrage writers.

It is ironic thatno suffragettes representedPress CuttingsHowever, every
line of conversation between characters was a satire e$w@#ifitagettes and justified
the points of suffragettes. The imaginary suffragettes and their parodies, two anti
suffragettes Lady Corinthia and Mrs Bangerhumorously undermine the
authoritarian image of male characters and the play paintst@eiof powerless

men, juxtaposinghe masculine portrayals of suffragettes in the press.

4.3. Creating Sympathy for SuffragettesiFanny 6s First Pl ay
Shawdés second pl athemé waktaummiydg &914)sThd Pa qy
authoroés style is highly s abeitosatitsathe and |
conceptions of class, female respectability and morality, offering a sympathetic and
unpretentious portrayal of a young womahonpersonifies the tempmenent of a

suffragette. Iputs forth a highly radical vision of the relationship between men and
women.Social customs and norms are systematically undermined in order to portray

a more authentic relationship of men and worheth within their gendersn the

disguise of a farcical plot. The play promotes this femininity portrayed in a meta
theatrical plot which features an inset play written by Fanny about suffratfeltes.

canbe structural l y T©¢he mipstaActes whidoalsGresedt® h n 6 s
Hughesd performance in Othello as a pio
However,Fanny 6 s |as la datcicalPdoraegly, features a distinct plot and

strategies. An interesting feature of the play is an element ofedaiéntial irony.
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Near the end of the play, when the critics are discussing thigipia suggested that

it could not have been written by Shaw, due to the fact that it was not susceptible to

t he usual

criticisms t hat

S hawWidsswaswor ks

enhanced by the play being published anonymously, giviag dir of secrecy. The

play proved to be a success and became the most popular workh&tiahwus far

written, with 622 performances in both the Little and the Kingsway the#tres.

Fannyd $-irst Play was first staged at the Little Theay London, in the

afternoon of19 April 1911 and continued every Wednesday and Friday in the

following month with a notable cast, including Harcourt Williams as Count

O6 Dowd a, Christine Sil ver

as Fanny

Cicely Hamilton as Mrs Knox and Lillah McQhay as Margaret Knox.

O6 Do

.. CLAUDE KIM
S. CREAGH HEN

.
A. E. DRINKWATER
-.A. B. TAPPING

. LESLIE CASEY
.. OTHO STANTON.

, Tuesday, zsth,

and_Friday, 28th.
Matinees of Fanny's First Play every Wednesday and Saturday.

R

%ww%’ﬁ%«- 5

Figure28 Fanny 6 s

Btithe Isittle Theatra,y21 April 1911 (George Bernard Shaw

bibliographical file, V&A Museum Theatre and Performance Collections).

The play was to provide an inttoction to Lilla h

management

of t he Littl e

Mc Carthyos

Theatr e,

newl vy

London

Howard de WaldeR® According to Michael Holroyd, when asking Shaw for a play
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for her theatre, Mc Cart hy t oledsménager, pr oud
with my own theatre, a n & The elayein thissenseh e b e
was both Shawdés alsminqtgende tcaraeaer aahde s
countersome& r i t i ¢ s 6 ¢ o npagsnas anpopulan The play kansssts o
an induction, an inset play and an epilogue, which made it long enough for an
evening performance without needing to arrange accompanying performances on the
same day? This seems to be a decision dictated mostly by financial considerations
inordertonrmke McCarthyds venture at the Litt]
Oneofthemai n t hemes t h avisioneofmew fgneininityshatS h a w6
is rather at odds with Eeardian moral norms. Shaw stateshis short preface to the
play that
Fannyds Fingutta p&Rboikery needd re preface. But its lesson is
not, | am sorry to say, unneeded. Mere morality or the substitution of custom
for conscience was once accounted a shameful and cynical thing: people
talked of right and wrong, of honor and dishonof,sin and grace, of
salvation and damnation, not of morality and immordfity.
The discussion of morality is especially examined in the relationship between Fanny
and her father, Count O6ibsetwldya Margaretdndt h e c
Bobby, both in terms of the ideas and perspectives expressed by female characters
and in terms of the relationships that female characters within the play engage in
with male characters. The play, in this sense, presented a vision of anv&snaa
autonomous, poerful human being who is not distinguishable from a man in her
nature, desires and actions. That said, the purpose of this section is to reflect on the
representations of femininity and all us
imprisonment inF a n nKirét Play. This section will try to address two main

questions: the first pertains to how different femininities are constructed in the text

and what these different constructions represent; and the second pertains to the
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relationship that the play hastiwiEdwardian suffragettism. It will also discuss the
performance of the play on thadis of critical reviews angublished photographs in
The Pl ay asringAtsintial productoh at the Little Theatr@g.

Fannyods BiessentiallyaRoney of manners. The prologue to the
play portrays a girl named Fanny wantingptat on a play and hdather, whois
against the idea, bug a wealthy marso he can acquire the resources to prediic
Most of the body of this plays presented as if ivere written byFanny. his
becomes especially interesting and convoluted when one bears in mind that Shaw
published his play anonymouslyhus the main body of the play was written by
Shawés character Fanny; the cont&maworary
was the voice behind Fanny; and the play itself sought to lampoon the way that
critics generally tended to respond to plays, as is made clear by the epilobee of t
play. This would havenade it difficult for contemporary critics to quite knévaw ©
respond to the play, which of cour se, would have been p
framing devices.

The inset play features Bobby and Margaret, a young couple in a romantic
relationship, who have each ended up in jail as a result of having independent
misadventures. The first act of the play primarily focuses on Bobby and his family,
while the second act focuses on Margaret and her family. The parents of both of
these young people are completely mortified by the fact that their children have
ended upn jail. The third act then centresn the social fallout of these events,
including the consequences for Bobby anc
their independent adventures, these two characters come to the realisation that they
are probably nomeant for each other. Oné the plotlines of the plagonsists of

Bobby and Margaret breakirgf their engagement, presumalaly the social pretext
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that an engagement need not be valid after both parties have spent time in jail, but

actually based on ¢hperceived inauthenticity of the relationship. Both Bobby and

Margaret have liaisons of sorts duritigeir adventures. Bobby encounters a Cockney

girl namedDora, while Margaret meets Frenchman named Duvallet. By the end of

the play, Bobby is romantidglinvolved with Dora, and Margaret is involved with a

footman named Juggins. In short, over the course of the play, the social relationships

between the different characters change in quite a dramatic way. The general

trajectory of these changes consistis Bobby and Margaret arriving at better

understandings of themselves and forming new relationships that are more congruent

with their true personalities, as opposed to acquiescing to artificial social norms

regarding who they should be and with whormaytehould associate.hls critique of

societybés values is reinforced by the fa

play, with the epilogue of the work consisting of a satire against literary critics and

Act Three making alinpusenmenns t o a suffrage:
Considering the representations of fe

clear is that the main female characters are in fact the most spirited ones in the entire

work. Two characterdn particular,Dora and Margaretnust be discussed itis

context. Dora is the girl with whom Bobby gets into trouble with the police. Within

the play, it actually becomes clear that Dora may have taken the lead in getting

Bobby involved in this situation. As s he

[lbve educated Bobby a bit: heds not the

h a n*dThié deflates the idea of women as being frail or passive beings. Through

Dorads spirited recklessness, Shaw shows

stops her fromt aki ng the |l ead in getting into s

such as getting thrown into jads suffragettes did repeatedly. This also contributes
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to the comic nature of Shawés pl ay. As
Shawbés pl aoffst,enceemedyges as a result of 0:¢
rol es o r*Inthisscase,shie gend@r.roles in the relationship between Bobby
and Dora are inverted, but, to put It n
parents seem to have bretug him up as a o6émoll ycoddl ed
concerns at all with the fathat she has beeén jail;, indeed, she seems to accept the

experience as ordinary.

Figure29: The scene in which Bobby | earns that Marga
The Play Pictorial No.114, Vol. XIX. V&A Museum Theatre and Performance Collections).

Similarly, Mar garet s engagement altyy t h Bo
of gender nor ms. I n the scene wheng Bobby
to jail, he does natespond in a sympathetic way as someone who has gone through

the same experience. I ndeed, he is rathei
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