DEMOCRATIC AND POPULAR REPUBLIC OF ALGERIA
MINISTRY OF HIGHER EDUCATION AND SCIENTIFIC RESEARCH
UNIVERSITY OF ABDLHAMID IBN BADISMOSTAGANEM
FACULTY OF FOREIGN LANGUAGES
DEPARTMENT OF ENGLISH LANGUAGE

!@

UNIVERSITE

Abdelhamid Ibn Badis
MOSTAGANEM

MASTER

Literature and Civilization

C

Cross-dressing in Caryl Churchill’'s Cloud Nine (1979)
and Top Girls (1982)

Presented by:
Abd-El-lllah Dahmani

Board of Examiners

Chair: Mrs. Abdelhadi Nadia University of Mostaganem
Supervisor: Dr. Djafri Yasmina University of Mostaganem
Examiner: Mrs. Aissat Djamila University of Mostaganem

Academic Year: 2018-2019



Dedication

| dedicate thiswork to all my precious and dear family
To my mother Fatiha
To my father Mohamed
To my sister Wissam
To my grandfather Dahmani Ammar

And not to forget, | would also love to dedicate this work to my godmother Martha Ghyselen
and godfather Noel Pollet, who took care of me for almost my entire life.



Acknowledgements

First, | would like to thank Dr. Yasmina Djafri for her guidance and assistance
| would also like to thank the honourable jury for evaluating my thesis.

Furthermore, | would like to thank Pr. Abbes Bahous for helping me in choosing the adequate
topic for my research.

Finally, | would like to thank all the teachers who assessed me during my five yearsin the
University of Mostaganem.



Abstract

During the 1960s and 1970s, the second wave ofnfsmitook place in Britain. Back then,
women did not just carry the fight for equalityrimarriage and work, but they also wanted to
break free of the chains of gender stereotypeghlegpatriarchy drew about them. The second
wave of feminism; also known as the ‘Women’s Liltiera Movements’, did not focus on
giving rights to women only but also to sex minest(e.g. homosexuals, transsexuals. etc.).
Caryl Churchill is a prominent English contemporataywright whose works often attack
sexual prejudices and oppressions that took pladhd 28" century because of patriarchy.
Transvestism, or ‘cross-dressing’, was one of tlaenatic strategies that Churchill frequently
used to reflect her feminist ideology in her playbere actors dress like the opposite gender.
In her two notable playSloud Nine (1979)andTop Girls(1982), Churchill used cross-dressing
to reflect her feminist criticism to the injustict were taking place at that time in Britain. In
Cloud Nine, Churchill attacks both Britain’s mistreatmentvadmen, homosexuals and black
people. InTop Girls, Churchill criticizes Thatcherism and exposes Abtzvatcher’s rise to power
had not met the criteria British women were experctirom her. In this respect, this work
tackles three issues: First, why was cross-dressad in both plays? Second, how was cross-
dressing used differently in each play? Third, wiiate the themes which reflect Churchill’s
feminist position in both plays?

Keywords: Caryl Churchill, feminism, cross-dressingntemporary British drama, twentieth
century, patriarchy.



Table of Contents
97T [ T0%= 11 o] o PP
ot L0111 T=T o o =T 0 =T £ |
Y 011 > Vo P | |
(O70] 4] (=] 0| £ J PP Y/

General INtrodUCHION. .. ..ot e e e e e

Chapter One: Cross-dressing between the Past andehPresent
oo [ o i o] o PP PRPPPIE o
(0 I D= {1 011 PP 5
1.2. TransvestiSm VS. CroSS-AreSSING......c.uvvrvevei i ieietieeeeee e cmmmrmme e neeneaneaneaenens©
1.3. Cross-dressing in Classical Narratives. ...........ou. et v ee e e e e e ae e 7
I I 153 (0] Y Y 4
3 Y4 1 T ] o o 10
1.5. Cross-dressing as a Cultural Phenomenon............cociciiiiiiiiiiic i, 11
R 0 I Yo o = 11
1.5.2. DOING-Drag”. ..o et 13
1.5.3. Cross-dressing as a Theme in Festivals..........occeeceeiiiiiiiiiiii e, 15
1.6. CroSS-areSSiNg N AIS. ... i e et e e e et e e e e e e re e eneeneeaemene 1O
ST I 1 (T = LB [ (= PP 16
16,2, TREALIE. ..ottt e e e e e e 18

CONCIUSION . . e et e e e e e e e e e e e e e e 20

Chapter Two: Caryl Churchill’'s Cloud Nine (1979) andTop Girls (1982)

INErOAUCTION. .. ..o e e e e e e e e e e e e e 21

2.1. The UK of the 1970s and the 1980S..........cuuiiiiiiiiie et e e 21
2.1.1. ECONOMIC CrISIS. .. ctuue ittt ettt e et et e et e e e e e e e e 12
2.1.2. Feminist and Gay MOVEMENTS. .. ...t et e e 22
2.1.3. RaCe ReIatiONS.........vie it e e 23

2.2. British Theatre during the 1970S..........iiii i e e 24



2.3. Caryl Churchill: A BiOgraphy......c.ooi i e e e e e 26
2.4.CloUA NINE (1979) ... et e e e e e e e e e e ne e a0 28
A B @ V=] V[ PP 28
2.4, 2. TBIMES ...ttt e e e e e e 29
2. 5. TOP GIMIS (L982). .. e e e e e e e e e e e e e e e ae 2 3D

T O )Y /<Y &Y [ Y 35
2.5, 2. TS . ..o 35
CONCIUSION . . et e e e e e e e e e e e 40

Chapter Three: Cross-Dressing in Churchill'sCloud Nine and Top Girls

Tk Yo 15 Te3 {0 o VAP " ¥ |

3.1. Cross-Dressing: AN OVEIVIEW. .. ....uu ittt et et et e e e e e e e e e ees 41
3.2. Cross-dressing as a Motif@hoUd NINE. ..o i e 42
I I I I =T o B 11 o] o R P 43

3.3. Cross-dressing as a Minor Them@ap Girls..........coceoiiii i 46

3.3.1. DISCUSSION.....e et ettt ettt e e e e e e AO
3.4. Cross-dressing {Dloud NineandTop Girls: A Contrast..........cooeviiiiiiiiiieeien. 49
3.5. Caryl Churchill’'s Use of Cross-DresSSing..........c.vve v envenieiienienineineeneenn ... 00

3.6. Cross-dressing between the Past and the Presen........................cceevevevnl bl

(©70] o[ {1 5] o] o H PP 52
General CONCIUSION.. ... ..t e e e e e e e e e e 53
Y 0] 0= T [ 55
] 0] [oTe | =Y o] 1 ) 200 PP 57



Genera Introduction



General Introduction

From among all the decades of the Post-Way thea1970s was the period where the
British society endured a phase of societal upHe&@learacteristics of this change can be
perceived in several aspects such as economis,amiservatism and race relations. First,
the economic crisis was an issue that strongljksttbe United Kingdom at that time. By
the spring of 1975, one million people in the warkiforce were suffering from
unemployment, which instigated workers’ strikeghe country. Moreover, the country’s
conservative spirit was also shaken by this chafdg¢he Second Feminist Wave was taking
hold, a number of acts were passed to guaranteeem/smights and equality; this included
the introduction of the contraceptive pill (196hdahe Sex Discrimination Act (1975). At
the same time, British homosexual community had aksen to call for recognition. By
1971, the Gay Liberation Front (GLF) has been fighttor LGBT rights in the United
Kingdom. Methods of the movement included campammd manifests, and a prominent
example of these would be Gay Pride March thatGhE organized in 1972 in London.
Race relations also got frustrated after this $ockenge. This was due the locals’
dissatisfaction with the vast waves of immigrarattcame from West Indies and South
Asia to Britain. Consequently, a feeling of “xenopia” generated and radical groups with

far-rightist ideologies rose (e.g. Neo-fascism.)

This change, however, did not concern thetipaliand social stages only. Literature and
drama in particular, were also affected by the gkaon the levels of form and content.
During the mid-1970s, the British theater starteteject traditional norms of drama writing.
After the emergence of the Alternative Theatre Mogat in Britain at that time, the shift
touched both conventional drama norms and the wamatists tackled social issues like
discrimination and stereotypes in the British stycidt the level of language, the British

theatre had also become more explicit in expressingleas and messages. Before, The
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English Theatre had maintained a “morally conséreatature” since the passing of The
Licensing Act by Lord Chamberlain in 1737, whichnsered theatre. Therefore, it was
prohibited to engage with topics like religion, ijiok or sex. Eventually, the era of the 1970s
came to be a decade where the British theatredated a new ‘avant-garde’ dimension.
(Swingler, 2016). Caryl Churchill was a contempygriamale dramatist who embraced an

unconventional style in addressing issues relatgublitics and sex in the British society.

This work, however, is not going to descrileohthese changes, but will rather tackle
an issue related with the wave of sexual liberati@t took place during the 1970s. Cross-
dressing, in particular, was a feature of this eeav For many conservative societies, cross-
dressing has been and is still viewed as an offengehaviour that reflects someone’s
perversion or defiance to the norms of society, #es was not always the case, as cross-
dressing was also a method of manifesting one’saesrientation on one hand, and of
showing objection to the stricture of gender robesthe other hand. Nowadays, cross-
dressing has become a part of the Western cultutezarved the image of the fight against

patriarchy and sexism.

One of the literary motifs that Churchill aftases in her dramatist works is called ‘cross-
dressing’. This theatrical “device” consisted olimg characters or actors, who dress in
ways that do not correspond with their gender oraé@osition. These characters were used
as images that function to violate some establismadjes and stereotypes that the British
society still ‘falsely’ maintain. Churchill, in thirespect, concentrates on exposing the
segregation that is enacted against women in lloeises, and the one enacted against other

sexual and racial minorities in the British society

Yet, many previous works conducted on Churshike of this theatrical device have not

provided deeper analysis. In other words, crosssiing was being used just to describe



characters, whereas it was supposed to be devefapbeér since it has an “allegorical”
function. Many of these sources, in fact, justleggp‘cross-dressing’ as a sub-theme and
therefore did not consider studying all the impiimas behind applying as it a theatrical
motif. Churchill, supposedly, challenged the mawain by distorting unjust depictions
sexual and racial identities. Eventually, Chur¢hilramatist style was influenced by the
changes that contemporary theatre underwent orhané, and by the social and political

turmoil that took place in Britain on the other Han

Therefore, this research paper aims to proardextended review on the significance of
the use of cross-dressing by Churchill in her taamdus play€loud Nine (1979) andlop
Girls(1982). InCloud Nine, Clive who is one of the main characters combbwagh attitudes
of sexualal and racial oppressions and this isasvin his mistreatment of his wife and the
African nativesTop Girls, another major work of Churchill that focuses dnonmologically
depicting the hardships and obstacles women endarezteive the social recognition for

which they fought.

To explore this issue, three questions asedaiFirst, what were Churchill's objectives
of use of the ‘cross-dressing’ in bafihoud Nine andTop Girls?. Second, how did Churchill
use ‘cross-dressing’ differently in each play? Rinehow did the ‘Women’s Liberation

Movement' had an influence on Churchill's theatriggion and ideas?

The work is divided into three chapters. le first chapter, a definition for ‘cross-
dressing’ will be set for cross-dressing as sqainomenon on one hand, and as a literary
motif on the other hand. Besides, it is importanstudy the historical background of the
phenomenon and how mythological, historical andgiels texts tackled it. This same
chapter will also show some examples and figuresro$s-dressing from literature. Of

course, the chapter will include a distinction betw “cross-dressing” as a social



phenomenon and “transvestism” as a psychologicalrder. The second chapter is set to
analyze botlCloud Nine andTop Girls. First, it describes the social climate that Bnitaas
living during the 1970s. Then, it will highlight @kchill’s ideas and position in both plays
by explaining how the social events and movemehtbai period came to influence her
ideas. Therefore, this chapter will analyze botlyplat the levels of form and content, and
how Churchill designed her characters and eventsftect what was taking place in the
Britain at that time. Finally, the third chaptedlwiraw a description on how “cross-dressing”
was used in each play. For the cas€lotid Nine, Churchill used “cross-dressing” as a motif
to display of cross-dressed characters was imigliaidenouncement of Britain’s colonial
policy and the racist mentality that characterizebh Top Girls, however, cross-dressing is

implied as a theme to reflect Churchill’s femingology.



Chapter One:

Cross-Dressing between the Past and the Present



Introduction

Despite the fact that cross-dressing marksttbag activity in the modern time in a strong
way, there are many historical descriptions whieblatibe this practice and how it was since
ancient societies. First, cross-dressing will bé&nee in general. The chapter will also
include examples of cross-dressing in historyaad culture. First, cross-dressing will be
explained as a social phenomenon that took plaoeimy historical periods, which were in
most of the time related to religious reasons. desi the chapter will highlight the
difference between cross-dressing and transvesiibm former refers to a behaviour that
people opt either for sexual reasons to demanddoial changes or equality, whereas the
latter stands for a psychological condition whemégnts tend to dress like the opposite sex
to satisfy their sexual fetish. Second, there bdla focus on defining cross-dressing as a
literary motif on one hand, and as a theatricategyy on the other hand. Third, the chapter
will describe the social changes and condition$ tinged certain societies to adopt this
practice. At the same time, the section will algplain how these societies embraced the

cross-dressing culture as a theme for their fdstiva

1.1.Definition

Cross-dressing or tranvestism can be defirsed hBehaviour that consists of wearing
clothing and accessories that belong to the oppasix, i.e., men dressing up like women
and vice versa. In former times, cross-dressed lpeepre subjects to punishment and
mostly to death penalties because it was considestl Even nowadays, transvestism still
carries pejorative implications and is often redate transsexuality or sexual perversion.

Yet, this kind of behaviour can carry other motisegh as “disguise, comfort or self-



expression”. Usually, the term ‘cross-dressingd®ito be confused with transvestism and

sometimes with transgenderism.

1.2.Transvestism vs. Cross-dressing

The Anglo-Saxon term “cross-dressing” emergedeplace the term “transvestism”
which originated from the Latin "transvestite”, emh used when referring to a mental
condition known as transvestic fetishism. In facgny debates arose about when the term
was firstly introduced. The Oxford English Dictioganentioned that Edward Carpenter’s
definition of the term as the earliest citationo€3-dressing, as Carpenter defined it, is a

“general indication of, and a cognate phenomenphdmosexuality.” (p.80, 1911)

Yet, it was in 1910 that the term was coine@ ibook entitledie Transvestiter{The
Transvestites) by the German psychologist MagnuscHield. In his book, Hirschfeld used
the term to refer to a psychological condition iniehh people tend to cross-dress to “derive
sexual pleasure.” Hirschfeld also rejected mistakensociation of cross-dressing with
homosexuality by emphasising that transvestite \iebacan be conducted by both males
and females who are “asexual, bisexual, heterosexnahomosexual.” Unlike cross-
dressing, transvestism is more of a mental disarderhich a patient desired to sexually
please himself by dressing like someone from thpospe sex. During the 1920s,
‘transvestism’ became considered as outdated arodya®ry and was eventually replaced

by the term ‘cross-dressing’.

In addition, it is important to make a distioa between transvestism and transsexualism.
In transvestism, the individual is comfortable wligr/his gender identity and performs the

roles that characterizes her/his gender. A transddyowever, feels suffocated by his sexual



position and tends to manifest this feeling by srdsessing before undergoing a sex

reassignment surgery.

1.3.Cross-Dressing in Classical Narratives

1.3.1. History

Even though the influence of cross-dressintuel was strong in the modern period,
history shows that cross-dressing was practised gvancient societies. Therefore, many
instances of cross-dressing can be found in mygjyplbistory and art. What changed was

only the terms that refer to it.

Since the beginning of civilizations, the wagople dressed was bound by social factors.
In other words, each sex had its specific clotbekurs and accessories that people from
that gender were supposed to put on. Thereforesatigty held a set of established norms
that people had to display in their way of dressidgessing codes were not just gender-
based but were also characteristics of an indiVislsacial status and background. Yet, these
dressing norms were subject to acts of violatidrese acts were carried due to an attention
of exposing social injustice, or to rebel againsages and definitions that were believed to

be unjust or segregational.

During ages, the scale of social power waarimahg in favour for men and not women.
Men thought they could occupy high positions inistycwhereas women were doomed to
submission. Women also conducted similar behaviasra means of uprising against the
patriarchal oppression taking place in their seesetAlong history, societies were governed
by a patriarchal mentality that located women poaition that was inferior to that of men.
Therefore, women were deprived of entry to econamreligious, intellectual and political

spheres that were controlled by males.



Many religions dictate that higher positionsreligious institutions are supposed to be
maintained by men, whereas women are not allowanttopy these posts because their
place was at home to serve their spouses and bddeen. Besides, women were also
believed to be “intellectually” incapable of camgisuch tasks. However, several stories tell
about some women who rebelled against this dognoat bf these can be found in Christian
folk stories. For these women, to cross-dress wescassary option to be able to serve God.
Since they held the belief that they were creatofeSod just like men, women thought
about serving Him. Yet, the mentality during whttley lived did not grant them this right.
Therefore, these women decided to dress up andgsassles to gain acceptance in the

religious institution.

There were Christian folk stories that toldabsome monks who were in fact disguised
women. Saint Marina the Monk was a Coptic nun wHatger entered her to a monastery
where she acquired the monks’ habits, including thay of dressing. She was once accused
of committing adultery with a woman and impregngtimer. Marina’s identity and her
innocence were not revealed until after her dedtenaother monks unrobed her corpse to
wash it. Saint Marina’s act of baring the chargesswpraised as an icon ‘of humble
forbearance.’ ("History of cross-dressing") Onetha# stories that tackles thislia Vie de
Sainte Euphrosinéc. 1200). The tale narrates the story of SaimtHEosyne of Alexandria,

a young woman who chose to join the monasteryrifader to escape the annoyance of the
suitors who wanted to marry her because of hertive@herefore, she dressed as a monk
and went under the name of ‘Smaragdus’. Howevesthan problem occurred when the
other monks began to sexually desire the young kihavho saw it fit to look ‘himself’ in

a cell to protect ‘himself’. Euphrosyne’s gendeendty was not revealed until she died.
(McCallum and Tuhkanen 100) Another figure who Imeedamous for cross-dressing is

Pope Joan. The legend says that Pope Joan was @awamo dressed as a man because she



was ambitious about studying theology. The legeamdies on as Joan becomes pope and
occupies the papal chair from three years, untilidentity and eventually gets stoned for

heresy. Modern historians perceive the legend peRoan as a symbol of anti-papal satire
that was prominent during the thirteenth century.nmiodern drama, Pope Joan was

interpreted as a character in Carol Churchillig Girls(1982).

This phenomenon was strongly apparent duriagimes. For example, some women
were cross-dressing to enrol in military servicesaduse they believed that women also had
the right to fight for their country. Other womeom the other hand, had no option but to
dress like men just to protect themselves fromdpsaxually molested by foreign soldiers.
A famous example of this would be that of Joan of,A French peasant girl who claimed
that God Himself requested her to lead the Frenaly o fight against the English attempts
of colonizing France. Therefore, she had to weararour as male soldiers did. Eventually,
her cross-dressing was one of the causes she nasiced to death and burnt on a stake. In
nineteenth century England, many women wore mafenms to earn the same wages male
workers had. In 1818, a woman named Helen Olivek teer brother’s suit and got a job as
a plasterer. Another example is that of Mirandarfaa woman who cross-dressed to enrol

in the University of Edinburgh to study for a degie medicine.

According to Altenburger (2005), women’s diegsas men was urged by their need to
manifest for “social status, power, and freedgm”171). The women who cross-dressed, In
Altenburger’s belief, had positive intentions uelithose of cross-dressed men. Especially
that the latter were believed to be wearing fendadsses to get closer to women in order to
satisfy their sexual desires. Another reason watscitoss-dressed men lost their social status
because similar attitude made the society lookeattin a negative way. These men, in other

words, were seen by others as ‘emasculated’ mendehoot behave according to their



gender and who, from a religious perspective, wala5od’s creation by dressing like the

opposite sex.

1.3.2. Mythology

Examples of cross-dressing are numerous ireainmythological narrations. In some
myths, describing figures that tend to cross deessbe considered like a plot twist, like in
the Greek mythology. Sometimes, cross-dressingssa@ated with some deities that are
double-gendered. Dionysus, the Greek god of wirg fertility, was depicted in many
archaic artefacts as a male who possesses fenpinysécal features. This was visible in the
rituals that Dionysus’s worshippers dedicated for.lOne of the festivals they were holding
was calledOschophoria a series of feasts where Dionysus’s worshippelsbcated the
grape harvest season in Athens. During the evgoisig boys and wealthy men dressed as
women. The young boys were to carry branches gfegrand lead a ritual march from the
temple of Dionysus to the sanctuary of Athena. milsir example of cross-dressing in
Ancient Greece was also manifested during-ieristica a feast that used to be held in the
city of Argos by the worshipers of Aphroditus, amdhose followers had to perform
transvestite rituals. According to Philostratus Hider, the adherents of this cult had to
perform rituals in which men wear women'’s robes famdales had to wear men’s clothing
and put false beards. Women also carried thislriyaviolently insulting their spouses, a
deed that was supposed to be a tribute to thdamsesof Argian women against the Spartan
invasion. The narrations of tA@avels of Heraclementioned another case. As a penalty for
killing Iphitus, Heracles was given to Omphale, theeen of Lydia, as a slave. During his
servitude, Heracles was forced to dress as a maidgreven do women’s work. Inversion

of sexual roles was the major theme of the myth.
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Tales of cross-dressing deities can also bedaon the Nordic mythology. According to
the Edd4, the Nordic gods Thor and Loki were the first toss-dress not just among the
gods, but also in the history of humanity. The wttarts after Thor discovers that Thrymr
the Giant stole Thor's hammBfjolnir to use it as a change for the goddess Freyja kasbe
wife, both Thor and Loki went to Freyja but sheussfd and therefore both gods decided to
do things by themselves. Therefore, Thor decidetteéss as bride whereas Loki dressed as
the handmaid and went to the wedding. As a weddiagthe giants place the hammer in
Thor’s lab who was dressing as ‘Freyja’ before Thoveiled himself and slaughtered all

the giants.

1.4.Cross-dressing as a Cultural Phenomenon

1.4.1. Society

Cross-dressing was not observed in the WeStemhd only, but was also taking place in
the Oriental world as well. In fact, many anthraygpsts were interested in this issue, and
coined a term called "supernumerary gender"”; nefgrto individuals who embrace the

opposite gender’s way of dressing and behaviouro8&Dressing.")

The presence of cross-dressed people is ysiaalhd in entertainment circles, more
precisely in belly dancing circles. In Islam, itsictly prohibited that a women dresses or
behaves in a manner that is considered sexualgadipg, i.e. a Muslim woman cannot wear
revealing clothes or move her body in a way thatvpkes men sexually, especially that a
woman’s body is considered to beaavrah 2. Entertainers, therefore, saw that they could

hire males (especially young boys) and train therheécome belly dancers. Al-Bardi's

L A set of poems written in Old Nordic language. Ploems contain some folk tales about the Vikingsgod
and heroes in Scandinavia.
2 (Arabic:s_s) In Islam, The intimate parts of the human bodt thave to be covered by clothing
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dictionaryKitab al-'Aynmentioned the worlhawalto describe boys that used to dress as
female dancers in Egypt. The employment of thess bs dancers was still going until the
period between the late eighteenth century and ethéy nineteenth century, more
particularly in special occasions like weddingsamren receiving tourists. Naturally, these
tourists were shocked for seeing such attitudendst of the times, the tourists witnessed

cases where people from the audience started testrtble young dancers sexually.

The Ottoman equivalent of Egyptikhawal was kdcek Deriving from the Persian
kuchak which means ‘little’, the term referred to boybawvere dressed as female belly
dancers. These boys were being brought from vaiteman provinces when they were
five or six years old and taught how to dance. €lkégeklerwere employed to dance in the
Ottoman palace, public inns and private occasi@id hy wealthy men. Their job was to
dance in an erotic way and sometimes engage itegeréstling in order to sexually provoke
the audience. In addition, these boys were paiddfqrovide sexual services. Sometimes,

koceklerwere fortunate enough to possess high positiotisei®ttoman palace.

Another case of employing young males in kimsl of sexual entertainment can be found
in Afghanistan. The terrBacha laz is the reference to young male dancers. Most @f th
time, Afghani military leaders and warlords abdihetse boys and have them trained to work
for these lords’ entertainment. Radhika Coomarasyig@009) made a statement in which
she condemned this practice as an act of sexusbigatipn of children. Even procedures
and penalties were urged to eliminate this behavi@ul-to-boy cross-dressing also exists
in Afghanistan. Similar t@acha laz, Bacha postconsists of making girls dress as boys.
According to Shah (2012), a big number of Afghamilies tend to dress their girls as boys

during wartimes in order to protect them or to teteem how to fight. During her interview

3 A Sri Lankan politician who occupies the positimin Special Representative of the Secretary-General
for Children and Armed Conflict in the United Natio
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with the New York Times, Professor Nancy Dugrstates that there was a photograph from
the 1900s, which shows a group of women dressingeas Their job is to guard the royal
harem during the reign of King Habibullah Khan. @tlfamilies, who do not have sons to
carry the family’s wealth, tend to dress their dategs as boys because they believe that a

Bacha posh is more likely to give birth to a boy(tberg, 2010).

In Albania, a certain category of women undeag oath of ‘vow of chastity’ and cross
dress so that they can live among the patriarad@ésy in their country. These women are
calledburrneshaor sworn virgin in Albanian. To do so, a woman teatake an oath in front
of twelve chieftains of her village. After takiniget oath, the woman can do whatever men
can do; consume spirits, smoke, possess a fireatne\zen join men’s grouping and talk to

them.

1.4.2. “Doing-Drag”

A very famous example of cross-dressing isgdqueens’. A drag queen, or female
impersonator, is a male artist who is supposedntorace a feminine behaviour: dressing as
a woman and putting makeup extensively. Even thabhghdrag phenomenon is usually
associated with homosexuality and transgenderisisidbes not prevent people from other

sexual identities from involving themselves in ‘dgidrag’.

The early use of drag performance was not&hakespearean tragedies (Baker, 1994).
During the mid-nineteenth century, drag queens rbecaopular performers in US
nightclubs, which they considered as places theydcdoe themselves. Cross-dressing balls
were organized, where couples from the same seld emsrange meetings, and sometimes

these dancing parties were held to attract tourstsr the rise of the LGBT Movement in

4 A US historian
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the United States during the second half of thentieth century, drag queens became
present in Pride Manifests to fight against harasgnand hate crimes that targeted them,

like the Stonewall riots on June 28, 1969.

To some extent, drag dressing differs fronssfdressing. Carmen (2009) argued that
both cross-dressers and drag queens share a latggression. Yet, a cross-dresser carries
his attitude in a secretive way since he is awdréhe society’s disappreciation of his
attitude. A drag queen, on the other hand, crosssas just to perform his job as performer
and has no problem with doing so publically, and th obvious in LGBT marches when

drag queens participate to defend the rights ofrthgginalized sexual minorities.
In Gender Troubl€1990), Judith Butler addresses cross-dressingates:

“ Part of the pleasure, the giddiness of the [dnagiformance is in the
recognition of a radical contingency in the relatibetween sex and
gender....In the place of the law of heterosexuakoeaice, we see sex and
gender denaturalized by means of a performance hwhinows their
distinctness and dramatizes the cultural mechaafgheir fabricated unity.”

(gtd. in Duignan 2019)

Here, Butler explains how ‘doing drag’ repmsea break from images that were
stereotypically associated with gender, such amkstatus and dressing codes. In Butler’s
belief, drag queen performances are meant to exjpese stereotypical images and how
they are constructed to discriminate sexual sufoaies that do not abide by the

heterosexual or male chauvinist mainstream.
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1.4.3. Cross-dressing as a Theme in Festivals

As it was previously mentioned, cross-dressuag not a phenomenon that emerged in
modern times as there is evidence that this phenomeas celebrated during festivals held

by some societies that still maintain a primitifedtyle.

In Ghana, for example, a festival called Amoelebrated yearly during the period from
April to May in cities like Nkoranza, Techiman aWéenchi. The holding of the festival is
supposed to be an opportunity to allow people fress their opinions and views freely. As
a festival ceremony, Ghanaian men dress like woamehwomen dress like men (Duodu,
2009). Ilvory Coast is another African country thatds similar schemes in celebrations. In
the last week of October, the Nzema populatioméndity of Grand-Bassam holds an event
called Abissa. The event signifies the promotiojogfand forgiveness. During the festival,

citizens from both men and women dress like thpposite sexes.

Another example is that of tk@ttankulangardestival in India. Every year in the village
of Chavara , the males are supposed to wear saaty, lamps put female dancing customs
decorated with flowers before going to the Kottdakgara Devi Temple. This ritual is
meant to be a tribute to the Hindu goddess Bhagamdtto receive her blessings (Devanshu,
2008). In Japan, a festival is call@fudamakis held once a year. The origins of the festival
can be traced back to 1688, when mothers donagadctbthes to Shinto dancers so that the
gods protect them from the cholera epidemic that sypmeading at that year. To honour this
memory, many males march to the local temple widaring women’s kimonos and butting

traditional make-up. (Egli, 2016)
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1.5.Cross-dressing in Arts

1.5.1. Literature

The use of cross-dressing was noted in lyetexts, but its emergence as a literary
‘motif’ was strongly observed in modern literataed art, and its meaning mostly contained
an allusion to the character’s nonconformity witr/his sexual identity rather than his
gender (Craft-Fairchild, 1998). In literary textise motif of cross-dressing is an allusion to
women who dress like men to reach a particular baghal status that is only accessible by
the males. According to Craft-Fairchild, female releders who cross-dress were often
granted a heroic depiction since they were bradaighteous enough to defy the patriarchy.
These women wanted to possess the same stateddinethrough which they could travel,
occupy professional positions that were restrictechen and to live romantic adventures
just like the males had. According to Craft-Faildhthis break from the codes of dressing

resulted from a feeling of discontent with the @éipn of females as ‘angels of the house’

Heldris of Cornwall’'sLe Roman de Silencg.1300) was a French romance which
narrates the story of a girl who was brought uphéyparents as a boy so that their fortune
would be kept in the family. The name ‘Silence’ ved®sen by the author for its ‘gender-
neutral’ nature to describe the character’'s gebtiered identity as well as her permanent

silence, which was not broken until the end.

In Charlotte Bronte’dane Eyre(1847), another example of cross-dressing appéars.
the nineteenth chapter, Jane Eyre decides togpgess fortune-teller about whom she heard
from Mr. Mason. When Jane goes to see her, thevoidan tells her that she predicted Miss
Ingram’s will to marry Mr. Rochester just to takeaver his estate. After the woman starts
reading Jane’s fortune, the latter realized thatig Mr. Rochester dressing as an old woman

in attempt to trick her into confessing her love fiim. As a minor plot element, ‘cross-
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dressing is a reference class inequality. Whensdrgsas a ‘fortune-teller’, Mr. Rochester
becomes no more superior to Jane Eyre. Besidas;ldss inferiority is also manifested in

the point that he was not granted entry to the fitield Manor because of his clothihg

There is another example in Mark TwaiAgdventures of Huckleberry Finf1884). In
the tenth chapter, Huck convinces Jim to help hisgulse as a girl in order to collect
information. Therefore, he puts a girl's dress tha@tand Jim had found in the boathouse,
and starts practising girlish impressions to makedisguise successful. He names himself
‘Sarah Williams’ and goes to carry his enquiri@s 66). In another chapter, another example
of cross-dressing appears when Pap’s corpse wad feith both men and women'’s clothes
with the dead body. These examples reflect Twathssatisfaction with the sexist

perceptions the American society was making abaumen at that time.

As for the use of male-to-female cross-dragdime allusion is to satirize and undermine
male characters’ masculinity by picturing themexsihine and mostly antagonist unlike the
female character who cross-dressed for a righteause. An example raised by Jones
(2016) was that dfittle Red Riding Hoodvhere the little protagonist saves her grandmothe
from the wolf. Here, the hungry wolf symbolizes tinale who wears women’s clothes to
satisfy his sexual hunger (pp. 242). The wolf'setfip to eat the protagonist is an allegory
to men’s lust for women, which the wolf attemptduliil by dressing like the grandmother

to eat the granddaughter.

5 For a detailed study, please refer to https:/fgsfider.com/free-essay-examples/the-woman-at-tleg-do
the-gypsy-scene-in-jane-eyre/.

17



1.5.2. Theatre

Cross-dressing was applied as well on thedtatage. There are several reasons why
such strategy was applied on stage. For examphee societies were governed by certain
social and religious norms that do not allow worteeaccupy professions where they might
‘interact’ with men. In other words, traditionalcseties considered women'’s acting as a sin
in the sense that a woman cannot reveal herséibm of men that she does not know.
Artistic performances; including theatre, were nietgd to males only. Therefore, men had
to cross-dress in order to play female characfemsther reason was the traditional belief
of women’s mental incapability of performing andbdbng intellectual fields, like sciences,

economy and arts.

In earlier ages, playwrights tended to usessdressed characters as a plot element to
add some suspense and twist. A prominent instahcemcting female-to-male cross-
dressing can be taken from William Shakespearas Merchant of Venicg 605), where
the protagonist Portia dresses as a lawyer's appeeand takes the name Balthazar to
defend Antonio against Shylock, the Jewish merchaottia, among all the attendants of
the trial, was able to save Antonio’s life despiéz poor knowledge of law; this might be in

fact a reference to women’s capability of surpagsnen in their own domains.

However, using young boys to portray femalarahters provoked hostility in England
at that time, especially by Puritans who saw itaagolation of biblical instructions on
dressing. First, these Puritans believed that alosssing young boys would lead to their
emasculation if they get attached to feminine gestuSecond, they argued that dressing
boys as women is done to get the public’'s sexyagalpin the sense that this could provoke

the audience’s paedophile desires. (Mullaney, 2005)
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During the seventeenth century, cross-dregsgabegan to emerge in Japanese Kabuki
theatr€. The term describing the male-to-female actors ®asagata(women-role in
Japanese). These actors were trained to play feezle and adolescent characters. They
used to be employed in parties held by patronsnaattions, sometimes as performs or as
prostitutes. The recruitment of male-to-female excbegan after 1629, after former actresses
were not allowed to perform because of the sexudésting that was be done to them by
their patrons. Bringing male performers had alsbsaived the problem, as they became

victims of their patrons’ perversity as well. (Lgyg. 90-90, 1997)

In the seventeenth-century European, crosssiing on stage became known as Travesti,
a French term referring to the interpretation oble by an actor from the opposite sex was
in an opera, drama or ballet. In England, for exanfemales were not supposed to perform
on stage because it would be taboo for a conseevaticiety. It was only until 1660 that
women were allowed to work as actresses on stagé perform roles of female characters,
but also those of the opposite sex. Feminist pleyws usually use cross-dressing as a
‘theatrical strategy’. Their attention was to havé&heatrical revolt against pre-established

iImages that society had about women and other kexoar groups.
Aston (1999) explains what these playwrights exfrech using this strategy:

“Cross-dressing, cross-gendering techniques represtheatrically exciting
way of demonstrating and de-automatising our pél@emf ‘naturalised’
gender sign-systems (...) [c]rossing the gender diwidy expose the way in
which gender is organised as an arbitrary, ardfisign-system, which, like

all such systems, it is possible to disturb andeiconstruct.” (Aston, p.74)

6 1s a classical form of Japanese theatre.
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Aston, therefore, argues that the reason wdayyfieminist playwrights use cross dressing
is because the tension to observe the audiencetgegieons about gender, how do these
gender and sexuality images , and what would beuhéc’s perception when seeing these

pre-established get distorted and violated.

Conclusion

As a summary, cross-dressing was a phenomenoertiexiged through various periods
of history. Although many terms were coined to diescit, they were all referring to the
same point. Concepts of cross-dressing had diffeeddeen being a social phenomenon, a
psychological condition and an artistic elementsiBes, cross-dressing was imported as a
theme; the same idea was celebrated in variousresl|t but the ritualistic significances

differed.

Reactions to cross-dressing were mostly ectegn and hostility. However, history has
demonstrated that conducting this practice wasalvadys a result of sexual perversion, as
many women used to cross-dressing in order to €x@nd resist he social marginalization
to which they were subjected. Therefore, crosssilngsbehaviours are related to the

mentality and the social background of the indiaildwho does it.
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Chapter Two:

Cross-dressing in Caryl Churchil@oud Nine (1979)
andTop Girls (1982)



Introduction

The 1970s in Britain was a controversial periodvithessed a series of manifests that
expressed the workers’ disappointment with the gowent’s irresponsibility. Demands of
change that targeted the political bodies wereti@tonly one, as the era brought a new
liberal spirit, where the country’s conservatismsvireing labelled as a cultural dead end.
Sexual and ethnic minorities were working on makimgr voices heard. Theatre, in fact,
was used to examine these social issues. As aypanof theatre emerged, known as the
‘alternative theatre’, new voices and approachese wdroduced into the British theatre,
rejecting the conventional theatrical models. Catbiurchill, a feminist Post-Colonial
playwright, was able to establish her name amomgnbtable dramatists of her time.
Churchill did not focus on tackling issues relatedwomen only, but also questioned

Britain’s position in political and racial issues.

2.1.The UK of the 1970s and the 1980s

2.1.1. Economic Situation

In the early years of the 1970s’, Britain umdent an economic crisis that turned
everything upside down. Under the term of EdwaradtHg1970-74), the country suffered
because of the increase of unemployment and ciiwentually, a number of workers’
strikes were provoked to protest against the gawent’s irresponsibility. Some of these
strikes include the seven-week- strike held by msirmn 09 January 1972. The economic
situation aggravated more after one million workeese suffering from unemployment.
Therefore, other strikes were instigated such asltictkers’ strike on the 28 of July 1972,
which urged the government to declare a state adrgemcy one week after. This was

followed by a strike held by workers from railwagtsons and civil services on 27 February
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1973, leading to Heath’s loss in the 1974 gendeatiens. James Callaghan, who succeeded
Heath in 1978, suggested to trade unions to rethese pay rises to solve the problem of
inflation, but his attempt resulted the Winter os&ntent where a number of workers’
strikes rose. Callaghan’s position in the issue waticized and this made his Labour
government lose the 1979 elections to Margaretchieat who became Britain’s first female

Prime Minister. (Sandbrook, 2012)

2.2.2. Feminist and Gay Movements

Women had received a considerable number wdrdadges during the era. First, the
1970s in Britain saw the upcoming of new inventitmet facilitated many daily tasks like
the microwave. Such household tools granted woméitient time to do activities where
they can stay a little bit away from doing dailytids like cooking and doing dishes.
Therefore, these women had the time to go to theespgo to hairdressing salons, and wear
mini-skirt. Some of these women were determineent@!| in the world of business. These
factors made many British women shift from the raétyt of the conventional and refined
person to become a libertine woman who recognizesnrages the patriarchal society
imposed on her, especially those of picturing tleenan as ‘angels of the house’ or ‘the
caregiver of the house’ (Garces-Bovett, 2015).esgecond wave of feminism was taking
place, many movements emerged to carry the struaggénst sex inequality, including
Women’s Liberation Movement. The movement, alsovkm@s Women’s Lib, held their
first national conference from February"™@@ March #1970, where the movement claimed
that the fight should be for political presentatemd the right to occupy independent jobs
for women. Eventually, a number of acts were passesscure women’s welfare at work;

including Equal Pay Act of 1970 and the Sex Disamation Act in 1975. The Women’s
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Liberation Movement also argued that women are tivedlo whatever they want with their
bodies if they work as prostitutes or topless madéther social reforms and events that
granted British women access to male-occupied posiisded, the allowance for women to
occupy the post of ministers in the Methodist Churc22 June 1970; the right for women
to enrol as undergraduates at the University of idadge in October 1970, and the first time
the English women'’s football team played its offlainatch versus the Scottish team on 18
November 1972. In 1975, Jackie Tabick was appoiasecbbi, making her the first female
to occupy the position in Britain. The LGBT moverhalso marked its presence during the
era and emerged to fight for the right of homoséxua July ', 1972, members LGBT
community members and under the organization of @&y Liberation Federation,
participated in the first Gay Pride march that t@bikce in London. Despite that the Gay
Liberation Front was fought for the rights of gagople, they also shared the feminists’ aim
of alleviating the oppression that the British @athy was enacting. The Matrimonial
Causes Act of 1973 was issued to prohibit sameysexiages, and remained in action until

2013.

2.1.2. Race Relationships

After the collapse of the British Empire, the oitfyLondon turned into a cosmopolitan
city. During the 1970s, the country witnesseddtresal of vast waves of immigrants from
former colonies of the British Empire like Asia,etindies and the Caribbean. The
government saw that these immigrants were necessaypply the working force in the
United Kingdom. The locals, however, were not $igtiswith the newcomers. For the latter,
it was believed that the immigrants’ coming did mog but to increase the problem of

unemployment, plus some other issues includingihgushortages and hygiene issues. This
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resulted many bloody quarrels between locals aadrttmigrants where the immigrants’
residences were burned and many of them injured. dthese notorious riots was that of
Notting Hill on August §, 1970 where black men got into a bloody clash withpolice in
Notting Hill, London. The next years witnessed m@a&al tensions, especially with the rise
of far right movements such as Neo-Fascism. EnoaveR, a British politician, was a figure
of this xenophobic spirit of the era, and was kndandelivering his ‘Rivers of Blood’
speech on February 271974, in which he warned the audience from thk db the
immigrants’ vast waves coming to the kingdom. Tonelate these racial tensions, the
Parliament passed The Race Relations Act of 19hchacondemned all acts of racial
segregation (Rodrigues 2015). However, it is imguartto say that the coming of these
immigrants gave birth to a multi-ethnic compostunrat tcontributed in creating new artistic
movements and genres in literature, cinema andanBeme examples of this would be the

Windrush Generation writers and the Black Theatre.

2.2.British Theatre during the 1970s

During the 1970s’, playwrights began to rejecttediditional characteristics that the
British theatre used to have in previous eras. iBefttending theatre was related to middle-
class people only, and most of the plays’ themea® walated to the middle-class category
only. After the waves of immigration coming fromdarn Europe and some of Britain’s
former colonies to the country, the British theateequired new artists and actors who
applied their cultural views on the British stagéis was another point that required the
rejection of the traditional theatre especiallyttthee latter used to exclude foreigners from
participation. The third change was the inclusibtheatrical performances in educational

activities. This idea suggested that children wdgdable to interact with what happen in
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their society by interpreting it in school playsn@ther major factor that influenced the
British theatre was that of permissiveness andadieration. After the rise of the Labour
Party to power during the 1960, the conservatiwet $pat used to govern the British society
was fading, and a new era of permissiveness, nssifend sexual liberation began to

appear.

This theatrical reform did not change the typewdiances only, but it also affected the
language and themes dealt with in theatre. Sinedinst half of the eighteenth century, the
British theatre was stricted by censorship. Theehsing Act of 1737 issued by Sir Robert
Walpole prohibited plays that satirized the royahfly or tackled themes related to religion
and sex. In addition, all plays had to be examimethe Lord Chamberlain before they were
performed on stage. The censorship put on theasenot lifted until 1968 (Swingler, 2016).
When it comes to form, plays’ scripts in this ndwgdtre consisted mostly of improvisation,
a theatrical technique that was difficult to masiece actors had to instantly come up with
scripts that can impress the audience. In thistamExperimental or Alternative Theatre
appeared, or as it was commonly known as ‘Fridgée changes that these new-born
theatres were not only about bringing new techrscarel figures to the British theatre, but
also generated new concerns to produce works gmattdvhat was happening at that time
from social and political events. The funds that ftrts Council was providing also helped
these theatres to leave a permanent mark on todBatish theatre. The Experimental
Theatre was also open for artists from differemkigaounds black, feminists, socialists and
gay artists. After the lifting of theatre’s cendaps dramatists became free to produce plays
where they applied satire and historical metaphleerwcommenting on the political and
social situations of their time. Example of thesandatist works include David Edgar’s
Destiny (1976), which made an attack on Britain’s new eAstipremacist spirit. John

McGrath’'sThe Cheviot, the Stag, and the Black, Black(T8B1) was a play that brings up
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the historical events that contributed to the imse2of Scottish nationalism; starting from
the Highland Clearances to the arrival of immigsatat Scotland (Billington, 2006). Yet,
these new changes occurring at the level of thea&ne not well perceived in Britain.
Consequently, artists belonging to these groupe wéen obliged to perform their works
abroad, since the sensitive subjects they broughh uheir works were usually faced by

rejection.

2.3.Caryl Churchill: A Biography

Caryl Lesley Churchill was born in London oaepSember '3, 1938 to a middle-class
family. Her parents moved to Montreal, Canada id5l9%here she attended Trafalgar
School. During her childhood, Churchill had the ihabattending plays, and this generated
her love of creating characters, as well as toewshort stories and poems. Both Caryl’s
parents raised their daughter to lead a life webkeecould balance between motherhood and
career. In some of her interviews, Churchill memsidlow her parents had a great influence
on her works. Her father, Robert Churchill, was kirog as a political caricaturist. Jan
Churchill, Caryl’s mother, worked in secretary, rathithg and acting after quitting school at

14 (Tycer, 2008).

In 1956, she returned to her home countryawycher studies on English at Lady
Margaret Hall, Oxford and received a BA degree mglish Language and Literature in
1960. Her first one-act worloownstairs (1958), which was published as a student
production, received the National Student Dramati¥s During that time, Churchill
started to explore innovative techniques to taekld satirize social issues and injustices.
Churchill also tended to mediate her plays throwedgvision channels or radio stations. Her

two plays Having a Wonderful Time(1960) Easy Deathand You've No Need to Be
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Frightened(1961) were staged as student productions. In éimeesyear, Churchill got
married to David Hunter, a barrister with whom bloee three boys. Establishing a balance
between carrying her playwriting job and takingecaf her children was not easy. However,
she saw it necessary to give priority to her cleidwhile giving some effort to writing in
her free time. Churchill saw the 1960s as a ‘fatstl’ period, during which she suffered
because of various abortions. Churchill also fieét §he was her role as housewife was “quite
conventional and middle class and boring” (qtd,Tiycer 2008). This uncomfortable
situation was another reason that led her to hateedst tackling the struggles of women in
the domestic sphere. This frustration, howeverndidprevent her from carrying her writing.
Therefore, she produced three one-act plays tha¢ Wweadcasted on the BBC Third

ProgrammeThe Antg1962),Lovesick(1967) anddentical Twing1968).

In the 1970s, Churchill got the chance to wwith a number theatre groups who shared
her innovative vision in theatre. Most of theseup® were influenced by the Alternative
Theatre movement that was taking place at that im@ritain. This was a valuable
opportunity for Churchill that allowed her demoas#r her interest in political and gender
issues through her theatrical works. In 1976, Chillravas introduced to the Monstrous
Regiment, a group of feminist playwrights who demmed oppressions against these
‘unorthodox’ women who refused to abide to convamdi images that society draw about
gender roles. With the collaboration of the groGpurchill wroteVinegar Tom(1976),
where a group of women were burnt after being aatas practicing witchcraft. The play
victimized these women, whose only guilt was that bpposed the Christian creed, which
dictates that women were inferior to men. (Snodgra®06). In the same year, Churchill
began her long-termed collaboration with the doedWlax Stafford-Clark. One of the
features of this collaboration was the way Chulchded actors to interpret multiple

characters; a notable example of this was Chutghilght Shining in Buckinghamshire
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(1976). Yet, it wa<loud Nine(1979) that extended Churchill’s reputation to gydnd
Britain. The play tackles both sexual and raciglrepsion and how they affect gender and
sexuality. A year later, Churchill wrote her oné-play Three More Sleepless Nightsor
the first time, the notion of overlapping dialogweas used. Another application technique
can be touched in following plays by Churchill, esjally inTop Girls(1982). InTop Girls
Churchill both criticizes Thatcherism and tacklesvhsociety perceives the success of

female individuals.

Caryl Churchill was a playwright who succeedednarking her name among those
dramatists of her time; an achievement that notyni@male playwrights could accomplish.
In addition, Churchill’'s fame also extended dubdéoway of connecting between traditional
theatre forms, and therefore succeeding in bridthegap between the previous and future
generations of playwrights. Not to mention her watove style that she developed after
working with various theatrical groups like socstlifeminist and experimental theatres,
which showed to which extent her plays were enehglith the issues the British society
were having at that time. Churchill was also abl@rove ability of canonizing her works
by depicting female protagonists instead of mafes, Churchill’s theatrical mastery resits

in how her works allow the audience to make mudtigadings and thoughts.

2.4Cloud Nine (1979)

2.4.1. Overview

Cloud Ninewas a play written in 1979, and was the first playcarry Churchill’s
reputation to a transcontinental stage. The playaieeflection on how sexual and racial

identities in Britain were oppressed by the socikiging the 1970s, and how this oppression

L1t is when many actors talk at the same time. Téd&nique is applied in both theatre and cinema.
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came to face an end, which was marked by the fise@al movements calling for social
equality and justice such as the second wave oinfem. Churchill also abided by some
characteristics of the experimental theatre that spmeading at that time. Before writing the
play, Churchill also made sure to choose actors eamee from different backgrounds: men
and women, homosexuals and heterosexuals, adolesmed adults. Etc. Churchill also
interviewed those who auditioned for the play, asidl them about their opinions towards
topics related to sexual politics. This was intehtle make each actor more attached and
integrated with his role. The play is also famoosthe application of the motif of cross-
dressing, through which Churchill aimed to challeagd expose the images that the British
patriarchal societies imposed on sexual and ragiabrities, leading these groups to struggle
with their identities. The wor@loud Nineis an expression that refers to ‘an emotionaéstat
of absolute happiness and contentment’. This stathe play, is the dream that most of the

characters desire to achieve (Course Hero 01).

2.4.2. Themes

« Domestic Colonialism

According to Godiwala (2003 loud Ninetackles the issue of domestic colonialism,
which Churchill had already expressed in her playners(1972). The term ‘domestic
colonialism’ was used to reveal that the sexual @uihl oppression exposed in the play
were taking place within the domestic sphere ootiner words, the ‘nuclear family’ (p. 40).
In Act 1, Churchill mocks Britain’s conservatismhieh is interpreted in the play by Clive,
the colonial administrator who incarnates all typéoppression: patriarchal, sexual and
racial, and this what Clive feels proud of wherréierred to himself as “[the] father to the

natives here,/ And father to [his] family [...]".{114-15). The patriarchal oppression targets
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Clive’'s son Edward, who is assaulted by his fathileenever he gets spotted playing with
his sister’s doll. For the sexual abuse, Clive end@gainst his wife Betty by seeing her as
someone from the ‘weaker’ sex, and he also daagaiinst Mrs. Saunders as he uses her to
satisfy his sexual hunger. Clive’s racial stratifion targets Joshua, whom Clive keeps
scolding. Churchill's sympathy toward Betty is otws. Among all characters, Betty
receives most of the harm from Clive’s patriarchafsonality. He demeaned her feelings
for Harry, despite that he is also unfaithful, ldesreferring to her and women as ‘weaker
sex’. Yet, Churchill also criticizes Betty for tweasons. First, Betty states that she wants to
be what ‘men want’, which makes her someone whepscan archetypical image that the
British male society impose on women to keep therferior. Second, Churchill
demonstrates how Betty resembles Clive in his wlamistreating their son, Edward. In
Scene 3, Betty warns Edward about playing withsister’'s doll and tells him to be like his
father. Here, Betty is supporting an idea thattagrahal institution; who is Clive, wants to
impose on someone who does not belong to the meamstwho in this case is their

homosexual son Edward.

« Women's Status

During the Victorian period, women were supmabso abide by what was called the
Victorian Values. Then, women were considered ageés of the house’, entailing that their
role was to serve their husbands and take carénesf thildren. Therefore, the play
demonstrates an attack on patriarchy and callgreorting women the same status that men
have. In the play, Clive is the incarnation of fheriarchy and the one in control of the
family. Through Act 1, Maud was always in agreemwith Clive’s mistreatment to his

family. Here, Maud’s position is to substitute @i his patriarchal role. For instance,
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Maud keeps reprimanding her grandson Edward fgfiqdawith his sister’s doll, makes her
exercise the same patriarchal authority that Gl on Edward. She also keeps instructing
her daughter to be obedient to her husband. Wher2 Azomes however, Both Clive and
Maud are absent. This absence signifies that Bettyis no more chained by the norms and
conventions of the Victorian period. Betty stantadyally to free herself from these ties in
the second act when she separates from Clive. Blstystarts to acclimate with the fact that
her son is homosexual. Another female charactbetefit from this relief is Victoria, who
proved that she could achieve her independenceisying her professional life despite her
husband’s underestimation and disapproval. Acth2refore, marks the beginning of
women'’s independence from the traditional normsuailgender roles. This took place in
1979, which coincides with the rise of both gay ammen liberation movements. Mrs
Saunders, however, is the only female charactaciri who does not go by the norms. She
has no problem with being frank about her sexusirdg, beside discussing matters related
to politics, and not to forget her holding of a gonprotect herself, which a conventional
Victorian woman is not supposed to. Mrs. Saundedgpendence is also apparent in her
rejection to Clive’s sexual proposals to her. Bettwies Mrs. Saunders for her status of
independence, whereas Maud considers her as atihtba patriarchal system. Churchill’'s
thoughts of sexuality do not involve women onlyt blso people who were marginalized
because of their sexual orientation, i.e., homoaksx#\n example for this in the play would
be of Edward, who became freer to show his homadiyun ways that he was not able to

in the first act.
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e Power

The play also dives into the power relatiopshamong races and genders. Both acts
signify the rise and the fall of this power. In Agtthe authority is at the hands of the white
males. Clive, the colonial administrator, is a sphdf both white supremacy and patriarchy.
He assigns himself and Harry to make decisionkernveranda, excluding the females from
participating in the process of decision-makingv€hlso excludes his son Edward since he
considered him as someone who is not manly endCigre also exercises his authority on
the native, and particularly Joshua, his black amtrvAt the final scene, the moment when
this power began to decline is when Joshua poimedun at Clive, and this is an image of
rebelling against the power. In Act 2, oppressiegan to demolish gradually and power
scale was in favour of women instead of men. Viatdior instance, decides to look for a
career to support herself ignoring what her hushiaimis about her inability of leading her
own life. After she moves to live with Lin and Edwaher husband is obliged to coordinate
with her when taking care of their children. Betiy, the other hand, started to establish her
control over her life, and leaving her husband €lnas the first step to do so. Despite that
Betty could not get used to her new freedom, slkep&going forward to retrieve her liberty.
At the end of the act, Betty starts walking throumstering images of Clive and Maud to
kiss her young self, a scene which symbolizes Beitylependence from the chains of the

past and of course, freedom from her husband.

« Gender Roles

The Victorian society showed a strong attachmergetioder roles, and women were
forbidden from involving themselves in fields andtters governed by males. In Act 1,

Clive discusses the feud with the native tribediwarry only, without consulting his wife
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Betty. When Clive reconciles Harry after confrogtimm Betty’s affair with him, he refers

to women as a ‘weaker sex’, representing womentgmalization by the chauvinist spirit

of the Victorian society. Besides, Clive also gsahimself the right to have an adulterous
relationship with Mrs. Saunders, while telling hige to stay faithful to him. In Act 2, these
gender roles and constraints start to loosen ambstl fade. Unlike in Act 1, Edward
becomes free to show his feminine side in hisimatith Gerry and while taking care of
the kids with Lin and Victoria. Victoria goes ors@arch for a career, a thing that men used
to be the only people who do it. Lin takes the sa@&a mother and a father. She also makes
sure that the gender roles do not put too muchiweig her daughter Cathy, especially when
she tells her to play with toy guns with the boyent the neighbourhood. Churchill is not
calling for the omission of gender roles, but siyginphasises on the fact that gender roles
do not harm as long as they do not impose thingisdb not fit some people’s personalities

or orientations.

* The Fragmentation of Identity

The play also discusses the struggle of chermawith their identity. One example, Harry
cannot show his homosexuality in public, and henetrenks of his natural feelings as
"disease more dangerous than diphtheria”. Harxy @t®empts to kiss Clive, who represses
him and tells him to get married, and Harry therefimarries a lesbian woman to hide his
sexual identity. Edward, on the other hand, carprevent himself from showing his
feminine nature. Yet, his feelings get into questiy his lover Gerry, who reveals his
annoyance with Edward being the ‘wife’ in theiratgbnship. This, however, does not stop
Edward from accepting his nature. Another charatteggling with his identity is Joshua.

In Act 1, Joshua’s self-esteem seems to be nurtfietextent that he felt nothing when his
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black co-workers were flogged or when his parerewilled by the British troops. Because
of Clive’s oppression, Joshua no longer has redpedttimself as ‘human being’, since he
accepted the position that these so-called magd®esto him. That is why he keeps referring
to his own people as ‘bad people’, and this wagakd when he said that "[his] skin is
black” while “[his] soul is white [...]" (1.1.24-25Joshua, therefore, was deprived from his
humanity and his identity. Joshua’s self-esteermsea the play to be numb to the extent
that he felt no sorrow when his kins were floggedvben his parents were killed by the

British troops. (Rebellato, p. 157)

e Self-acceptance

The plays describes how three charactersyB¥ittoria and Edward had to put the
society’s norms about sexuality aside to reaclsthie of self-acceptance. In Act 1, Victoria
was played by a dummy, which symbolizes her lacuddnomy. In Act 2, Victoria becomes
a mature woman who knows how to balance betweeprb&ssional and private life. Most
of times, women are obliged to take care of thieildcen and leave their jobs, but Victoria
made a choice of her own. This choice wan not neatie because Victoria wanted to have
a job of her own, but also because she wanted ttidb@nt from a husband who does not
support her choices at all. Victoria, eventuallgddetermined what she thought it would
bring her happiness, and she was going after ioAgrall characters, Betty was the one who
underwent a major change in the entire play. In Acthe is an archetypical wife who is
unsatisfied with her life. Betty envies Mrs. Saursd@nd always fantasizes about having an
adventurous live with Harry. In Act 2, Betty’s seaiéng from Clive is nothing but a first
step toward her freedom, as she is still not rgedyto embrace her freedom. At the end of

the act, Betty get reprimanded by Clive for help@®grry to get up, but she ignores him and
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embraces the actor who played her role in Act lis,Teymbolically, signifies Betty’s

acceptance of herself. Edward, unlike other charactioes not seem to be struggling when
he conducts his feminine behaviour in front of dikers. In Act 2, Edward comes to a
moment when he starts questioning his identityeAtberry expresses his dissatisfaction
with Edward being the homemaker, Edward starte#dize that he is attracted to women

and that he is a lesbian, after having an intimatenent with Victoria.

2.5Top Girls (1982)

2.5.1. Overview

Top Girls(1982) is listed among Churchill’'s successful weolesideCloud Nineand
Fen Like Cloud Ning Top Girls got Churchill the Obie Award. In thigp, Churchill insists
how women despite their social and historical baokgds are united by one fight against
the oppression of Men. Second, Churchill exposestchierian policy, which was seen by
many women as an achievement for them. Churclslb &xplores how motherhood is
viewed within society in general, and by women antigular. The play reflects Churchill’'s
feminist views on the relationship between mothechand work. (Tycer, p. 13). The title,
Top Girls is the name of the agency where Marlene works.fifle is also an allusion to
every woman who managed to establish a successtgicfor herself in a world controlled

by men.

2.5.2. Themes

* The Stories of Women

The play grants a description about how women figlachieve a recognizable status in

a male chauvinist society. In Act 1, the femaleifeg’ stories reveal that submissiveness is

35



deeply injected in their minds that they cannatklof having a life outside their chains. The
diner gathers Marlene with four female figures frbmtory, and she displays a specific
reaction to each one of them. The dinner that Marlead with the historical female figures
symbolizes the common cause that women from vataakgrounds were supporting. The
diner in the act was also a satirical imitationPddito’s Symposiunfc. 850 BC), where he
described a contest where four various Greek hisidigures debate each other: the general

Alcibiades, the playwright Aristophanes, and Sasa{Snodgrass, 110)

The first of the figures to appear was the famousidB traveller Isabella Bird.
Isabella tells how she had to travel to cure h@resjumour when she was young. Isabella
also saw the travel as good opportunity to stayafeay from her home, where she was
obliged to please her clergyman father. The fergakst to come after is Pope Joan, the
figure who dressed up as a man to be able to shehjogy, before being elected as pope,
without letting other know that she is a woman. &dpan got pregnant after an affair with
her chamberlain, and her pregnancy was revealedgloer papacy procession. This led to
her stoning for heresy. The third figure is LadyoNthe concubine of the Japanese emperor
Go-Fukakusa. When she was fourteen, her fatherateti her to the emperor to become his
concubine. Living in the court, Nijo’s life was fuaf unfortunate encounters: she was victim
to physical abuse and she got banished from theralpCourt and had nowhere to go.
Eventually, Lady Nijo becomes a Buddhist nun. Ladijo also reveals how her life’s
circumstances deprived her from her will to questilee injustice she was encountering.
Another character from the Medieval age was PaGgistelda, a character from The Clerk’s
Tale In Chaucer'3he Canterbury Tale§l387). The tale narrates the story of Griselda, a
peasant girl who get marries to a Marquis. Her hodltests her obedience, by taking her
children away from her and throwing her out aftarming another woman. At the end, her

husband comes back and informs her that she sumtdasl test of obedience. The other
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figures were shocked from Griselda’s tale, and-tsteock grew bigger after hearing Griselda
justifying the oppressive acts of her husband. fiittefemale guest was Dull Gret, the main
figure around which Pieter Bruegel the Elder drasvrhasterpiec®ulle Griet (c. 1563).
Dull Gret’s interference in the guests’ discussgalmost absent, as she was busy devouring
the food when the others were not seeing. Dull Gtatts telling her story like it was
described in Bruegel’s painting: Dull Gret was wegran apron and an armour, and led the

women of her village to fight the demons in hell.

* The Oppression of Women

In Act 2, Marlene receives Mrs. Kidd, who is theemdf a male employee that Marlene
passed over by having her promotion. Mrs. Kiddmagtes to convince Marlene to forfeit her
promotion for Howard Kidd. Mrs. Kidd also adds tlhatHoward’s wife she is supposed to
make him her priority. After Marlene rejects hequest, Mrs. Kidd argues that Marlene
cannot hold such position since this would be aersid by the society as “not natural”
(p.60; act 2). Mrs. Kidd, therefore, is an exangfla ‘brainwashed’ woman who mentality
has been structured to entail a position on hdrithaferior to that of men. Churchill,
therefore, reveals how women’s life under patrigrcn be ‘mind-numbing’. Marlene
seems to show resistance to this issue, but sheegkater that having a job in a patriarchal
society does not necessary mean freedom from diety’'s boundaries (Tanner 2008).
Marlene also figures out that she is no differenotf the women that attended her diner
party. Despite that the circumstances in which Islesl were different from those of the
women, she somehow is vulnerable to the patriarchalof her period. Act 3 reveals some
shreds from Joyce and Marlene’s history, as sheJagde recall how they used to suffer

because of their father’'s mistreatment of theirhmat
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* The ‘Thatcherian Individual’

In Act 1, Marlene is manifested as a character ddes not seem to sympathise with the
other women'’s suffering, and who is interestedévating her own professional status. Her
ruthlessness is already showed in her abandoningp&lgy and moving to work until
becoming a managing director at the Top Girls agehiere, Marlene is an allegory to
Thatcherism, a spirit which favours the individoakr the collective, and where Margaret
Thatcher, a woman, tended to abide by the ruléiseopatriarchy rather than shedding light
on the issues of her fellow women. Marlene’s joyrteesuccess is the centre of the play’s
events. She had to sacrifice empathy, softnesamndther ‘feminine’ features that present
an obstacle between her and her financial suctessmade her lose everything that makes
her a woman or more specifically, a human. Marleth&tk of emotion is also seen in her
cold way of receiving Angie at office. In the thiadt, Marlene visits her sister Joyce. The
two sisters get involved in an intense argumerd, Marlene tries to justify her abandon of
her baby, who is in fact Angie. Marlene adds tleatdecision was satisfactory to both parts:
she leaves all of her feminine feelings behindtbgoin the business world, and her sister
Joyce could raise the baby and forget about thetiahe she suffered from. Joyce
completely disagrees with Marlene’s view about sss¢carguing that Marlene rejecting the
same people who helped her succeed does not mdiez afsuccessful woman. Churchill,
here, is launching an attack on Thatcherism, wiigiresented in the play by the character
of Marlene. Churchill believes that the Thatchepaficy of encouraging individualism has
brought nothing good for Britain. This policy, irh@chill's view, made people seek their
own success even if it was at the expense of qtkeple’s benefit. Therefore, what

individuals believed to be success was nothingabugpic failure.
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+ Motherhood

The play also explores how women view motherhoodrl®éhe, for instance, sees
motherhood as an obstacle that is not favoured dimem who seek success controlled by
men, and this justifies Marlene’s act of leaving baby to be raised Joyce. In Act 2, Angie,
who is raised by Joyce, tells Kit that she belieteg her aunt Marlene is her mother, and
says that she wants to “kill [her] mother”, Joype 1 ; act 2, scene 2). Joyce goes to see
Marlene in London, and when she arrives at the agdviarlene receives her with a cold
welcome. In this scene, Angie is led by her daugittuition’ to meet her real mother, but
the latter does not seem to appreciate the actime she believes that having motherly
feelings is a burden on women who seek succesdeiaremembers that she left her baby
to be raised by Joyce, but she somehow blames Joyamprisoning herself at home to
serve her husband. In Act 3, both Marlene and Jsyae to fight over Angie. Marlene
believes that motherhood would make her dreamlugaing success impossible and make
her have the same miserable life her mother hagtelJspeaks about how raising Angie
helped her forget the pain of having an abortia Nvarlene considers the pain and abortion
to be unnecessary, and brags about having twoiah®rtloyce sees her sister’'s lust for
success as disgusting. Obviously, Churchill congpyetbjects with some women who view
motherhood as an obstacle between them and suaedshow motherhood became
mistreated by society. In fact, Churchill refleatpart of her own life on this especially that
she succeeded at managing to make a balance beftwedomestic and professional life.
Besides, Churchill puts the blame on Thatcherismhdr belief, Thatcherism spreads the
idea of the individual, and women who believedhis tpolicy became more interested in

elevating their own status at the expanse of fhasition as mothers.
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Conclusion:

The era of the 1970s was an unbalanced era thaly rBatish people consider
controversial. During this era, the kingdom hacethseveral social encounters such as the
economical crisis, the LGBT and the feminist moveteeand the tense racial relation
between the Britons and the immigrants. These syantthe world of literature, were
perceived as a material that British artists amyywtights could write about. Among these
artists, Caryl Churchill was a female playwrighthovsucceeded in making a place for
herself among the playwrights of her era, and vide as well to be among the minority of
female playwrights who could establish their narassprominent figures in the British
theatre. In most of her plays, Churchill shedstligih the sexual, racial and political issues
and tends to satirize the injustice enacted inaBritin Cloud Nine her first famous play,
Churchill exposes how the British society had beppressing some marginalized groups
such as women, homosexual and black people, as tlweswere categorized as inferior to
the male British patriarchlTop Girls another successful work by Churchill, reveals the
playwright's disdain with Thatcherism. Churchilh this play, shows how modern British
women thought that they had it all, but realizedhat end that their success was empty or

rather, was nothing but an epic failure.
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Chapter Three:

Cross-dressing in Caryl Churchilloud Nine (1979)
andTop Girls (1982)



Introduction

Cloud Nine andTop Girlswere two masterpieces that made Churchill’s re¢mrtaxceed
Britain to reach the United States, and were the werks that made her win the Obie
Award!. Despite that, each of the plays’ time coincidéithwifferent series of social events,
but both of them carried Churchill’s disdain withetpatriarchal mentality that was still
existing in Britain and because of which women #madly were still being marginalized.
Cloud Nine was written in 1979, during a period that witneistee rise of two movements:
the Women Liberation Front and the Gay Liberatioovi@ment. The period also lived a
spirit of racism that targeted the incoming wavesmmmigrants.Top Girls, written in 1982,
was considered as a farce in which Churchill agaGkatcherism and describes the
difficulties and sacrifices that women had madeniake a recognisable social status for
themselves. Both plays are classified as farcesesthurchill employed satirical images to

denounce some social institutions and conducttectta patriarchy.

3.1. Cross-Dressing: An Overview

A general definition of cross-dressing is #loce of wearing clothes or accessories that are
associated with the opposite gender. Sears (20¢6¢a that cross-dressing is practiced due
to various reasons, and that these reasons aredddy the contexts and periods in which
they occurred (p. 21). For some men, cross-dresgasga psychologicaondition, but for
others was an entertaining job. In the case of wpmevas due their need to improve their
situation, whereas other women grew up dressirgrikales in order not to avoid sexual

harassment or to protect their families’ fortuneees there were no men in these families.

L Also called the Off-Broadway Award, is an awardmed to playwrights and theatre groups in New York
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However, this chapter is supposed to narrawibw of cross-dressing and to explain
how Churchill it in her two plays differently. Trefore, my work is premised on the
assumption that Churchill used cross-dressing mst# in Cloud Nine (which makes it a
travesty technique in this case), and as a subdharop Girls. In both of her works,

Churchill’s use of cross-dressing

3.2. Cross-dressing as a Motif it€loud Nine

During the 1950s, the experimental theatre begaenter the United Kingdom. Also
called the avant-garde theatre, the experimergaktl gathers all works in which innovative
and experimental ideas and techniques are apphifdenced by Bertolt Brecht’s theatre,
the experimental theatre is called as such bedhesglays are often based on experiments
rather than on texts. Starting from the 1970s,déeelopment of experimental theatre in
Britain coincided with the rise of political andhénist theatrical groups whose works were
influenced by the societal upheaval that Britairs\Weing at that time (London, 263). In
1976, Churchill began to meet with playwrights wdedonged to the experimental theatre,
and this had a considerable influence on her feshamd political works, including her first

successful worlCloud Nine (1979).

Before proceeding to sta@éoud Nine, Churchill interviewed those who auditioned and
asked them about some topics related to sexualdygeander. Churchill required that the
actors had to be homosexual, heterosexual, simglevarried individuals. Therefore, the
choice of actors had to be based not on theirdgne the roles assigned to them, but was
rather based on the set of interviews in which éhastors expressed their ideas during the
interviews. The actors also had to play a game. Jdme consisted of cards; each card

represents a degree of power according to the nuinbarries, and cards with red colour
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represented the males, whereas the black coloareld cepresented the females. The cards
were randomly distributed on players, and eachgulagpd to improvise a scene according
to the gender and the power degree assigned toitneiThis game, in fact, was used as an
experience how individuals would act in relatiomdtes that are imposed by exterior factors
like society, and how could these roles grant event these individuals from their ability
to exercise power. In addition, the other aim ef game was to distort the gender roles and

definitions that society imposes on people. (Key88a94)

3.2.1. Discussion

This tendency to distort gender roles wasgrem the assignment of the character roles
to the actors. This was applied by the use of thgesdevice of ‘cross-dressing’. The aim of
using ‘cross-dressing’ as a theatrical motif in pteey was to shake gender roles and violate
them. Under patriarchy, the British society belgvie binary categorization, i.e., the
division of people into men and women. This systeas backed up by the Church, which
emphasized that God created men and women to ctempbech other, and that any
relationship that does not abide by this princiwkse forbidden. This put the pressure on
people who belonged to different sexual orientatiltke gay, lesbian and bisexual people.
These people had to keep their sexual identitdddm due to the harsh judgement the British

patriarchy would have.

The first character to be played by an actumfthe opposite sex is Betty. In Act 1, Betty
is played by a male actor. It is possible to foengwo probabilities due to which Churchill
opted for this action. Angel-Perez (2013) arguas Betty’s portrayal by a male is because
she ‘want[s] to be what men want [her] to be’ (AcScene 1). Representing the persona of

Betty by a man is to reflect Betty’'s satisfactionthaspossessing all the features that men
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attributed to women during the Victorian periodeThale represents the archetypical image
in power, and a man playing Betty was to show Betty was an archetypical Victorian
spouse. The second probability could be that Chilinganted the males from the play’s
audience to put themselves in the position of Battyn other words, to empathize with her.
Apparently, Churchill may also want to imply thabmen’s issues are supposed to be
discussed with men, who can provide comprehensidrsapport to women against gender
injustice. In the second act, a woman plays Battys was meant to mark the moment when
Betty's freedom from the constraints of traditioaghn and of course, when she finally

started to restore her worth as a woman.

Edward is played by a woman in Act 1 and Imyam in Act 2, and this choice was done
to fit the role. Edward was the only characterha play who, despite the reprimands, kept
his ‘feminine’ self. Whereas characters like Betty Harry were hiding their feelings,
Edward was not ready to reject his nature; he eagng with his sister’s doll every time,
and he was overtly expressing his feelings to Haflgving a woman playing the role of a
homosexual person could also illustrate the comilitgrizetween feminism and the LGBT
movement. Feminists, in Churchill’s view, had natight for women only, but had also to
involve themselves in the struggles that differeategories of their society were engaged

in, including gay people.

Representing the four-year- old Cathy by a mahe play could symbolize the rebellion
of gender images and roles that the British sociség to adhere to. In Act 2, Lin encourages
her daughter Cathy to play with toy guns in theghbourhood, as she says to her, "Don't hit
him, Cathy, kill him. Point the gun,[...]That's they (Act 2, Scene 1). Lin justifies this
act by saying that she used not to have this pgellwhen she was young. Lin, in other
words, does not want her daughter to be stuckeaaémder roles that her elder generation

used to believe in.
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In the first act, Victoria is played by a dadh the act, Edward is often seen playing with
the doll, which is also his sister. This attractwaiti develop in the second act, when Edward
has an intimate moment with his sister and idezgifiimself as lesbian. Unlike Edward, it
is obvious that Victoria is not interested in ptaywith the doll, and this is a connotation of
Victoria’s rejection of gender images, i.e., asabog dolls with girls. This image gets
clearer in Act 2; as Victoria seeks to build hemovareer and life rather than being stuck in

the housewife’s typical life.

The cross-dressing device was not used onbtteek gender stereotypes, but also to
eliminate racial stratifying images as well. In fhlay, Clive’s servant Joshua is played by
white man. Since the play held a criticism to Bnt& colonial policy as well, Churchill
assigned a white man to play the roles of a blackast to call the audience to empathise
with Joshua. Joshua’s respect for himself was eteatt and his feelings of worth were
suppressed or even dead. Because of Clive’'s patyiadoshua was neither able to pursue
his love relationship with Harry, nor object aletimjustice that he was receiving from his
superiors. At the beginning of Act 1, Clive startsoducing the other characters and when
coming to Joshua’s turn he says: ‘my boy’s a jeweéally has the knack. / You’d hardly
notice that the fellow’s black.” (Churchill, 04;tat), and Joshua says, ‘my skin is black but
oh my soul is white. / | hate my tribe. My mastemy light. / | only live for him. As you

can see, / what white men want is what | want tq®®.

The use of this motif was to fit Churchill'djective, which was to expose the way
patriarchy in Britain attempted to impose gendées®n individuals, and to persecute all
those who do not abide by this classification. Chilir did not oppose gender roles, but
rather wanted to show that some people are suifmchecause their society puts them in a

category that does not fit them.
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3.3. Cross-dressing as a Minor Theme ifop Girls

In theatre, the cross-dressing device funstiby ‘invit[ing] men to play the role of
women and women to play the role of the opposixeis@rder to dismantle the notions of
gender’ (Ravari and Naidu 159 2011). In other wpuding cross-dressed actors in a play is
to reveal how gender roles can be manipulated sioded. Frequently, theatrical cross-

dressing can also be referred to as ‘drag’ or &say .

Unlike the case ofloud Nine, cross-dressing appeared as a theme in Top Sinslar
to Cloud Nine, Top Girls also recalls the oppressive attitudes that th&sBripatriarchy
committed against women. In previous periods dbinys women were not supposed to work
and were even not allowed to vote. This did nov@né some of them from attempting to
break these stereotypes, but they were instangjudged by their society. Some of these
women, however, were able to integrate in someheffields ruled by males by cross-

dressing.

3.3.1. Discussion

InTop Girls (1982), Churchill sets the first act of the playgtant the audience a glimpse
about the struggle that women used to have attinggrunder the patriarchal system. In the
dinner's scene, Marlene wants to celebrate her ptiom and invites some female figures
that marked their names in history. One of thesen&mowas Pope Joan, the woman who

passed for a man, became pope, and got stonedtto aféer her cover was exposed.
From this basis, Badreddine (2016) comments on @lillis use of cross-dressing:

As far as Churchill is concerned, the playwrighpéogs cross-dressing as a ‘gestic’
reference to the illogic state of social divisidmetween men and women. She seeks

to challenge and subvert these unsound differetieeBop Girls, the act of cross-
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dressing is put into relief through the characfefaan who lives a ‘manly’ life. (p.

7)

Like the other guests, Pope Joan starts getier story about how she was able to become
pope. When she was twelve, Joan started to dreldseugboy so that she could study at the
library of Athens since women at her time wereallmtwed. When she became a grown-up
‘man’, she travelled to Rome. After spending sommetthere teaching Greek, Joan marked
her presence thanks to her brilliance and was presnzardinal. After the death of Pope Leo
VIII 2, Joan succeeded him to become pope. During thne sdean details how she fell in
love with her chamberlain and had an affair witmhwhile still pretending to be a ‘male’.
Eventually, Joan got pregnant but she thought & uat a case of obesity. On Rogation
days, Joan was riding a horse and accompaniedrtynabs to have a procession ceremony
before she starts to feel pain in her body. Shefjdter horse and ran to a place between St
Clement’s and the Colosseum, and a huge wave cfesagere running after her. When she
reached the spot, Joan’s baby fell down from hentxolhe scene left cardinals and masses

in a state of shock. Joan was dragged by her teaifahe town and stoned her to death.

Unlike inCloud Nine, cross-dressing only appears as a minor themeeiplay, but its
use does not deviate from Churchill’'s discussionmwomen’s struggle against patriarchy.
Along the act, Joan sounds to be mastering theddpat she discussed at the dinner table.
Unlike the women at her time, Joan manifests a kimbwledge about theories of famous
male philosophers and theologists like Saint Augaesbr John the Scot. Since she was
dressing like a man, Joan sounded like a man whemwss talking, and this shows how
cross-dressing for many years made her forget &errér Pope Joan’s cross-dressing was

an inevitable option for her, since women like tvere deprived of the rights of studying.

2 Was the pope of the Roman Catholic Church fromt84855 A.D.
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This, therefore, shows how patriarchy oppressedevotm an extent that women had to hide

their gender so that they can make a living fontbelves.

For the majority of the audience, Joan’s paegy was seen as a disappointment in that
Joan was not supposed to be pope because sheomanwvho was easily seduced by her
chamberlain. Yet, this twist of events can reveahsthing about how churchmen are in fact
‘unholy’ men. As a pope, Joan got involved in aaiafvith a chamberlain, who fell in love
with the male ‘Joan’. If someone can refer backh®history of papacy, he will definitely
retrieve some stories about how many popes -whe wetles-, were involved in series of
shameful deeds: corruption, adultery, assassinamoneven sodomy (Lewis 09). Churchill
here is trying to imply that Joan’s pregnancy anetlaffairs were not because of her gender,
but simply because the position she occupied vga#f itorrupt. For Churchill, If Joan as a
pope got stoned because she got pregnant, peopld w30 have to consider criticizing
those popes who dress in clothes of saints buinaf&ct sinners and debauchees. Joan’s
position as pope makes think that she “would kneerghing”, and that this post would
allow her even to impose her own truth because texea the Pope says, that's true.” (p.
11-12; act 1). Her knowledge also makes her redhat the pope was nothing but an
ordinary man and not someone chosen by God, edlgabiat he never spoke to her when
she was a pope. Yet, Joan believes God’s displeasitin her is because she tricked the
authority of the church by dressing as a man arsdmgng a position that men only are fit
to have. Joan proceeds by saying that God wasrggsdme signs of his wrath like the
earthquakes, blood rains and the herds of grasshepipat attacked France (p.13; act 1).
This perception that Joan makes shows how hertyasii@ped her mentality and made her
believe that her being a part of the religiousiing8on is something irrelevant, and that

institutions like the Church are supposed to belryimen only. Joan, in other words, has
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absorbed the ideology of her time, which made belithat they were inferior to men.

(Djundjung and Yong, 166-167, 2002)

3.4. Cross-dressing irCloud Nine and Top Girls: A Contrast

InCloud Nine, cross-dressing is used as a theatrical motthdmlay, cross-dressing can
also be referred to as a ‘travesty’. Churchill'teimtion behind using this motif is to show
that gender roles can be flexible and even violdteAct 1, most of the main characters are
interpreted by people who belong to the opposed aax this is to show how fragmented
these characters were because of their inabilitgxoress their sexual orientations and
desires freely under the patriarchy, which is peifged by Clive. A male actor plays Betty,
Edward is played by a woman, Victoria is a dolthe first act and Joshua is played by a
white man. In Act 2, each character is played bwaeness or actor from the same gender.
The second act, in other words, represents the miowteen characters started to reconnect
with their selves. The patriarchal oppression thas present in the previous act has less
effect in the second act. At first, each of Bettigtoria and Edward still had not arranged

to gather their fragmented identities, but theycseded at doing it at last.

In Top Girls, cross-dressing is displayed as a sub-theme. trilAPope Joan narrates
how she had to dress as a boy so that she canepesuwream of joining the library of
Athens to study. Thanks to her intelligence, Joas pontificated as Pope. She gets involved
in several affairs with her chamberlain, and hexgpancy was the reason why she got
stoned. Pope Joan’s action showed how women dirhemvere forced to absorb what the
males told them to follow so that they could suevity a society that men kept for themselves.
At her time, women were considered “second-claszgecis”, so Joan thought that putting

on male clothes will grant her access to that pdivatrwomen like her could not attain. As
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she succeeded at reaching higher positions likaga@doan reversed the roles and became
the controller of the same institution that diseénated her (Djundjung and Yong 165). Like
Pope Joan, the narrations of the other guests #havgociety classify people according to
their biological composure, and this what origisat®e cultural stereotypisation of women
as physically and intellectually inferior to menedtdes, gender roles also seem to be
imposed by culture (Badreddine 222). Pope Joantgisvoonfirm this point, as she says that
a woman can have the intellectual status of a nmiyibshe abide by the conventions set
by men. Joan does not behave like a woman atealivay of talking is masculine, and she
even did not know that she was pregnant, becalts®ls many years acting like a man

made her forget what she really is.

3.5. Caryl Churchill’'s Use of Cross-Dressing

Churchill’'s use of cross-dressing also appkaneanother successful play she wrote,
Vinegar Tom (1976). This play narrated how a group of womenenaarcused of witchcraft
and burnt because they did not want to affiliatéhabeliefs and norms of their society. Two
characterskramer and Springer, are male witch hunters wheevptayed by females. According
to Ravari and Naidu (160X hurchill did this to highlight two ideas. The fiis two show that
some characters are undergoing a state of idesrt#tis, and this case is similar to that of Edward
from Cloud Nine or Pope Joan froffiop Girls. For the second idea, Churchill wanted to reviea t
‘victimized women are condemned by those of thein @ax. A similar example would be Mrs.
Kidd from Top Girls, who blames Marlene for taking her husbbamubst and tells her that shérist
natural because she occupied a post that was meant foomhe(Churchill 54, act 2). Another scene
of cross-dressing iMinegar Tomappears in the Scene 20 where a group of crossett@&rformers

disgrace'misogyny in song and dance and tops and tailst¢A 08). The scene, therefore,
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depicts the victimized female characters as marbgsause their rejection of norms made

them victims to the persecution of the patriarchy.

3.6. Cross-dressing between the Past and the Presen

Cross-dressing is and was not a phenomenompipgared in the modern days. In fact,
this practise has existed since ancient timestamthbictors that circulated it varied from one
historical era to another. The reasons behind aosssing also differed between males and
females. When male-to-female cross-dressing wasythptom of a psychological condition
due to which men dressed like women to feed tleiual fetish, a woman’s cross-dressing
was meant to rebel against the unjust gender $yg@eD to which women were victims
(Altenburger 181-182). At that period, cross-dnegsivas still being perceived as a taboo
behaviour, and those who do it were criticized lisirt society. For those males who cross-
dressed, they were seen as pervert or emasculaedWwomen, on the other hand, had to
cross-dress in order to acquire some privilegesvieae limited to men only; like business,
travel or education. Despite that these women wegneg to have some rights that belonged
to them, their patriarchal societies kept oppresshrem on the basis that women were
supposed to serve at the domestic sphere only.h&naeason why cross-dressers were
rejected by their societies was because their hehawaused a kind of disequilibrium in the

way society categorizes gender réles

With the coming of the twentieth century, heee the perception of cross-dressing in
western societies began to change. After the LGBiirounity started to gain consideration,
many gay and lesbian people wanted to celebraterbes freedom by cross-dressing to

symbolize their freedom from the obligations ofithgender roles. Unlike before, cross-

3 for more information, see: https://allthatsintéiregs com/crossdressing-history
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dressing became a cultural aspect, and an examplesovould be that of drag queens.
Beside being an artistic form, some people congsltkedrag queen culture, for instance, as
a method of expressing their own sexuality andlraleng their liberation from the norms
that society has about gender. Hence, today, chessing is being less treated as a taboo
issue and its practice is being witnessed in mapgets of Western culture such as cinema,

fashion, theatre and even festivals.

Conclusion:

Both Cloud Nine andTop Girls are theatrical farces that reflect Churchill’satpt to
attack, satirize and expose patriarchal and sdo@btese of women. I€loud Nine, Clive is
an allusion to the sexual and racial abuse in titesB society and his oppression caused the
other characters to lose connection with their ticies. Churchill also expresses her
disappointment with Thatcherism in Top Girls, afiéatcher’s rise to power was proven to
be nothing but a rejection of collectivism for tfavour of individualism, and a loss for
women who gained nothing after Thatcher becamedPkimister. In both plays, Churchill
used cross-dressing to discuss sexuality and geotks. InCloud Nine, characters are
cross-dressed because they have not come yet to wiho they really were, and they
succeed to do so in Act 2, where patriarchy statdeldse its impact with the rise of the
second wave of feminism and the gay movemeritiopGirls, Pope Joan, the only character
who crossdresseglis a sampleof womenwho werevictims to thereligiousinstitutionthat
wascontrolledby the patriarchyandwhich marginalzed women By usingcrossdressing
Churchillprovedto heraudiencehatgenderolesareflexible andvulnerableio changeand

thatgendemrolescansometimeseatool of oppresion
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General Conclusion

To conclude, this thesis has explored how Giillis feminist views were reflected on
bothCloud Nine (1978) androp Girls (1982), which were two plays that shared one pggpo
that was to carry an attack on patriarchy and ergiow women were able to overcome this

hardship after the emergence of the second waterohism.

With the rise of second wave of feminism dgriine 1970s, and with the rise of Women'’s
Liberation movement, women’s social status begamgoove and the impact of patriarchy
began to fade gradually. The emergence of Gay atlmer Movement also coincided with
feminism at that time, and the two movements aljtgalared one common fight against the
British patriarchal mentality. After the rise of Kgret Thatcher as the first female Prime
Minister in 1984, British feminists thought thaistivas a remarkable achievement to women
in the country, yet the policies Thatcher introdiieesre in favour for the patriarchal system,

and women consequently lost their faith in her.

In both plays, Churchill expressed her positimward these social events, and how she
perceived them from a feminist perspective.dimud Nine, Churchill highlighted some
examples of oppression that Britain practised agauomen, homosexuals and even black
people. Because of this segregation, the membetisesk social categories had to start
searching for their fragmented identities and ukltieeir freedom from the chains of
stereotypes. Iffop Girls, Churchill explores how women paved their waysuocess and
how their male societies tried to supress them.id@es Churchill also denounced
Thatcherism, and how Thatcher’s rise to power didneet the expectations British women
set on her. As a socialist, Churchill also aligii@dtcherism with Capitalism, since Thatcher
was among those who called for individualism, aoldgy where individuals tend to elevate

at the expense of the collective.
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Moreover, another common point of the two plasas the use of cross-dressingCloud
Nine, Churchill applied what is called ‘travesty’, atiee characters’ cross-dressing was to
show that they were not yet aligned with their séxdentities, but they eventually came to
achieve their freedom. fop Girls, Pope Joan tells how she had to cross-dress ageng
a world where serving God was concerned only widheist Pope Joan’s cross-dressing also

reflects how she subconsciously absorbed a maleoiiynking and behaving.

In the English theatre, William Shakespearamous for using of cross-dressing in his
plays. Example of this would include Viola fromwelfth Night (1602), Portia fromrhe
Merchant of Venice (1605), and Rosalind froras You Like it (1623). In English literature,
the theme of cross-dressing appears frequentlgittoize gender inequity or to make a call
to recognize the importance of women’s positiosagiety. InThe Song of the Lioness!,
Alanna of Trebond, the protagonist, dressed likeyto replace her twin brother Thom and
train to become a knight. Even though Alanna fa@gelction because of her gender, she
eventually succeeded to become the King’s chamfiba.same case of a female character
passing as male is also present in Patricia DuiecBames Miranda Barry (1999), a novel
in which the protagonist after whom the play is ednstarted dressing as a boy when she
was ten years old to study medicine in Edinburgld, @@mained as such for fifty years. In
this case, however, the character’'s cross-dressa) imposed on her by her parents,
because they saw it as a way to teach their daugghtsnerism”. Yet, the character choses
to remain a ‘boy’ rather than spending the reshef life as a woman. This was done by

Duncker to refer to the 1990s, where cross-dressitgme no more a “taboo issde.”

! a series of novels published during the 1980$hby¥merican novelist Tamora Pierce.
2 For more information, please refer to https://wwiessays.com/essays/english-literature/cross-digasin
fiction-english-literature-essay.php.

54



Appendix



The Summary of Cloud Nine:

In Act 1 takes the audience to a British cglan Africa in 1879. Clive, who is a colonial
administrator, is supposed to handle the feuds dertvihe native tribes. Clive gets worried
because of the possible danger. He later receigesiénd Harry Bagley, who is attracted to
Clive’s wife Betty; and Mrs. Caroline Saunders, idaw neighbour who seeks shelter in the
family’s veranda. Clive attempts to use Mrs. Sausdexually, even though she does not feel
attracted to him. Betty envies Mrs. Saunders’ eghband feels attracted to Harry, and
constantly tells him that they should run away.ri&eeps telling her that he prefers that she
stay with her husband so that he can think abauivhen he is having an expedition. This was
just an excuse Harry has to carry his sexual inotenmas with the black servant Joshua and
Edward, Clive’s nine-year-old son. Betty has theaation of another person: Ellen, Clive’s
governess. The tension in the veranda gets wandes@does the issue with the natives. Joshua
informs his Master Clive about Betty's relation kviarry, about which Clive confronts Betty
and refuses to talk to her after that. Clive contfsdHarry but reassures him that what a ‘weaker
sex’ does will never ruin their friendship. Harrystakes Clive’s words for something else and
kisses him. Clive feels disgusted, and tells Haorget married to repent for his sin. At first,
Harry proposes to Mrs. Saunders, but she prefersnain single. He proposes then to Ellen
and she accepted, since she expected that she nautdmain much longer with the family.
Joshua tells Clive of Ellen’s attraction to Befiyris makes Clive disgusted and he tells Joshua
to ‘get out of his sight’. Mrs. Saunders tells epmydy that she is willing to sell her property to
go back to England. Clive compliments and kisseasimdront of Betty, who attacks Mrs.
Saunders out of jealousy. Both Clive and Harry btga fight, and Clive blames Mrs. Saunders
for not respecting his hospitality and tells helet@ave at once. Clive forgives his wife, proposes

a toast to Harry and Ellen, and assures the gtlestt$he problems are over. Joshua comes in
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holding a gun and aims it at Clive. Even he seeat\ghgoing on, Edward just covers his ears

and does nothing to warn the other. The stage blagk and Act 1 is finished.

The Act 2 make a shift to London in 1979, beéms like the characters became 25 years
older. Victoria is at the park studying and watchier children at the park with her friend Lin,
who was gathering her courage to ask Victoria fdate. Edward, who is working as gardener
in the park, walks with Betty, who says that shegparating from Clive. Lin asks Victoria to
pass the night with her, but Victoria says thatlhesband may not allow her to do so. The next
scene takes place at spring. Victoria feels uncaaiite since she does not know how to fill
her time. Martin, Betty’s husband, suggests thatels a job offer in Manchester she can take.
Lin learns from Victoria about that and tells hHeatther husband was supposed to go with her
and ‘be a good wife’. Edward and Gerry separat@feach other, because the latter had enough
with having the role of the ‘wife’. Edward goesgeek comfort from his sister, and they both
are involved in an incestuous moment. Edward tlagts shat he could be a ‘lesbian’. When
summer was about to pass, Edward quits his jolmances to live with Victoria and Lin. The
three of them coordinate with Martin of their cnédd. Betty works as a receptionist at a doctor’s
office. Lin and Victoria tend to take Betty withetim and live in a new house; an idea that
Victoria was uncomfortable with. The act is condddy Betty’s emotional monologue, where
she reveals how much her divorce had taught heutdierself. At the end, Betty kisses the

actor who played her role in the first act.

The Summary of Top Girls

The scene opening Act 1 where Marlene celebragr promotion in a restaurant in London.
In this dinner, Marlene sits with five female histal figures: Pope Joan, Lady Nijo, Patient

Griselda, Dull Gret and Isabella Bird. The discardiackles issues related to women, and each
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character narrates her story, and how she was sggatey the males of her society. Marlene
comebacks to Top Girls, an employment agency inclwiMarlene became the managing
director. In the agency, Marlene interviews Jegnaiezoman who want to transfer to a new
company that offers a better salary. Jeannie caoie and says that she is preparing her
wedding. Marlene tells her not to share her privatdters; otherwise, other co-workers will

make sure that she does not perform well at work.

Act 2 goes to Joyce’ backyard, where her dearghngie and Kit are playing. Angie keeps
brawling her friend Kit and talks about her deswoekill her mother’. Joyce, Marlene’s sister,
calls the girls to come and have a snack, but tltegot answer. The girls talk about sex, and
Angie tells Kit that she thinks that her aunt Madas her mother, and is willing to go to see
her in London. The second scene takes the audieack to Top Girls’ agency. Marlene
receives congratulations from her co-workers Wid &lell. After, Win interviews Louise, a
woman who wants to make a transfer because hetooigpbany did not pay attention to her
despite working there for years. Angie meets Ma]emho seemed surprised and somehow
annoyed by her niece’s coming. Marlene welcomesdtggstay the night with her. /Marlene
receives Mrs. Kidd, who came to tell that her hasbidoward, Marlene’s colleague, is annoyed
with Marlene’s new post. Mrs. Kidd says that itmgossible that her husband should be inferior
to her and that Marlene has to resign from hertjposto him. Marlene refuses Mrs. Kidd’'s
demand, the latter keeps persisting, and Marldielter to ‘piss off'. Nell interviews Shona,
who is presenting herself as a twenty-nine yeatsnaiman who have a four-year’ experience
as a saleswoman. Nell gets impressed by her resamderequires some information about
Shona’ private life. Shona stars making things ayirg) that her company pays her stays at
hotels, and had already gave her a Porsche to. dvelediscovers that Shona was lying, and
Shona admits that she is only twenty-one and thaisunexperienced. /Angie sits and has a

conversation with Win. The latter tells Angie abbet private life, and as she keeps telling it,
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Angie falls asleep. Win learns from Nell that Hod/&idd had a heart attack, and tells Marlene
about the news. Win also tells Marlene that Angants to work at the company, but Marlene

that Angie does not have the sufficient requireméndo it.

Act 3 takes place at Joyce’s kitchen. Marleisés Joyce, who was surprised by her sister’s
arrival, and it turns that Joyce has invited hertauthout letting Joyce know. The two sisters
sit at the dining table after Angie goes to sleseq start drinking whiskey. The scene reveals
some information about the sisters’ past. Firstiiibs out that Angie is Marlene’s daughter.
Because of being childless, Joyce accepted to vamgpe with her husband Frank. The
discussion shifts into politics: Marlene states pesition as Pro-Thatcherite, and Joyce says
she supports the Socialist Left Wing. They chargedubject and talk about their troubled
marriages and the issues their working-class psread. Marlene argues that she does not
believe in classism, and that every individual sanially elevate as long as he possesses the
potential, and she insists that she is not obligetelp those "stupid, lazy, and frightened"
people to find jobs. Joyce says that Angie belaiogthis category, and expects her not to
succeed in case she happened to live in a cowsmrpy Thatcherian conservatives. The two
sisters keep arguing, and Joyce leaves Marlen® to ¢ped. Marlene is in the living room
wrapping herself with a sheet and keeps sippingkéy. Angie comes is looking for her
mother. Angie tells Marlene that she is ‘[flrighéehh. Marlene asks Angie if she had a

nightmare and comforts he, and Angie replies: fteged’, before the play ends.
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