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The purpose of this dissertation is to trace several characteristics of feminist drama
represented in Marsha Norman's plays. To begin with, I'll explain the definition of feminist
drama, its background, and the characteristics of feminist drama. And then I'll analyze how
those characteristics are depicted in Marsha Norman's plays.

In short, feminist drama describes women's life. Feminist playwrights make the play out of
women's ordinary experience in order that people can easily feel female oppression.

Let's start with the background of feminist drama. It emerged as a distinct theatrical genre
in the 1960s in both Britain and the United States. It was encouraged with the influence of
the political and social atmosphere of 1950s and 1960s such as the civil rights movement,
the anti-war movement, and the women's movement. The purpose of feminist drama is the
emancipation of an isolated human.

As you may know, the Miss America pageant is held in New Jersey to delay the summer
season. At that time participants must wear a swimming suit. Therefore the criteria for
beauty were appearance and figure. So many women were more interested in beauty. And
there were thousands of the Miss America pageants, when, in the autumn of 1968, a number
of women's groups produced a theatrical protest using street-theatre conventions against the
sexism of the Miss America pageant; it was an event coherent with the collusion of theatre
and politics in other corners of society.

They maintained that participants were like stupid sheep. What does it mean? It means

that they are tender. They translated their claims and demonstrations into action. The
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demonstrations were theatrical, made more so perhaps by the ability of TV and radio to
transmit dramatic visual images to a public. Thus, feminist theatre had been born.

Moving on, I want to describe the characteristics of feminist drama. First, feminist
drama focused on the pursuit of female identity. A sociologist said that there were risk and
uncertainty in today's society, so people went through a crisis of identity. Especially, female
identity became the theme of feminist drama. Janet Brown explained that the feminist
impulse is expressed dramatically in women's struggle for autonomy against an oppressive,
sexist society. She suggested an ideal femineity to us. It means that women refuse to obey
males unconditionally. And it means that women have the right of selection, and to express
their feelings.

Second, feminist drama described the absence of men. Men rarely appeared on stage, or
they offered pain and sorrow to women. Paul Rosefeldt commented that the absent father
creates for the daughters a romantic vision of life that leads them toward self-destruction. For
example, the father would kill himself or leave his family in the play. So daughters didn't
feel his love and they tended to wander. This characteristic interferes with the pursuit of the
female identity.

Third, feminist drama deals with sisterly bonding. It means that women tell their pain and
look for solutions. That is, women help each other as sisters. I have a best friend. When I go
through hard times, I tell her my problems. She listens to my problems and then she consoles
me. And she suggests solutions. I think she is a sister. I feel sisterly bonding. In my
experience, sisterly bonding is very important, because I think it helps to seek female identity.
It means recognition of self and the acquisition of autonomy.

Fourth, feminist drama uses collective scripting and improvisation. The purpose of the
use is to help improve works. When writers use their experience, it can be a limited subject
matter. Therefore, a dramatic company tends to make them join in writing a script. After
they discuss women's problems and complete the script, they use games and improvisation.
These days, in Dachakro, the center of the theatrical world, some writers tend to use collective
scripting. Their plot is tight.

Fifth, feminist drama deals with the mother-daughter relationship. The established literary
world has removed that relationship, but that world has dealt with it since the end of the

1960s. There is not daughter being in ancient records, because daughters have been nullified
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by silence, but also by infanticide, of which they have everywhere been the primary victims.
Therefore, feminist drama tends to pursue the positive mother-daughter relationship. An
ideal relationship is that mother must not regard a daughter as her possessions. And she must
acknowledge a daughter as a dignified character. Actually, it is not easy, but we must do our
best. I'll explain the example later.

Sixth, feminist drama deals with naming. For example, there are men, chairmen, and
spokesmen. It means both male and female. We can know that these terms represent male-
centralized society. Let's look at an easy example. The title of Mr. means a single man and a
married man. And the title of Miss means a single woman. The title of Mrs. means a married
woman. We can know that people behave according to the title. There is another example.
In Getting Out, the warden used to call Arlene as subject. It means that she receives a
punishment. Therefore, naming is the promotion of sex discrimination, so that the female
regards herself as nothing. In my opinion, the name is very important, because it indicates the
self.

Seventh, feminist drama describes the heroines' transformations. It means that the
performer acts several parts. For example, the frog transforms into a prince through the
princess's kiss. The broomstick transforms into the carpet, boat, gun and witch. Megan Terry
finds a transformation in playing house. Have you ever played house? I used to play it. At
that time it was very interesting. When I was a child, I played as a mom's part. So I would
cook and take care of the doll as a baby. I would imitate the mom's behavior and understand
her role. My boyfriend played the dad's part. We came to know a counterpart's part through
it. Feminist drama shows that one character with a various self comes to change as a role.

Eighth, feminist drama uses a kitchen and a living room as women's space. The female
characters do housework as women's work. For example, they clean the room, cook, go
shopping and adjust household affairs. Therefore, a play progresses in that space. It makes
the audience feel comfortable and join the dramatic experience. Let's look at a concrete
example. 'might, Mother begins in the kitchen. And the play progresses in the living room.
The mother talks with her daughter in that space. It indicates that feminist drama emphasizes
texture and detail. So that covers 8 characteristics of feminist drama.

Let's move on to Masha Norman's plays. She is a prominent American feminist playwright.

She won the Pulitzer Prize for night, Mother in 1983. Her works include Getting Out, Third
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and Oak, Traveler in the Dark and The Secret Garden. We can find the characteristics of
feminist drama in her plays. So I'll examine Getting Out and 'night, Mother.

First, Getting Out focused on the heroine's transformation as the seventh characteristic.
Besides, there are several characteristics like the above. To begin with, I'll explain its plot. In
short, Arlene comes to get identity in patriarchal society.

There are two central characters. Arlene is sent to prison for a second-degree murder,
robbery, forgery and prostitution, and is portrayed as a positive force and Arlie, the negatively
portrayed foil of the same woman. Arlie, in a sense, is Arlene's memory of herself, called up
by fears, needs and even simple word cues. And Arlie is unpredictable and incorrigible, but
Arlene is suspicious and guarded, withdrawal is always a possibility.

The change seen in Arlie during the second act represents a movement toward the adult
Arlene. During the process of transformation men give her pain, her mother doesn't help
her rehabilitation, but Ruby plays a role offering friendship and protection to Arlene. Arlene
realized her crime and she wanted real work. It means she gets a reasonable reward as she
works hard. It is not a bad work like robbery, murder, and prostitution.

But Carl, her former pimp suggested prostitution to her. He leads her to go wrong. But
Ruby knows all the lines men use and protects Arlene-Arlie from their seduction. Leslie Kane
commented that Ruby offers friendship and an example of behavior that may help Arlene find
her own path to survival. Ruby plays an important role in Arlene's transformation.

Second, 'might, Mother focused on the mother-daughter relationship as the fifth
characteristic. Besides, there are several characteristics like the above. To begin with, I'll
explain its plot. In short, 'night, Mother is a tense dramatization of the relationship between a
mother and her daughter, who is moving towards suicide.

Jessie has suffered a series of personal losses. Jessie has inherited epilepsy from her dead
father, which gives her an imaginary world. Her epilepsy has had a debilitating effect on her
life and has rendered her freakish. Above all, Jessie feels an impulse towards suicide because
of her father's suicide without saying any good bye. Cecil, Ricky, and Dawson gave her
disappointment, unhappiness. Even King, her dog, which ran under a tractor and was killed
gives her a sense of loss. At the close of the drama, Jessie is overcome by hopelessness, and
her search leads her to the only choice remaining: suicide. It means that she gets feminine

identity and female autonomy. Let's look over her part.
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Jessie: I'm not giving up! This is the other thing I'm trying. And I'm sure there are some other things
that might work, but might work isn't good enough any more. I need something will work.

This will work. That's why I picked it. (75)

We can know that Jessie is satisfied with the selection of her life. Linda Ginter Brown
claimed her decision was victory. But in my opinion, her suicide is giving up on life.
Humans must live through in whatever state.

I saw this play a few years ago. I still remember a scream of Jessie's mom. She said,
"Jessie, Jessie, child --- Forgive me. I thought you were mine." Jessie's mom confessed that
she regarded Jessie as her possessions. At last, she comes to beg her pardon, so they have a
good bonding.

How about your mother and daughter relationship? In my case, when I was single, my
mother tends to interfere in everything. Her love is too much. At that time I didn't understand
her. As I grow old, I come to understand my mom and tend my parents with duty. Nowadays
we have an ideal relationship. Thanks for her love and care.

In conclusion, Marsha Norman portrays the issue of women in society by focusing on the

problems faced by her female characters as they search to define their roles in life.
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