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Chapter One 

Introduction 

Literature is a form of human expression. It has been produced worldwide over 

such a long period of time. It is a body of written works of a culture, language, people or 

a period of time. Great literature has a timeless appeal. It is the true depiction of life. It is 

the art to show the reality of life and that reality can be handed down through 

generations. Literature of a particular age is the mirror image of its social, political, 

religious and philosophical situations. The writers have always shown the real face of 

society, its positive as well as negative aspects. Even the great wars have been vividly 

and explicably discussed along with their devastating effects on human beings. 

According to Ezra Pound, a confessional poet and critic, “Great literature is simply 

language charged with meaning to the utmost possible degree” (12). 

English literature has long history. It has changed from all over the past centuries 

and underwent many transformations. From the written old tales of Chaucer to the 

contemporary age, England has produced some of the richest treasures of the literary 

world. The oral tradition was very strong in early British culture and most literary works 

were written to be performed. Epic poems were very popular and Beowulf  has survived 

to the present day. It is a Scandinavian tale during eighth century. William, the 

Conqueror makes England a part of the Anglo-Norman Realm in 1066. This is a period of 

Anglo-Norman literature. As the Normans are assimilated into mainstream culture, the 

French penetrates the lower orders of society changing much of grammar and lexicon of 

old English.  With this Norman Conquest, the Middle English period begun. England’s 

first great author was Geoffrey Chaucer. His most famous work is The Canterbury Tales, 
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a collection of stories in a variety of genres, told by a group of pilgrims on their way to 

Canterbury. They are from all walks of life, which is reflected as much in the language 

they used as in the context of their life. 

Chaucer was inspired by literary developments taking place in Europe, especially 

in Italy. The Renaissance was making its way to Britain. The introduction of a printing 

press into England by William Caxton in 1476, vernacular literature flourished. The 

Reformation inspired the production of vernacular liturgy which led to The Book of 

Common Prayer. The literature was religious in nature. The Elizabethan era saw a great 

flourishing of literature in the field of drama. The Italian Renaissance had rediscovered 

the ancient Greek and Roman theatre and was particularly inspired by Seneca and 

Plautus. Earlier Elizabethan plays are Gorboduc by Sackville and Norton and The 

Spanish Tragedy by Kyd. William Shakespeare stands out in this period as a poet and 

playwright. He was not a man of letters by profession and not as ‘the university wits’. 

Most dramas met with great success, it is in his later years that he wrote his greatest plays 

such as Hamlet, Othello, King Lear, Macbeth, Antony and Cleopatra and The Tempest. 

The sonnet was introduced into the English by Thomas Wyatt in the early 

sixteenth century. Other important figures in the Elizabethan theatre include Christopher 

Marlowe, Thomas Dekker, John Fletcher and Francis Beaumont. Christopher Marlowe 

introduced Dr. Faustus to England, a scientist and magician who is obsessed by the thirst 

of knowledge and the desire to push man’s technological power to its limits. Edmund 

Spenser is the greatest non-dramatic poet of an age and his fame mainly rest on The 

Faerie Queene and The Shepheardes Calendar. His Amoretti, a series of 88 sonnets, 

describes the progress of his love. Philip Sidney’s Astrophel and Stella, Daniel’s Delia 
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and the sonnets of Shakespeare are love poems. Francis Bacon was the principal master 

of his time. 

Jacobean literature begins with drama, including some of the Shakespeare’s 

greatest and darkest plays. The dominant literary figure of James’ reign was Ben Jonson 

whose varied and dramatic works followed classical models. Jonson is a master of style 

and a brilliant satirist. His Volpone shows how a group of scammers are fooled, vice 

being punished by vice, virtue meeting its reward. Beaumont wrote the brilliant comedy. 

Revenge plays were popular during the Jacobean tragedy by John Webster and Thomas 

Kyd. The King James Bible was started in 1604 and completed in 1611. It became the 

standard Bible of the Church of England. The major poets of the early seventeenth 

century included John Donne and the other Metaphysical poets. George Herbert and 

Donne were principal metaphysical poets. The greatest of the Cavalier poets were Robert 

Herrick, Sir John Suckling and Richard Lovelace.  

The turbulent years of the mid-seventeenth century, during the reign of Charles I 

and the subsequent Commonwealth and Protectorate saw a flourishing of political 

literature in English. The growth of Puritanism established the controlling power in the 

state. John Milton was the greatest product of Puritanism. He wrote his greatest political 

works with hidden political message. The restoration of the English monarchy widened 

the literary tastes. Restoration comedy reveals both the influence of French force and of 

Jacobean comedy. Such dramatists were William Congreve and John Wycherley. John 

Dryden became the foremost poet and critic of his time. The satiric poet of the period was 

Samuel Butler whose Hudibras (1663) satirizes Puritanism. John Bunyan’s Pilgrim 

Progress (1675), an allegorical prose narrative is considered a forerunner of the novel. 
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The Glorious Revolution of 1688 established a Protestant monarchy. Alexander 

Pope was a neo-classicist and master of the heroic couplet. Jonathan Swift was a prose 

satirist. Middle class tastes were reflected in the growth of periodical. The Tatler and The 

Spectator were produced by Joseph Addison and Sir Richard Steele. The novels of Daniel 

Defoe were the first modern novels of English. The eighteenth century was the age of 

town life with its coffeehouses and clubs. The prominent poets were James Thomson and 

Edward Young. William Blake was the first great romantic poet. The works of Jean 

Jacques Rousseau and William Godwin had a great influence. Lyrical ballads in 1798 

illustrated a literary aesthetic. Shelley combined lyricism with a political vision in his 

great drama Promethus Unbound and his wife Mary Wollstonecraft Shelley wrote the 

greatest of all gothic romance Frankenstein. The romantic era was also rich in literary 

criticism and other nonfictional prose. The master of personal essay was Charles Lamb 

and Thomas De Quincey was master of the personal confession. Jane Austen wrote 

domestic novels. 

The Victorian era was the great age of the English novel. Charles Dickens had an 

endless variety of characters and plot compliments in his novel. William Makepeace 

Thackeray is best known for Vanity Fair which satirizes hypocrisy. The founders of 

Communism, Karl Marx and Friedrich Engels researched and wrote their books in the 

free environment of England. The prominent poets of the Victorian age were Alfred, 

Lord Tennyson, Robert Browning, Elizabeth Barrett Browning and Dante Gabriel 

Rossetti. A. E. Housman and Thomas Hardy shared a pessimistic view in the poetry. 

During 1890s the most conspicuous figure on the literary scene was the decadents. The 
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principal figures in the group were Arthur Symons and Lionel Johnson. The Realists 

present the ugliness of modern industrial civilization. 

The twentieth century was dominated by a chain of events that heralded the 

significant changes in world history as to redefine the era. The century saw the major 

shift in the way, with the changes in politics, ideology, economics, society, science and 

technology. The two deadliest world wars brought a major disaster. It shook the life of 

common people. The experiences of First World War were reflected in the works of war 

poets such as Wilfred Owen, Rupert Brooke and Siegfried Sassoon.  The outbreak of war 

brought to an end an era of great intellectual and creative exuberance. The horrors of the 

Great War forced women into jobs that had previously been a male preserve.  

The woman had forced out of domestic service and into factories. The war gave a 

boost to demand women’s emancipation. The writers experimented with other kinds of 

structures. For instance, Virginia Woolf wrote main plot which was often interrupted by 

individual characters memories. It differs from the literature of past centuries because the 

importance has been given to the presentation of human consciousness and human 

psychology. A new narrative technique ‘stream of consciousness’ has been introduced. 

The purpose is to highlight human perception. The Interpretation of Dreams by Sigmund 

Freud was published in 1899.  

  Twentieth century literature has three outstanding characteristics which have their 

counterpart in the life and changing pattern of the historical period itself. First, it is an age 

of search. Secondly, it is a stimulating and adventurous age. Thirdly, it is evaluating age. 

The Post-war British society found it difficult to sustain “an authoritative whole picture” 

of Britain as a result of the process of decolonization and the rising spirit of post 
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nationalism. Under such circumstances, the subversive currents of the countercultural 

revolution of the 1960s made Britain a breeding ground for experimental literary forms. 

The rise of 1960s feminism has forced post-war female writers in English to take a 

position for or against feminism. Women writers born in the ex-colonies of the British 

Empire and writers of other nationalities within the United Kingdom have used English 

to express the experience of colonization, such writers are Angela Carter and Jean Rhys. 

Angela Carter, one of the most original, provocative contemporary writers was 

fascinated and disturbed by the impact of popular culture on gender politics. Her works 

treat issues of female sexuality, eroticism and violence with a humour that stuns and 

unnerves, leaving readers uncertain whether to laugh, scream or cry. The Bloody 

Chamber and other stories (1979) is a movement towards fantasy. It offers an escape 

from a male-dominated society. She reworked fairy tales from feminist point of view. 

She stated the need for female resourcefulness and independence. 

Jean Rhys, original name Ella Gwendolen Rees Williams was born on August 24, 

1890, in Dominica, one of the former English colonies in the Caribbean. Rhys was of 

Creole heritage. Her great-grandfather was a slave-owner who acquired a Dominican 

sugar plantation in the nineteenth century, but after the Emancipation Act was passed; his 

estate fell on hard times. Subsequent riots led to the looting of the house, which was 

eventually burned by arsonists. Rhys visited her family's ancestral abode in 1936 and was 

extremely affected by the experience. She purportedly had the idea for Wide Sargasso 

Sea. The daughter of a Welsh doctor and a Creole mother, she was educated in Dominica 

until she went to London at the age of sixteen and worked as an actress. 
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She began to write when the first of her three marriages broke up. She was in her 

thirties by then and living in Paris, where she was encouraged by Ford Madox Ford who 

also discovered D. H. Lawrence. Ford wrote an enthusiastic introduction to her first book 

in 1927, a collection of stories called The Left Bank. This was followed by Quartet, 

originally Postures (1928), After Leaving Mr. Mackenzie (1930), Voyage in the Dark 

(1934) and Good Morning, Midnight (1939). After the publication of these books, Jean 

Rhys dropped completely out of sight. It was generally thought that she was dead. Nearly 

twenty years later she was rediscovered, largely due to the enthusiasm of the writer 

Francis Wyndham. In 1966, she made a sensational reappearance with Wide Sargasso 

Sea, which won the Royal Society of Literature Award and the W. H. Smith Award for 

that year. Her final collection of stories, Sleep It Off Lady, appeared in 1976, and Smile 

Please, her unfinished autobiography, was published posthumously in 1979. She was 

made a Fellow of the Royal Society of Literature in 1966. She was made a CBE 

(Commander of the Order of the British Empire), an honour bestowed by the queen in 

1978.  She died in 1979. 

According to A. C. Morrell, “All her stories are about the indignity, the personal 

damage, which flows from a woman’s financial and economic dependence on men in an 

alien world” (80). Jean Rhys is well known for bringing the issues related to the 

psychodynamic of women under patriarchy. Rhys’s narrative have female protagonist, 

and mostly these women live on the margins of the society as mistresses to wealthy men. 

Her works bring to the centre the voices of those women who struggle for survival in the 

men’s world. The dejection endured by her characters is based on the traumatic 

experiences of Rhys in her relationships with men. Rhys always believed in writing about 
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the self.  Her fiction reflects an attitude toward life often in opposition to traditional 

middle-class values. She is honest in her presentation of the isolated and abandoned 

world of her women characters. 

Rhys’s first novel Quartet (1929) paints the life of Marya Zelli who after her 

husband’s imprisonment, lives with an art dealer Heidler and his wife Louis. Her affair 

with Heidler causes her immense anxiety and pain. Her increasing dependence in Heidler 

makes him recoil. While Marya’s is still suffering from the pain of rejection, her husband 

comes back from prison, gets to know about the affair and tries to assault her. In Good 

Morning, Midnight (1939), Rhys created the powerfully modern portrait of Sophia 

Jansen, whose emancipation is far more painful and complicated than she could expect, 

but whose confession is flecked with triumph and elation 

. After Leaving Mr Mackenzie (1930) is a brilliant, yet brutal, portrait of a woman 

struggling to retrieve both life and love. It narrates the life of Julia Martin who tries to 

maintain her psychological balance in a selfish world governed by patriarchy. The novel 

concentrates on the identity crisis that Julia faces rather than on a failed love relationship. 

Julia Martin visits her ailing mother for solace but gets no help. Julia’s heart gets heavier 

with grief, and she grows intensely hostile and suspicious of the world. 

Voyage in the Dark (1934) is told from a first-person point of view. The novel 

also incorporates more autobiographical material with its memories of the lush and 

tropical West Indian Island, which Rhys uses as contrast to the coldness of England. The 

time frame of Voyage in the Dark is 1914, and the central character is Anna Morgan, who 

is nineteen and touring the provinces in the chorus. The woman is depicted as a victim, 
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but a survivor. After an unsuccessful love affair with a young man, she is abandoned and 

becomes a prostitute. The novel concludes with Anna recovering from an abortion. 

Wide Sargasso Sea, published in 1966 toward the end of Jean Rhys’s writing 

career, was the most successful of Rhys’s literary works. It is the captivating story of a 

lonely young woman who is driven to near madness by her need to be loved. Literary 

theorists find Rhys’s novel rich in the portrayal of the damaging effects of colonization 

on a conquered people and the debilitating consequences of sexual exploitation of 

women. It was written as Rhys’s attempt to explain the character of Bertha Mason in 

Charlotte Bronte’s Jane Eyre. Rhys wanted to explore the reasons why Bertha Mason 

went mad. The novel has three parts. The first part is narrated by the female protagonist, 

Antoinette and she explains that she lives in isolation from the rest of the population of 

the small Caribbean island on which her family’s plantation exists. The story opens in 

1839 after the recent emancipation of slaves in the British Empire. The emancipation has 

not only caused the family to live in poverty. Five years have passed since her father 

reportedly drunk himself to death, his finances in ruins after the passage of the 

Emancipation, which freed black slaves and led to the demise of many white slave 

owners. Throughout Antoinette's childhood, hostility flares between the crumbling white 

aristocracy and the impoverished servants they employ. 

Part One opens, Antoinette Cosway is a young girl living with her mother and 

brother at Coulibri, her family estate near Spanish Town, Jamaica. With the passage of 

the Emancipation Act and the death of her father, the family is financially ruined. 

Annette, Antoinette’s mother marries Mr. Mason, a wealthy planter. This marriage 

aggravates racial tensions in their neighbourhood. One night, rioters burn the house 
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down. The entire family escapes, except Antoinette’s brother Pierre, due to the exposure 

to the smoke, he dies. Mr. Mason sends Antoinette to a convent school. Part one ends 

with Mr. Mason back in Antoinette’s life, planning for her marriage. 

Part Two opens with a newly wedded Antoinette and Rochester in their 

honeymoon in Granbois, the Cosway estate outside Massacre, Dominica. Rochester 

receives a malicious letter from a man who claims to Daniel Cosway, Antoinette’s step 

brother. The letter alleges that there is a history of mental illness in Antoinette’s family. It 

also alleges that Antoinette had been engaged to a relative of colour, Sandi Cosway.  

After receiving the letter, Rochester spurns Antoinette. Antoinette seems to go mad 

herself. Part two ends with their departure from Granbois to Spanish Town, where 

Rochester plans to have Antoinette declared insane and confined. 

Part Three opens with Antoinette confined in Thorn field Hall in England, 

guarded by Grace Poole. Antoinette seems to have a little sense. Her stepbrother Richard 

Mason visits her, and she attacks him after he refuses to help her out of her marriage. 

Finally, she dreams that she escapes from her room and sets fire to the entire room.  At 

the end of the dream, she flees to the top of battlements and then jumps off. Antoinette 

wakes up and the novel ends as she escapes from her room, with a candle lighting her 

way down a dark hallway. 

In Wide Sargasso Sea, Jean Rhys explores perception of women and gender roles, 

making a case that ‘madness’ can be a normal response to intolerable pressures and 

exploitations experienced by women. Madness and colonization are central concerns in 

her novels. Jean Rhys represents a modernist perspective on the suffering of woman. 
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 The second chapter of the dissertation is entitled ‘Racial Hybridity’. It is about 

social phenomenon as one of the reasons for madness. Madness can be viewed as both a 

disorder of the brain and a social phenomenon. Antoinette’s madness is also due to racial 

oppression and marginalization. Antoinette is scorned by both white and black cultures. It 

becomes one of the factors of that drive Antoinette into madness.  



Chapter Two 

Racial Hybridity 

From the margins of the late nineteenth century English society and the 

mainstream literary world Rhys wrote as a woman who had known the ills of being 

emotionally and economically dependent on a man, both within and without wedlock. 

Her protagonists know the pain of not belonging, of being left alone in a sea of selfish 

and unsympathising people and of belonging to a culture that is patriarchal and thus 

maddening partial. Her protagonists keep warring against their existential 

predicaments and continue their desperate search for some meaning in life.  

Rhys also subverts the conservative roles of victim and victimizer and portrays 

both of them being assaulted by the powerful emotions that shape their perceptions as 

well as the resulting behaviour. The tragic tension in her novels is maintained not by 

virtue and vice but by the convention of the society and isolation of individuals. 

Therefore, if the weak suffer from the scarcity and moral degradation, the powerful 

suffer from self-alienation. Identity crisis is considered to be a central theme in 

postcolonial literature. The colonized or formerly colonized nations suffer a lot in 

reconstructing their identity and survival in a world where they feel less important, 

oppressed and marginalized politically, economically or culturally. 

Women in this case are suffering the most from the identity crisis for being 

women living in a colonized country. The effects of patriarchy and the colonization 

play a significant role in augmenting the identity crisis that the colonized are expected 

to face in such a situation.  Consequently, women have to struggle in order to get rid 

of any feelings of alienation, oppression and exile. As women often suffer from the 

negative effects of patriarchal oppression and segregation, they are likely to reach the 
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peak of identity crisis when colonization and patriarchy join hands in oppressing 

them. 

Wide Sargasso Sea, in many ways, is the story of a woman who is denied 

positive cultural and gender identity because of her intermediate position in the 

colonial structure. Her final madness is, in effect, the manifestation of this denial. 

Moreover, discussing this madness allows us to clarify the constitution of personal 

identity in relation to cultural identity, colonialism, and gender.  

  An important factor that leads to the fragmentation of Antoinette’s identity 

and her identity crisis is concerned with race and ethnicity. Antoinette is a white 

Creole, a woman of mixed Black and European ancestry. The definition of “Creole” 

goes beyond the binaries of black and white. Creole is neither a black nor a white 

category. Creole possesses the qualities of both black and white races and cultures. In 

this sense Creole marks a break from the black and white, African and European 

categories of identifications and establishes a new domain a “third space”.  After the 

Emancipation Act 1833 under which Britain outlawed slavery in all its colonies, the 

suppressed hatred between blacks and whites was released and increased.  

As a result, Antoinette’s childhood has been replete with racial violence, 

discrimination, anxiety, poverty and fear. All these problems affected her desire to 

construct her own identity or her independent self and eventually led to the definite 

destruction of her identity.  As a white Creole in the West Island of Jamaica, 

Antoinette suffers a confusion of identity and individual existence. She is caught in 

the middle between the purely white people and the black people without belonging to 

either race. The black people consider her a hybrid that they look down upon while 

the British colonizers consider her an alien or an outsider. This leaves Antoinette 

caught between two cultures and never able to identify herself.  
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Bhabha recounts about hybrid culture as, “Strategies of hybridization reveal an 

estrangement movement in the authoritative” (212). Antoinette becomes the “other” 

who is unable to claim the English identity as her own, nor can she break from the 

complications of her ethnic background to create an independent self. As Creoles, 

Antoinette and her mother Annette are maligned by both the black Caribbeans and the 

white Europeans. Though the Creoles are taught to consider England as home, they 

are labeled as inferior colonials but they are racially privileged in relation to the 

Africans. This results in creating a sharp conflict between the white and black 

population of the West Indies.  

Antoinette is scorned by both white and black cultures and is thus forced to 

see herself as “Other” without being able to consider herself as part of these two 

prevailing ethnic and cultural groups. Antoinette is, therefore, doubly exiled on her 

island home and her mother country, having no place to truly belong. It is basically 

this sense of belonging to neither culture that brings about Antoinette’s identity crisis 

and finally becomes one of the factors that drive Antoinette into madness.  

Antoinette’s identity crisis occurs at an early stage of her life. Using her 

friendship with Tia, her only childhood friend, as a means of knowing herself 

Antoinette begins to gauge her ethnic and cultural identity. Being black, Tia shows 

Antoinette the extent to which black people don’t like her and her Creole family. 

Intending to torment her friend, Tia calls Antoinette a “white nigger”, a hybrid who 

does not belong to any specific race. Tia’s insolent behaviour with her childhood 

friend shows how racism is controlling her behavior and her treatment of her Creole 

friend. Tia refers to Antoinette as poor and dirty and also tries to underestimate her by 

cheating on her and by taking her clothes.  
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Antoinette is looking for a place which she loves and to which she belongs. 

She is also anxious to have a trustworthy friend who would make her feel more secure 

and might help in the construction of her identity. After the house of Antoinette’s 

father was set on fire, Antoinette tried to run toward Tia hoping to stay with her and 

find a sense of comfort with her presumed friend. Antoinette is looking for someone 

to be identified with so that she can feel at home. Antoinette recalls the house she 

used to live in before it was set on fire and compares it to the Garden of Eden. She 

says: “Our garden was large and beautiful as that garden in the bible- the tree of life 

grew there” (43).  

The island is all that she knows, and she is desperate to identify with it through 

Tia, her only friend. Antoinette feels that she and Tia have shared the same 

experiences on this island and so she should have the same rights as Tia to consider 

the island as her homeland from which she derives her identity. She wants to be a part 

of something, and so she clings to the hope of Tia being like her. This desire 

manifests itself most strikingly when Antoinette looks directly at Tia as if she were 

looking into a mirror where she can see a reflection of herself.  

Antoinette’s illusions are shattered when Tia throws the stone in her face, 

breaking the mirror image and leading Antoinette to the realization that she is not like 

Tia. Antoinette’s struggle for her identity, her belonging and her existence began 

when she was just a little child where she could not define her own self properly. She 

was marginalized not only for being of a mixed blood but also for being a female. As 

a white Creole, Antoinette becomes a double outsider: “white nigger” for the 

Europeans and “white cockroach” for the blacks. As Antoinette wistfully explains to 

her husband in the novel: 
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It was a song about a white cockroach. That’s me. That’s what they 

[the blacks] call all of us who were here before their own people in 

Africa sold them to the slave traders. And I've heard English women 

call us white niggers. So between you I often wonder who I am and 

where is my country and where do I belong and why was I ever born at 

all. (64) 

Another factor affecting Antoinette’s identity crisis is her gender and her 

shifting social class and status. Since early childhood, Antoinette has been desperately 

trying to fit herself into her Caribbean society. When Antoinette moves to the convent 

school, she finds a shelter from all the corruption, cruelty and hatred that were 

directed to her before from the outside world. Antoinette finally feels safe and nothing 

can harm her anymore, not the colonial, not the patriarchal or even the racial acts. 

Silvia Cappello points out that “It is undeniable from Jean Rhys’s perspective that 

when someone is compelled to forget his/her past, to be displaced geographically and 

spiritually, to accept the identity someone else created for him/her” (50). 

 Dreams become part of Antoinette’s life and her search for identity. The 

second nightmare that she has is after Mr. Mason’s visit, when he tells her that she is 

going to leave and live with him. In this dream she is following a man into darkness; 

she is sad and begins to cry. The dream becomes like a nightmare:  

I follow him, sick with fear but I make no effort to save myself; if 

anyone were to try to save me, I would refuse. This must happen. Now 

we have reached the forest. We are under the tall dark trees and there is 

no wind. Here? He turns and looks at me, his face black with hatred, 

and when I see this I begin to cry, He smiles slyly. ‘Not here, not yet’ 

he says, and I follow him, weeping. (34) 
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  Antoinette is a sensitive and lonely young Creole girl who grows up with 

neither her mother’s love nor her peer companionship. By the time she was supposed 

to construct an identity of her own away from the values and expectations of others, 

she gets married to Rochester who becomes an obstacle in the way to an independent 

self. Rochester is the unnamed white Englishman whom the reader knows by Jane 

Eyre’s Rochester, particularly by his biased, racist and repulsively gendered 

descriptions of his wife Bertha, the Antoinette of Wide Sargasso Sea.  

Antoinette’s unnamed husband is a representative of both colonial and 

patriarchal systems. Though Rhys tries to humanize the marginalized protagonist 

Antoinette by giving her a voice to speak out about her own suffering and to express 

her own feelings, her husband endeavours to suppress her attempts and to deprive her 

from her right to speak or to have her own independent cultural and social identity.  

Antoinette’s ill-timed, badly-motivated and ominous marriage makes her suffer from 

a role confusion or identity crisis because her husband is attempting all the time to 

eliminate her and her own sense of identity.  

Antoinette is faced with a crucial decision in her life and on her way to 

achieving her long-time desired sense of identity. If she decides to fight against the 

obstacles that are presented through her husband and begins to find a way out to self-

realization, she might succeed in resolving her identity crisis and ultimately begin an 

intimate relationship with the people she loves. Antoinette does not do that, instead, 

she decides to be submissive and passive; she never fights her husband or thinks of 

leaving him.  

Initially, the marriage of Antoinette’s mother to Mr. Mason, the wealthy 

Englishman, creates hopes inside Antoinette for solving her identity crisis by inspiring 

into her the feeling of having a protective family that will make her feel more secure. 
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Their desire to have a better life forces them to imitate the English society in order to 

indulge into their world. In other words, Antoinette and her mother try to imitate the 

colonizer and to find comfort in adapting their modes of behavior as well as their 

lifestyle. Antoinette begins to eat English food in the English way: “We ate English 

food now, beef and mutton, pies and puddings. I was glad to be like an English girl 

but I missed the taste of Christophine’s cooking” (17). 

This feeling does not solve Antoinette’s identity problem. Her sense of her 

“hybridity” still persists when Antoinette and her mother view themselves as Creole 

women who neither belong to the Europeans nor to the Jamaicans. They are half way 

between the two identities, not knowing what to choose as a fixed representation of 

their identity. Antoinette’s identity crisis reaches its peak with her marriage that has 

been arranged by her stepfather Mr. Mason and his son Rochester. Before, she used to 

find hope in her home and her friend Christophine, but now, and with this marriage, 

the hope is diminishing.  

Antoinette’s husband is shown as a representative of the patriarchal society 

and the colonial powers. With the appearance of Rochester and his domineering 

character, the oppression, discrimination and marginalization practiced on Antoinette 

are magnified. Rochester never gives support to her but tries to eliminate her identity 

and her presence. His harsh and inhumane treatment of her diminishes any hope for 

her of ever becoming an independent woman. Rochester has not married her out of 

love but for money and he never hesitates to keep her under his full control as a 

colonizer and as a patriarchal man who makes her feel lost.  

From her marriage, Antoinette’s identity becomes to fade progressively, until 

she disappears at the end of the novel Rochester’s sexual abuse of his wife makes 

Antoinette an inferior human being and increases her crisis of identity. Viewed in 
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light of traditional gender roles, Antoinette is forced to follow a traditional gender role 

as an inferior, weak, emotional human being who is unable to take central decisions, 

while her husband is cast as a superior, strong and rational being. Changing his wife’s 

name into Bertha, Rochester starts treating her as an object and considers her as his 

property.  

Rochester tries to eliminate her identity and prevent her from taking any 

central decision in her life. He treats Antoinette as Bertha, not Antoinette. Though 

Antoinette got married in order to prove herself, it turns out that she is doing exactly 

the opposite and losing what has remained of hope to get an independent self.   

In postcolonial terms and particularly in light of Edward Said’s Orientalism 

(1978), the ‘othering’ attitude of Rochester when he considers his wife to be the 

‘other’ for he is the ‘subject’, the superior Western colonizer, while his wife 

represents the inferior Creole colonized ‘object’. The decisive negation of 

Antoinette’s identity or existence is further enhanced by the oppression exercised by 

Rochester on her. Under the colonial hegemony of her husband who is actually a 

symbol of colonization, Antoinette is colonized into a slave figure and thus loses her 

identity. Becoming more aware of her need for an identity of her own, Antoinette 

finally tells Rochester not to call her Bertha:    

Bertha is not my name. You are trying to make me into someone else, 

calling me by another name… I loved this place and you have made it 

into a place I hate… I used to think that if everything else went out of 

my life I would still have this, and now you have spoilt it… I hate it 

now like I hate you and before I die I will show you how much I hate 

you. (94) 
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The above impassioned speech indicates that Antoinette is gradually moving, 

though slowly, towards achieving a kind of epiphany or realization of what is going 

on and of her need for an independent self and an identity of her own. 

It is this lack of identity which constitutes the basis of Antoinette’s quest. 

Antoinette’s psychic unease is simply figured in a set of external tropes. Her identity 

shifts between past and present struggling to develop an identification of place in her 

memory. For Antoinette, therefore, the past becomes as real as the present, not 

because her life lacks change, but because she struggles to piece together the 

seemingly opposite poles of her identity. 

Correspondingly, Antoinette struggles for integration instead of split, for 

feeling instead of numbness, for herself instead of mirror images. She wants to see 

herself in the others. She wants also to be seen. The Creole struggles to perceive 

reality, not a reflection of it. Aware of her predicament, Antoinette fights for life 

through her survival strategies.  With each new cultural encounter whether in the 

Coulibri Estate, the convent, with Rochester, in the attic, Antoinette keeps re-

negotiating her identity to fit in and to belong. Readers unable to perceive and value 

Antoinette’s Creoleness fail to understand the complexity of her identity. It is to Wide 

Sargasso Sea as an exploration of the possibilities of bringing wholeness to the 

divided self of the Creole that readers respond with such a sense of personal 

involvement.  

Rhys acknowledges that each part of Antoinette’s identity must be restored if 

both the parts and the whole are to develop fully. This assemblage of the white 

Creole’s different parts of identity is cast as a process that culminates in a vision of 

‘wholeness’ that has the promise to deliver both social justice as well as emotional 

and spiritual transformation at the level of personal identity.  Antoinette cannot come 
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to terms with her identity, which is usually manifested as ambiguous. And her female 

status also blurs Antoinette in her acknowledgement of a precise individuality.  

Throughout the novel the character Antoinette, is referred to by the public as the 

daughter of Annette, or as the wife of Mr. Rochester, or as Bertha, a name and 

individuality which is totally imposed on her by the husband. Owing to the imposed 

identities on herself by other power holders, Antoinette cannot strike a balance with 

her individual self. 

The third chapter of the dissertation deals with psychological complexities. 

The post-Emancipation setting subverts a conventional, progressive conception of 

history. Life is more difficult for Antoinette. Her mental health starts degrading after 

her marriage with Edward Rochester which finally leads to insanity. Rhys presents 

Antoinette’s story and reveals her search for identity, place, meaning and purpose. 

Through this search Rhys questions the assumptions about woman and madness. 



 
 

Chapter Three 

Psychological Complexities 

Jean Rhys is well known for bringing the issues related to the psychodynamics 

of women. Her female protagonists live in the margins of the society as mistresses to 

the wealthy men. Her works bring to the centre the voices of those women who 

struggle for survival in the men’s world. The dejection endured by the characters is 

based on the traumatic experiences of her relationships. The presentation of the post-

Emancipation setting subverts a conventional, progressive conception of history.  

Sexual difference marks a radically alternate relationship to power, language, 

and meaning. Rhys speaks from a self-consciously marginal position. She raises the 

issues of gender and colonial difference.  A patriarchal society is a world where men 

are the sole decision makers and hold positions of power and the highest authority. 

Patriarchal occurs where men are dominant in their status related to decision making 

and power.  

Antoinette Cosway of Wide Sargasso Sea is a woman living in a patriarchal 

society and life is difficult for her. Her tragedy is the larger tragedy of the English 

Creoles. As a result women are introduced to the world made by a man’s actions. Jean 

Rhys focuses on the history of Antoinette. Rochester renames Antoinette. It is evident 

that he uses this as a mean to control her. By altering her name, he believes that she is 

his property. Adjarian argues, “He controls what Antoinette comes to represent for 

him – the island, its inhabitants and the threat they pose to him and his self-conception 

as a powerful, all-knowing European” (206). 

Mr. Rochester is attempting to break her down physically and mentally, 

Antoinette informs Mr. Rochester that she does not agree with him and she speaks up 

for herself in the process. She says: “Bertha is not my name; you are trying to make 
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me into someone else, calling me by another name” (94). Renaming her is one way in 

which Rochester exerts his masculine power over by his wife. By standing up to Mr. 

Rochester, she is not allowing herself to be controlled by a man.  

Antoinette’s long-time struggle is to find her own voice. She takes a turn after 

her marriage to Rochester. She begins to doubt her whole sense of individuality and 

existence. In the beginning of their marriage, Antoinette’s beauty attracted Rochester. 

He is seldom used to seeing such kind of beauty. While riding together he remarks:  

“Looking up smiling, she might have been any pretty English girl.” This remark of 

Rochester shows how he perceives his wife, Antoinette, to be like any other perfect 

English girl. On the other hand, when insanity takes over Antoinette’s mind and she 

starts acting crazy, Rochester’s whole perception about her changes and instead of 

coming across as a beautiful swan, that same Antoinette comes across as a 

madwoman in Rochester’s eyes. When he sees her in that state for the first time he 

says: “Her hair hung uncombed and dull into her eyes which were inflamed and 

staring, her face was very flushed and looked swollen” (93). 

By describing Antoinette’s appearance in a negative way, Rochester puts 

down Antoinette as a whole since his attraction to Antoinette is based on her 

appearance. Rochester feels a certain attraction towards this Creole girl because of her 

appearance; he disregards her emotions in his narration:  

I woke next morning in the green-yellow light, feeling uneasy as 

though someone were watching me. She must have been awake for 

some time. Her hair was plaited and she wore a fresh white chemise. 

(51) 

  Rochester’s descriptions of Antoinette clearly shows that she becomes a 

physical object for him, he notices but whose existence and identity doesn’t have a 
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place in his mind. Antoinette manages to express herself in parts. Rochester’s constant 

attempt is not to give her a space to voice her opinions.  

 The economic inequality in a patriarchy is apparent. The situation of 

Antoinette’s mother, Annette is economically dependent upon men. After her first 

husband’s death, she becomes so poor that she cannot support her family. Her 

economic situation is solved when she marries Mr. Mason. She uses her beauty as her 

only means to compete with other women. In search for English protection and 

economic support takes place. Antoinette realizes that her constant struggle to get to 

know and preserve her complex identity was further threatened. 

 Antoinette’s mother marries Mr. Mason in order to provide them with 

economic security. She sees the search for her real self frustrated by Mr. Mason's 

presence and his condescending, paternalistic attitude. His inability to comprehend 

Antoinette's and her mother's intuitive understanding of the negro, and to 

acknowledge that aspect of their personality, created a barrier between them and 

further alienated her from the negroes. 

 Antoinette sees her life, then, becoming a repetition of her mother's. She was 

incapable of taking control of it because she had no inner resources. She was not only 

aware of the similarities in their situation but realized that her own experience was a 

further stage in the deterioration of the Creole woman. Her mother's experience was a 

stage beyond Aunt Cora's. This shadowing of her life by her mother's and Aunt Cora's 

reveals the Creole woman in a peculiar situation. Antoinette's story reveals that her 

circumstances, this woman end up trapped the victim in a male-dominated society. In 

the lives of her Aunt Cora, another Creole woman who sought economic security by 

marriage to English man, her mother and herself.  
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Antoinette reveals stages in what appeared to be a process of increased 

economic independence but which in reality was an increasing economic dependence 

and a tightening of control. This situation was especially tragic and ironic as these 

women's lives also reveal stages in the growth of woman's psychological awareness. 

This economic control conflicted with psychological awareness and resulted in greater 

disorientation. 

As a subversive novel, Rhys rewrites many deterministic concepts which lead 

to improper conceptualization of norms related to gender and class. Madness is one 

such concept.  In colonial discourse is linked with the female sex and the colonized 

races. Madness and sanity are also perceived as mutually exclusive. Michel Foucault 

argues in his work Madness and Civilization that madness, which has the power to 

point out the limits of social order, is silenced by reason. Foucault depicts madness as 

located in society and culture rather than in mind or body.  

Psychoanalytic theories propound that women are prone to mental instability 

which should be regulated by repressive techniques. Women are not part of 

patriarchal power structures and are therefore more vulnerable than men. In 

Antoinette’s case the issue of normative frameworks is important. Her “madness” is 

not due to a disorder of her brain but rather as a result of patriarchal oppression.  

Antoinette depends on her husband Rochester for her consolidation and her 

fragmented self. Rochester fails her. He finds himself trapped in marriage with 

Antoinette whom he does not understand. Her mental health starts degrading 

continuously after she hears Rochester making love to Amelie, the black servant girl. 

This experience of abandonment makes Antoinette furious with Rochester because 

she fears that her childhood dejection would be repeated in the form of her husband’s 

behaviour. 
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When Christophine advises Antoinette to leave her husband and go to 

Martinique, she replies that “he would not give me any money to go away and he 

would be furious if I asked him. There would be a scandal if I left him and he hates 

scandal” (71). Antoinette is imprisoned. In the West Indies Mr. Rochester does not 

want her to leave him for fear of scandal since a woman is not supposed to leave her 

husband, and in England Antoinette is confined to his attic in order to avoid scandal. 

Antoinette is imprisoned by the patriarchal rules of her marriage, which eventually 

leads to her “madness”.     

Foucault explains how the fear of a scandal made people treat the “madmen” 

as non- human beings. They were assigned animal features; the animal in man became 

his madness. Foucault also points out that the extended excitations without repose 

could lead to madness. This can be applied to Antoinette’s mother, Annette, who was 

driven “mad” by others. She is rejected by the people of her island; she witnesses her 

home Coulibri burn down and the death of her only son. These incidents were 

revengeful acts carried out by the black people of their town, since they despised 

Antoinette’s family for being ex-slave owners. Modern psychology has developed 

new perspectives about madness and has revealed that the most important causes of 

madness are injury, stress, abuse and the neglect of children during the developmental 

years.  

Modern psychology views madness an illness related to the mind which is 

curable. Antoinette's earliest recollections are of her life on her father's Coulibri Estate 

in Jamaica where she lived with her mother, her crippled brother Pierre, and two black 

servants, Christophine and Godfrey. Her story begins at the point where she becomes 

aware of some drastic changes in the society which directly affect her family. 

Antoinette understands the changes around her mainly through their effect on her 
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mother, and her family’s isolation from the Creole society. She noticed that “so few 

people came to us” (5), and after her mother's only friend, Mr. Luttrell, killed himself 

“no one came near us” (5). 

Antoinette remembers her natural curiosity about the changes in their lives and 

how she questioned her mother about the past. She recalls Annette's reluctance to tell 

her anything. “Why do you pester and bother me about all these things that happened 

long ago?” (8). Antoinette sees that she was unable to understand or gain a sense of 

belonging to a past which Annette had shut away from her. She realizes that, being 

denied any knowledge of the past. She was deprived of an important part of her 

heritage and identity. Her rejection and alienation had their roots in the past that was 

closed to her. Rhys undermines the false assumptions about madness as a “female 

malady” and questions its association with the Creoles.  

Rhys underscores the irrationality. She appropriates the notions of race, class 

and gender. She writes the reason behind Antoinette’s eventual dissociation of 

identity. She shows the Antoinette’s psychological ailment is inevitable result of 

socially induced. Rhys affirms that Antoinette’s madness is acquired and not genetic. 

Another reason for abnormality is childhood stress and neglect by her only parent, 

Annette. The unsuccessful relation of Antoinette with her mother, the improper 

identity formation and the absence of a father figure leads to the lack of confidence. 

Antoinette re-experiences her past and her personal need for love. The 

understanding and nurture drives her to Christophine who was her nurse. She sought 

refuge in Christophine's company to compensate for her mother's rejection. She says 

that:  

I spent most of the time in the kitchen which was an out-building some 

way off. Christophine slept in the little room next to it. When evening 
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came she sang to me if she was in the mood. I couldn’t always 

understand her patois songs. She also came from Martinique.  (7)  

Antoinette recalls that Christophine became her surrogate mother. She 

nourished Antoinette's cultural development. Through her songs, stories and the food 

she prepared, Christophine provided her with a psychic rather than an economic 

development. Annette and Christophine and was the catalyst for drastic changes in her 

life. Antoinette keeps on longing for an imaginary unity and laments its absence when 

she talks of the destruction of the garden of Coulibri where the trees of life grew.  She 

searches for psychic unity which she never attains.  

Rochester tries to subjugate her within the patriarchal codes. But the 

similarities are found between both Rochester and Antoinette. Rochester becomes 

uncontrollable. Like Antoinette, he is a rejected child, alone in a strange land and 

afraid of being hurt and exploited. Antoinette and Rochester are victims of the English 

patriarchal law.  

Rochester is denied his rights by his father and Antoinette becomes patrimony 

to Rochester as dowry. He is afraid of getting overwhelmed by the excess. He is not 

tyrant who ruthlessly seeks out to destroy her, but a victim of his own dilemmas who 

tries to make his way in the world. 

Everything is too much, I felt as I rode wearily after her.  Too much 

blue, too many purple, too much green. The flowers are red, the 

mountains too high, the hills are too near.  (42) 

 Both Edward Rochester and Antoinette Cosway live a life of denial where 

they fail to understand the true nature of their desires and the destructive influence 

they can have on their partners. Both of them are highly egocentric and their common 

failing is the inability to love appreciates difference.  
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Daniel is a villain in the story who intends harm. He is the coloured cunning 

bastard child out to avenge himself on the innocent for the wrong done to him. Daniel 

is oppressed by rejection and isolation like Rochester.  According to Angier, Rhys is 

trying to demonstrate that it is through weakness rather than strength that cruelty and 

hurt enter the world.  The strong characters like Aunt Cora and Christophine are kind. 

The rejection and fear make people according to their natures, angry and violent like 

Antoinette, envious and bitter like Daniel and cold and cruel like Rochester. Rhys has 

characterized Daniel as a person full of vengeance more that of mindless evil.    

After this review of Antoinette’s life she has her third dream, a recurring one 

about the fire at Coulibri and in it she finds a positive solution for the futility of her 

incarceration. She realizes the step she must take: “Now at last I know why I was 

brought here and what I have to do” (54). In the attic, Antoinette is brutally excluded 

and her affective life as a woman has been destroyed in the events leading up to her 

incarceration. In her dream, Antoinette briefly claims her place in the symbolic order 

by reenacting the masochism that nearly constituted her and Rochester's freedom. 

  Antoinette transcends her imprisonment in the English manor at the same 

moment she invokes traditionally defined symbols of gender. Life is in the form of a 

symbol of nature, burns in Antoinette's imagination as her dream culminates in a 

death. Antoinette's search for her real identity as woman, and for that woman's place 

and purpose in society, is embedded in Rhys's dramatic presentation of her story. Its 

form and content is expressive of Rhys's ideology of life. Rhys sees woman, 

especially, and life generally, as a complex unity of multiple associations.  

Through Antoinette's story she presents on one level a psychologically 

complex woman in a decadent, materialistic and insensitive male world. Submerged 

in this world, she presents a woman's world, a new exciting feminine world revealed 
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through a whole spectrum of woman. Caught up in this new and exciting world is a 

young male from the old world. In Antoinette's story Rhys shows how this man and 

this woman see each other and each other's world. 

  Through a complex interlocking of consciousness and an intricate but clear 

patterning, Rhys presents Antoinette's story and reveals her search for identity, place, 

meaning and purpose and through this search questions the assumptions about woman 

and about madness. Antoinette, as a storyteller within the walls of a room and in her 

consciousness, functions within Rhys's dramatic presentation in a limited but very 

explosive sphere.  

Antoinette's voice comments on the scenes on the screen of her mind. Within 

her consciousness many voices are heard. Her husband's is the dominant voice. Her 

mother's, Christophine's, her Aunt Cora's and Mr. Mason's are among the other 

important ones. Each voice contributes something specific toward the development of 

her story and helps to present a composite view of her life. 

The fourth chapter of the dissertation deals with narrative techniques. Rhys’s 

novels are intensely pessimistic and thickly painful. Rhys uses landscape as a tool to 

portray different aspect of cultural identity. Pairing of opposites is a motif used by 

Rhys to show apparent differences. The narrative structures are made of an alternation 

of states of consciousness including daydreams, memories and nightmares. 



Chapter Four 

Narrative Techniques 

In literature, writing style is the manner of expressing thought in language 

characteristic of an individual, period, school or nation. Beyond the essential elements of 

spelling, grammar and punctuation, writing style is the choice of words, sentence 

structure and paragraph structure, used to convey meaning effectively. It is the technique 

that an author uses in the writing. It varies from author to author, and depends upon one’s 

syntax, word choice and tone. The rules are about what a writer does; style is about how 

it does. While following the rules drawn from established English usage, a writer has 

great flexibility in how to express a concept. 

The point of good writing style is to express the message to the reader clearly and 

convincingly. The aim of the writer is to keep the reader attentive, engaged and 

interested. It also displays the writer’s personality, skills, knowledge or abilities. The 

novels of the nineteenth century were written at a time when there was confidence and 

stability in British society. But the twentieth century novels were influenced by the 

changes in beliefs and political ideas after the events of the First World War and the 

disappearance of the British Empire. 

Rhys’s style resembles those of experimental writers like James Joyce, Virginia 

Woolf, or Dorothy Richardson in their portrayal of individual consciousness and 

perception. Her treatment of words resembles the linguistic doubling of Gertrude Stein's 

poetry, often depending on sound and syntax for their meaning. The social isolation, 

faced by Rhys’s characters, seems to further emphasize a private, even schizophrenic, 
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vision. She developed her own unique forms of interior monologue and of a fragmented 

style that, to borrow Wallace Stevens' words, created “a violent order (in) disorder” (9).  

But Rhys’s writing goes beyond these more formal similarities to modernism to 

expose the violence that informs them. Violence smolders in Rhys’s fiction. The violence 

of poverty, sexual barter, social exclusion, and psychological splintering assaults her 

heroines. Because her heroines live in sexual and cultural exile, because of their with-

drawal from a world that degrades them in almost melodramatic series of events, Rhys's 

formal techniques outline the dimensions of a social world in often brutal transformation. 

Her novels expose the specific crisis-felt from the period of the First World War through 

the present-of the dissolution of moral values and traditions delineating the foreign from 

the ‘civilized’ and those separating private from public lives. 

The novels of Jean Rhys are marked by the fact that all the protagonists are 

woman put in circumstances that Rhys herself had to go through in her life. Helen Carr 

notes that “like many modernist writers, Rhys had used her life, in all its painful rawness, 

as the material from which she formed her fiction” (3). From the margins of the late 

nineteenth century English society and the mainstream literary world Rhys wrote as a 

woman who had the ills of being emotionally and economically dependent on a man, 

both within and without wedlock. Her protagonists know the pain of not belonging, of 

being left alone in a sea of selfish and unsympathising people and of belonging to a 

culture that is patriarchal. Rajni Walia observes that “Rhys’s work is modern in its 

sensitive portrayal of the loneliness of modern life, which has drawn into the vortex of 

the feminine self” (2). 
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Her protagonists keep warring against their existential predicaments and continue 

their desperate search for some meaning in life, and fail. Her novels are intensely 

pessimistic and thickly painful. All her women protagonists seem to be one woman 

during different stages of adjustment with self and society. Rhys’s also subverts the 

conservative roles of victim and victimizer and portrays both of them being assaulted by 

the powerful emotions that shape their perceptions as well as the resulting behaviour. The 

tragic tension in her novels is maintained not by virtue and vice but by the unconquerable 

dead seas of silence. The conventions of the society also add to this isolation of 

individuals from each other. 

Creole was the title that Jean Rhys gave to her writings about the West Indies. 

Creole can be used as a noun of both language and people. It is also used an adjective. It 

is used in the West Indies of people of European or African descent who are born and 

naturalized in the Caribbean. Rhys and her mother were Creoles. When the slaves were 

taken Africa, they were separated from people of their own area who spoke their 

language, to inhibit insurrection. When they arrived in the plantations they could not 

understand the language of their masters. In these circumstances, they learnt the language 

of their masters. 

  It is a marginal language for restricted communities. A Creole language develops 

when pidgin becomes the mother tongue of a community. For instance, Godfrey leaves 

out the verb when he says, “I too old now” (6). The omission of the inessentials creates 

an impression of vitality to speakers of the language that was the source of Creole, for 

instance when Christophine leaves out the verb and the preposition, “she pretty like pretty 

self” (6). Christophine’s omission inessentials makes her sound much more direct and 
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emphatic that English speakers, “Read and write I don’t know. Other things I know” 

(104). 

Wide Sargasso Sea was earlier called as Le Revenant, which means the ghost. 

Later Rhys chose to select the present title which has been taken after the name of a sea 

in the North Atlantic Ocean, between the West Indies and Azores, called Sargasso Sea. 

The title problematizes the issue of racial and gender biases which keep the two 

individuals in a state of mutual fear and suspicion thus negating any possibility of a 

healthy relationship between them. The title appears symbolic wide gulf separating the 

two cultures, as well as the parallel male and female perspectives and dichotomies, which 

receive the most extensive exploration through the Antoinette and Rochester relationship. 

Antoinette’s narration constitutes a considerable portion of the novel. It gives her 

own version of her courtship and marriage to Edward Rochester. Rhys chooses a 

peripheral character to narrate most of the novel. Antoinette’s initial social and 

psychological position is marginal, a West Indian Creole from a slave owning family. 

She is a child when emancipation frees the slaves and abolishes plantation culture. She 

neither belongs to the English fortune hunters, nor to the native population of ex-slaves. 

Antoinette’s mother, Annette offers her no support and the lonely child lives in fear. Only 

moral and emotional subject is Christophine who introduces her to Tia, a failed 

friendship. 

Landscape and its utilization are used to describe different aspects of the 

narrative. Ashcroft, Griffiths and Tiffin note that place and displacement are important 

concepts in the study of postcolonial literature. The emphasis is placed on “an effective 

identifying relationship between self and place” (8). Place, consequently landscape, is an 
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important element in the construction of one’s cultural identity. It helps to anchor one’s 

existence to a location, a home. Having a place to call home is an important building 

block in an individual’s practical identity. Being part of a society presumes a location 

specific to said society. Thus, cultural identity, as well as the sense of belonging, is 

intimately connected to the notion of place. Displacement is a concept related to removal 

from said place, or home. Ashcroft, Griffiths and Tiffin define displacement as a state 

where the “valid and active sense of self may have been eroded by dislocation” (9).  

In Wide Sargasso Sea, landscape is used as a tool for the portrayal of many 

different aspects of cultural identity as well as emotion. One such use of landscape and 

nature imagery in the novels is to portray nostalgia, which is also closely linked with the 

concept of displacement. Nostalgic feelings towards a place occur when one is removed 

from it, voluntarily or involuntarily. The use for landscape imagery is the development of 

an individual’s cultural identity. As a victim and dejected child Antoinette spends time 

with nature. Rhys sets her novel in a plantation area.  

Emancipation rejects the power exercised by English in Creole. For instance, 

Antoinette compares the garden to the “garden of Eden” before emancipation. The garden 

had changed and gone wild. The paths were overgrown and smell of dead flowers mixed 

with the fresh living smell. It reflects the life of Antoinette, as a subversive, she can’t 

pave the way of her own life. The impending danger in the future is mirrored in the initial 

pages of the novel. “I didn’t remember the place when it was prosperous” (6).  

The reality is harsh to Antoinette and the acceptance of reality is difficult. She 

says, “I went to bed early and slept at once” (6). Even the physical plan is better for her. 

In certain instances, Antoinette says: 
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And if the razor grass cut my legs and arms I would think ‘It’s better than 

the people.’ Black ants or red ones, tall nests swarming with white ants, 

rain that soaked me to the skin –once I saw the snake. All better than 

people. Better. Better, better than people. (12)  

Antoinette feels that the people around her are hostile towards her. She prefers to 

turn to landscape for comfort instead of turning to family members or friends.  Even at 

the house, the moss-covered softness of the garden wall was her place of safety:  

When I was safely home I sat close to the old wall at the end of the 

garden. It was covered with green moss soft as velvet and I never wanted 

to move again. Everything would be worse if I moved. (9)  

The same garden is where she hides and eavesdrops on the visitors who speak ill 

of her mother. 

Ashcroft sees the use of different senses in the depiction of landscape as a 

particularly postcolonial implement. He points out that the overpowering inclination 

towards the visual is a characteristic of the Western culture, and thus using different 

senses in the expression of their creativity, the postcolonial authors are able to 

differentiate themselves from their suppressors. Incorporating all five senses into the 

reading experience gives the texts a feel of otherness that is central to postcolonial 

writing. The use of these other senses can also be seen as a form of empowerment for the 

suppressed colonial subject; a prominent example of this can be found in part three of 

Wide Sargasso Sea, when Antoinette has been locked up in the attic of Thornfield Hall, 

and all she has left of her old life is a red dress. On this dress she can smell the scents of 

the Caribbean:   
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The scent that came from the dress was very faint at first, then it grew 

stronger. The smell of vetivert and frangipani, of cinnamon and dust and 

lime trees when they are flowering. The smell of the sun and the smell of 

the rain.  (120)   

Rochester has thus been able to remove Antoinette from her landscape, but he has 

not been able to take away the scent of the Caribbean, which is her one way of still 

clinging to the remnants of her old identity in the attic.    

Antoinette herself becomes aware of Rochester’s fascination. Antoinette chooses 

her physicality to use it as a method of expressing herself and reaching out to Rochester. 

Colour plays an important part to become a medium of expression for Antoinette. She is 

seen to be fascinated by the color Red. Red can be linked to female sensuality, passion, 

and emotion and it shows courage, danger and a sense of power within women. 

Antoinette has an obsession for the colour red as she thinks that it attracts the eyes of her 

husband Rochester, “I took the red dress down and put it against myself: ‘Does it make 

me look intemperate and unchaste?’ I said.” (121). The red dress has an adverse effect on 

Rochester’s mind as to him. It makes her look like a desperate woman who is 

apprehensive of the dangerous warning that comes with red as it is a sign of rebellion. 

 On the other hand, the colour white has a desirable effect in Rochester’s mind as 

it makes Antoinette look chaste and pure. White symbolizes virginity and chastity. The 

colour white arouses desire in Rochester. However, Antoinette has a different personality 

than that of what Rochester wants her to be. So she sticks to the colour red, which she 

believes makes her presence felt in a stronger way. 
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 Antoinette changes from the virginal bride wearing a white dress into the 

‘rejected scarlet woman’ in a red dress. It can be said that colours work as metaphor for 

Antoinette’s identity and individuality. It works as a form of expression for Antoinette. It 

exemplifies that Antoinette is independent as a woman and chooses to express herself in 

the way that is comfortable for her and suits her. 

Antoinette’s grasp of landscape is almost immediate and highly personal. In the 

section of part two that is narrated by Antoinette, she verbalizes this personal connection 

to the land: “The sky was dark blue through the dark green mango leaves, and I thought, 

‘This is my place and this is where I belong and this is where I wish to stay.’” (68). 

Antoinette feels that her home island is the only place where she can feel whole. The 

landscape is such a vital part of her identity. However, she foreshadows her imminent 

departure from that landscape:  

Then I thought, ‘What a beautiful tree, but it is too high up there for 

mangoes and it may never bear fruit,’ and I thought of lying alone in my 

bed with the soft silk cotton mattress and fine sheets, listening. (68) 

She identifies with the fruitless mango tree in her loneliness and foresees this same 

destiny to be in her future. The use of landscape helps to learn about Antoinette’s 

childhood, as she already has an intimate relationship with the surrounding nature 

growing up in Coulibri. In her childhood, Antoinette finds solace in nature when she feels 

the people in her life have turned against her. 

“Doubling” and pairing of opposites is a motif used by women writers of the 

twentieth century to deal with the themes of freedom and individuality. “Doubling” is 

used by them in a subversive way to write socially unacceptable feelings and behaviours. 
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The postcolonial writers use the technique for showing the permeability of the boundaries 

separating the colonizer and the colonized. They create characters which belong to the 

different genders, races or classes, show the apparent differences and then deconstruct the 

very differences to reveal the basic similarities beneath the surface. 

Rhys deconstructs the fixity of the boundaries separating the colonial or Creole 

“self” from the Creole or the colonized “other” respectively in Wide Sargasso Sea by 

creating texting doubles. It blurs those ideological, social, moral and psychological 

boundaries between people who are segregated by race, class and gender and whose 

identities are compartmentalized in rigid hierarchical structures. Doubling in Wide 

Sargasso Sea not only crosses the boundaries of stereotypical Victorian femininity but 

also that of gender and race. Antoinette is similar in many ways to Rochester and even to 

the servant of Tia.  

Wide Sargasso Sea stresses the opacity of the boundaries that separate a white 

English male form the Creole woman. When Edward sees Antoinette for the first time he 

associates her with natives who are mysterious and unmistakably other Rochester says of 

Antoinette, “Long, sad dark alien eyes. Creole of pure English descent she may be, but 

they are not English or European either” (67). Edward Rochester, who is proud of being 

English resists falling in love with his Creole wife whom he sees with suspicion. Edward 

Rochester empathizes and finds a response in his heart both for the wilderness of the 

island and Antoinette. Finally he rejects Antoinette saying: “Vain silly creature. Made for 

loving? Yes, but she’ll have no lover, for I don’t want her and she’ll see no other” (165).       

The double oppression that Antoinette undergoes relatively much evident within 

the context of the novel via several relationships that she develops such as her morbid 
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marriage to Mr. Rochester, her pathetic pursuit of relief from Christophine, and her 

hateful relation to Amelia, who would not obey Antoinette’s imperatives. Even the social 

space in which Annette and her daughter are fated to live in search of rich white English 

husbands is enough to recognize their restricted in-between status in the society.  The 

patriarchal subjugation that Antoinette experiences as a woman intensifies her repression, 

causing her to endure double othering of the society both as a woman and as a 

postcolonial subject. The triple oppression under which Antoinette tries to acknowledge 

her self-identity leads her to the final place of resolution, which is nothing less than a 

desirable madness.  

Antoinette's enactment of the slave metaphor insinuates a view of master-slave 

dynamics as more raw, natural, authentic, empowering, and erotically-charged than 

abstract, intellectualized liberal equality is. The fifth chapter is a summation of the 

aforesaid chapters. 

 

 

 



Chapter Five 

Summation 

Jean Rhys’s novels and short stories have been read in multiple ways from 

multiple cultural perspectives. She marks a crossroad of powerful literary forces: 

modernism, women’s writing, and emergent postcolonial literatures. Her work has gained 

accelerated attention and sparkling critical debates. Rhys’s colonial Caribbean 

background gives perspective, tone, and aesthetics. It shares a great deal with modernist 

styles and themes of homelessness and alienation attributes to modernism. It was shaped 

by the dislocation of empire and colonial migration. Her work helped to see the complex 

dynamics linking modernism and imperialism. 

Rhys portrays women’s experiences and female subjectivity. As a writer from 

Caribbean, Rhys‘s representation of the patriarchal and colonist social relationships 

anticipates a later generation of writers from Caribbean such as George Lamming, C.L.R. 

Lamis, Derek Walcott and Wilson Harris. Rhys’s legacies are most apparent in the 

contemporary woman writers from the Caribbean. Rhys achieves a feminine voice by 

writing her Caribbean experience. Rhys’s writing tended to emphasize that Rhys herself 

bears a strong resemblance to all her main characters and has undergone experiences 

similar to events chronicled in all her novels. 

Rhys tells her own story and in this respect she resembles many the twentieth 

century writers. She places marginal character at the centre of her fiction. Her 

protagonists are victims who are fully aware of their victimization. This awareness makes 

them self-conscious in their roles and thus alienated from the society. Rhys succeeds in 

the use of language, Wide Sargasso Sea employs lyricism, and it incorporates both beauty 
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and terror simultaneously. Rhys invents a language that expresses the form and content of 

consciousness. 

Rhys’s Wide Sargasso Sea lies between Rochester’s England and Antoinette 

Cosway’s Island, between the opposite categories of colonizer and colonized, between 

the world of capitalism and post-Emancipation West Indies and between privileged men 

and dependent women. Rhys blends the dialects and speaking voices and interweaves 

forms of discourse among various narrators. She crosses traditional boundaries of 

uniformity for voice and draws unexpected parallels. Several years after the publication 

of the novel, A. Alvarez declared in the New York Times Book Review that Jean Rhys 

was the best living English Novelist. Wide Sargasso Sea is a historical work written in 

the year 1966, but set in the early 1800s, which explores Victorian paternalism, racism 

and the complex social and political history of the West Indies. Rhys portrays the sexual 

exploitation and racialism, the heart of Western Civilization and literature. 

The first chapter is dealt with the origin of English literature which has changed 

from all over the past centuries and underwent many transformations, from the written 

old tales of Chaucer to the contemporary age. Throughout the centuries, the writers have 

shown their real face of society both its positive as well as negative aspects.  English 

literature has long tradition. It focuses on the literature of England and also includes 

writers from Scotland, Wales and the whole of Ireland, as well as literature in English 

from countries of former Britain Empire. The oral tradition was strong in early British 

culture. The earliest form of English was Anglo-Saxon or Old English period. Middle 

English began with the Norman Conquest.  Chaucer was the first great author famous for 
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his The Canterbury Tales. Modern English makes its way through Renaissance.   The 

Reformation inspired the production of vernacular liturgy.  

Elizabethan era saw a great flourishing in the field of literature. Jacobean 

literature began with the drama, including some of the Shakespeare’s greatest plays. The 

turbulent years of the mid-seventeenth century saw a flourishing of political literature in 

English. The growth of Puritanism established the controlling figure in the state. John 

Milton was the greatest product of Puritanism. Eighteenth century was the age of town 

life with its coffeehouses and clubs. In 1798, the publication of Lyrical Ballads illustrated 

a literary aesthetic. The romantic era was rich in other nonfictional prose. The Victorian 

era was the great age of the English novel. 

The twentieth century was dominated by a chain of events. The century saw the 

major shift in the way. The Interpretation of Dreams by Sigmund Freud in 1900, a new 

narrative technique “Stream of Consciousness”, and many avant-garde movements began 

in the twentieth century. The rise of 1960s feminism paved the way for many women 

writers. Women writers born in ex-colonies of the British Empire wrote to express the 

experience of colonization, such writers are Angela Carter and Jean Rhys. Angela Carter 

reworked fairy tales from feminist point of view. She was fascinated and disturbed by the 

impact of popular culture on gender politics. She stated the need for female 

resourcefulness and independence. 

Jean Rhys was born in Dominica, in a Windward Islands in 1890 to a Welsh 

doctor and a native-born Creole.  Her first stories were collected in The Left Bank in 

1927. Her final work is Wide Sargasso Sea in 1966, which brought her into limelight. 

The novel is narrated by Antoinette and Rochester. It has three settings: Antoinette’s 
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crumbling West Indian family estate, Coulibri; an unnamed honeymoon house on a 

different island; and finally the attic room. Rhys skillfully evokes the impulses of anger, 

trauma fear, mockery and suspicion. 

The second chapter justifies the racial hybridity in the novel which leads to 

identity crisis. It is one of the themes of postcolonial literature. Rhys’s protagonists know 

the pain of not belonging to a culture, of being left alone in a sea of selfish and 

unsympathising people. The tragic tension in the novel is maintained by the convention 

of the society and isolation of individuals. Women suffer the most from the identity 

crisis. The effects of patriarchy and the colonization play a significant role in augmenting 

identity crisis. The fragmentation of Antoinette’s identity and her identity crisis is corned 

with race and ethnicity.  

As a Creole, she suffered a confusion of identity and individual existence. Creole 

possesses the qualities of both white and black races and culture, and establishes a new 

domain called “third space”. As a result, she is caught in the middle between the purely 

white people and the black people without belonging to either race. Antoinette becomes 

the “other” who is unable to claim the identity of her own. 

The difference is found between Tia and Antoinette, as a black Tia enjoys the 

identity and the island as her homeland. Antoinette feels comfort with Tia, but Tia 

showed the false friendship and made Antoinette to realize that she is not like Tia. 

Antoinette’s struggle began in her childhood. She becomes a double outsider.  She makes 

her pathetic remarks about herself: “I wonder who I am and where is my country and 

where do I belong and why was I ever born at all” (56). She grows up with neither her 

mother’s help nor peer companionship. She marries an Englishman who is a 
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representative of both colonial and patriarchal systems.  She never fights her rights; 

instead she went submissive to him. Edward Rochester tries to eliminate her identity and 

prevent her from taking central decision in her life. Under the colonial hegemony of her 

husband who has an “othering” attitude, Antoinette becomes a slave figure and thus loses 

the identity. Throughout the novel, Antoinette is referred as the daughter of Annette, as 

the wife of Rochester or as Bertha. The imposed identities on her by the power holders 

make her submissive and passive. 

The third chapter is about the problem of freedom and the causes for her madness. 

Rhys is well known for her bringing issues related to the psychodynamics of women. Her 

works bring to the centre the voices of the marginalized women who struggle for survival 

in the men’s world. In Wide Sargasso Sea, Rhys focuses on the history of Antoinette. 

Antoinette’s long time struggle is to find her own voice. In her childhood, she doesn’t get 

any affection from her mother. Antoinette is interested in knowing her past. Annette tells 

her: “Why do you pester and bother me about these things that happened long ago?” (18). 

Antoinette is deprived of her past. Her rejection and alienation had their roots in the past 

that was closed to her.  

 The economic equality is apparent in the novel. Annette marries Mr. Mason after 

the death of her first husband. Annette is in the search of English protection and 

economic support. She uses her beauty to compete with other women. Antoinette found 

similarities with her mother; initially Rochester admired the beauty of Antoinette. The 

increasing economic dependency causes the tightening of control. This situation is tragic 

when it is conflicted with psychological awareness which results in the greater 

disorientation. 
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Madness is one such concept of greater disorientation. In colonial discourse, it is 

linked with the female sex and the colonized races. In Madness and Civilization, Michel 

Foucault depicts that madness is located in the society and culture rather in mind and 

body. In Antoinette’s case, her madness is not due to a disorder of her brain but as a 

result of patriarchal oppression. Antoinette is entirely dependent on her husband 

Rochester, but he fails her. She has been trapped in marriage. Her mental health starts 

degrading when she hears that Rochester is making love with Amelie, the black servant 

girl.  She fears that her childhood dejection would be repeated in the form of her 

husband’s behaviour. Rhys undermines the false assumptions about madness as a “female 

malady” and she shows Antoinette’s psychological ailment is due to the inevitable result 

of society. Finally, Antoinette imprisoned herself in the English manor. 

The fourth chapter is about writing style and techniques. Writing style is the 

manner of expressing thoughts in language, the characteristic of an individual, period, 

school or nation. Beyond the essential elements of spelling, grammar and punctuation, 

writing style is the choice of words, sentence structure and paragraph structure, used to 

convey the meaning effectively. The point of good writing style is to express the message 

to the reader clearly and convincingly. It also displays the writer’s personality, skills, 

knowledge or abilities. Modernist writers looked for new kinds of subject matter and new 

perspective on conventional ones.  

Wide Sargasso Sea is one such example. Twentieth century writers were 

interested in the unconscious mind and its power. They were aware of Freud’s work on 

the significance of dream. They experimented a new way to portray in which the interior 

life of their characters. The novels of Jean Rhys are marked by the fact that all the 
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protagonists are women put in circumstances that Rhys herself had to go through in her 

life. Her heroines live in sexual and cultural exile. 

The novel is narrated by Antoinette and Rochester. Wide Sargasso Sea is a 

sympathetic history of madwoman from her youth in West Indies until the moment when 

she takes her candle to fire Rochester. In Wide Sargasso Sea, Rhys demonstrates that 

giving voice to oppressed peoples is more complicated than merely conferring narrative 

authority upon speakers. Her characters cannot merely tell their stories and join in an 

established community of language. Because of the complex social system in which they 

live, no single dialect is sufficient to represent their complicated lives; they often speak in 

manners inconsistent with the expected linguistic markers of race, class, and gender.  

  Landscape and its utilization are used to describe different aspects of the 

narrative. Ashcroft, Griffiths and Tiffin note that place and displacement are important 

concepts in the study of postcolonial literature. Landscape is used as a tool for the 

portrayal of many different aspects of cultural identity as well as emotion. One such use 

of landscape and nature imagery in the novels is to portray nostalgia, which is also 

closely linked with the concept of displacement. Nostalgic feelings towards a place occur 

when one is removed from it, voluntarily or involuntarily. The use for landscape imagery 

is the development of an individual’s cultural identity. As a victim and dejected child 

Antoinette spends time with nature. Rhys sets her novel in a plantation area.  

Colour plays an important part to become a medium of expression for Antoinette. 

She is seen to be fascinated by the color Red. Red can be linked to female sensuality, 

passion, and emotion and it shows courage, danger and a sense of power within women. 

The colour white has a desirable effect in Rochester’s mind as it makes Antoinette look 
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chaste and pure. White symbolizes virginity and chastity. The colour white arouses desire 

in Rochester. “Doubling” and pairing of opposites is a motif used by women writers of 

the twentieth century to deal with the themes of freedom and individuality. The novel is 

set between privileged men and submissive women. 

The fifth chapter gives the overall view of four chapters in nutshell.  Wide 

Sargasso Sea articulates race and gender in the context of debate within feminist 

postcolonial studies. It exposes the conventional culture constructions through which 

Antoinette represents her racial oppression. The resistance is located in the complex 

interplay between strategies and subaltern practices. Contemporary critics tend to agree 

with Spivak’s reading that Wide Sargasso Sea provides with a sympathetic representation 

of White Creole alienation at the expense of Black Creole perspective.  

The novel’s evocation of colonial history consists of random and blunt references 

to place names, slavery and the Emancipation Act. The straightforward historical 

narrative is replaced by allusions. Antoinette comes to realize the pre-established views 

of her husband Edward Rochester. She says: “You are trying to make me into someone 

else, calling by another name” (65). Rhys creates space for woman and their experiences 

in her writing. Antoinette’s marriage with Rochester subverts her identity which is a 

result of the long imprisonment in the cold dingy attic room and is sensitively shown in 

the following lines in which she is not able to recognize her mirror image and longs for 

Christophine to give her some proof of her identity: 

I dropped the candle I was carrying and it caught the end of a table cloth 

and I saw flames shoot up. As I ran or perhaps floated or flew I called help 
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me Christophine help me and looking behind I saw that I had been helped. 

There was a wall of fire protecting me but it was too hot.  (123) 

Wide Sargasso Sea provides unique insight into the gradual deterioration of the 

human mind and spirit. On examining Antoinette and her mother Annette, the reader 

gains a new perspective of insanity. One realizes that these two women are mentally 

perturbed as a result of numerous external factors that are beyond their control. 

The cruelty of life and people drive Annette and her daughter to lunacy. Neither mother 

nor daughter has a genetic predisposition to madness, and their downfall is an inevitable 

result of the actions of those around them and the unbearable nature of their living 

situation. It captures the pathos of a society. 
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PREFACE 

 This project entitled Gender Hegemony and Marginalization in Mahesh 

Dattani’s Bravely Fought the Queen analyses the emotional, financial and sexual 

complexities of Indian urban family and deals with women as marginalized subjects 

who are oppressed sexually, socially and culturally. 

 The first chapter deals with a short biography of Mahesh Dattani discussing 

the general  characteristics  of   his  works  and   his  predominant  place  in  the  

realm  of Post-Colonial Indian Drama in English. 

 The second chapter deals with Dattani’s keen and acute insight into the 

struggle and position of marginalized women in a middle class household. 

 The third chapter consolidates the male world by stitching the various strands 

of masculinities that are existent in the Indian society. 

 The fourth chapter throws light on women in the Indian scenario who are 

stunted in terms of development of their independent identities through the symbol of 

bonsai. 

 The fifth chapter sums up all the highlighted aspects discussed in the 

preceeding chapters.  

 The researcher has followed the guidelines prescribed by MLA Handbook 

Seventh Edition for the preparation of the project. 



Chapter One 

Introduction 

 Drama, as a dynamic art form, is present in almost every society through the 

ages.  It is the most wide-ranging, the most polyphonic of all the arts, representing life 

as well as a way of seeing it. The drama of India has a universal history, originality, 

identity, longevity and a universal presence. It has a very distinct identity of its own 

specific aesthetics, artistic objective and creative methods, which are relevant even 

today. From the time of composition of Natyashastra (450 B.C) in India, it was the 

performance, which was of prominent importance rather than the written text. It is the 

reification of human action or performance and universalization of the hidden truths 

of the human situations. It enacts man’s relationship with man, which is fundamental 

to every social science. 

 The tradition of Indian English drama flourished amid the clouds of cultural 

diversities and linguistic variations. India is basically a land of rich cultural heritage 

having a glorious tradition of art, culture, drama, dance and performance. It was only 

during the British set up in India that the genre Indian drama written in English started 

getting popularity. Krishna Kriplani has attributed that the modern Indian drama 

“owed its flowering to foreign grafting” (40). 

 The Modern Indian Theatre inspired by urban traditions is predominantly 

influenced by western traditions with the persistent quest to seek an identity of its 

own. It had little to do with the tradition of classical Sanskrit drama. Even inside 

cultural milieu, it was the synthesis of the various traditions- the rural and traditional 

theatrical performance like Ramlila and Raslila, the religious performances like 

dances of Devdasis, the tradition of Puppet Plays and the tradition of Yatra Plays in 

Bengal. With the migration of English community and their urban settlements in 
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Calcutta, Madras and Bombay, Indian elitists started exposing western literature and 

drama. By the end of the nineteenth century, drama designed on the lines of western 

models began to be performed, catering the interest of the upper classes. Sacrificing 

the traditional classical and religious spirit, drama started its regeneration as a 

powerful political tool, an insidious attempt to subvert the existing oppressive 

political order. Besides political order, it also began to look inwards and exposed to 

the issues of social injustice and corruption within the greater Indian society. Along 

with native tradition, the western impact inspired, the dormant, critical impulse in the 

country to bring Indians face to face with new forms of life and literature and to open 

the way for a fruitful cross fertilization of ideas and forms of expression. The 

awareness of a new theatrical tradition inspired the creative efforts for translations and 

adaptations from Sanskrit and English drama. The cumulative effect of foreign 

influences, classical Sanskrit drama and Indian folk tradition prepared a ground for 

the making of a tradition of Indian English drama. Sri Aurobindo, Rabindranath 

Tagore and Harindranath Chattopadhyaya prepared a native tradition of Indian 

English drama and established it as an authentic mode of creative expressions. 

 Rabindranath Tagore with his poetic impulse and speculative insight carved 

out a new passage of the tradition of Indian English drama. The central issues 

presented in his plays are philosophy, humanitarian sensibility, protest for the 

violation of ethical values, propaganda against oppression, concern for injustice in 

social and political fields and uncompromising idealism of human relationship. His 

plays Muktadhara (1922) and Red Oleanders (1925) have universally been acclaimed 

as the plays of protest against political oppression and the merciless exploitation of 

the resources of earth. Natir Puja (1932) and Chandalika (1938) are powerful social 

tragedies representing the voice of subalterns. Tagore’s dramatic art in spite of wide 
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variety, easy sweep of thought, poetic cadence, profundity of thought, has been a 

subject of hostile criticism for its lack of theatrical effectiveness. In spite of certain 

objections, the fact is to acknowledge that without the dramatic achievements of 

Tagore, there would have been no independent native tradition of Indian English 

drama. He set the direction of theatrical tradition rooted in Indian life and Indian 

ethos. R. K. Ramaswami finds a depth and gravity of purpose in his dramatic art, “… 

more than anything else, he has shown the way both in respect of ideas as well as of 

methods, by which the soul of Indian could be realized and revealed in the realm of 

dramatic creation and representation” (25). 

 Harindranath Chattopadyaya also enriched the tradition of Indian drama. He 

started his dramatic career with Abu Hassan in 1918. In The Window and Parrots 

(1937), he dramatizes the lives of poor. Harindranath skillfully assimilates the art of 

symbolism with realism. However, Chattopadhyaya failed to emerge as a strong 

voice. His philosophical perceptions and poetic creed became hurdle in the way of 

fine living characters and strong dramatic situations. The contribution of these three 

eminent Bengali writers- Aurobindo, Tagore and Chattopadhyaya, established the 

tradition of Indian English drama but they failed to explore new horizons in Bengali 

Theatre. 

 Up to post-independent era, drama in English in Indian soil could not flourish 

as a major current of creative expression. The dramatists were not successful to 

evolve an independent dramatic convention to suit Indian climate. In spite of regular 

dramatic performances, drama was monopolized by Indian regional languages. The 

tradition of poetic and philosophic drama started by Tagore and Aurobindo, was 

subsequently shaped in the hands of G.V. Desani, Lakhan Deb and Pritish Nandy. 
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 In the post-independence dramatic scene, Asif Currimbhoy emerged as the 

most potent force to enrich the tradition of Indian English drama. He produced nearly 

about thirty plays on the variety of themes related with Indian life and culture. He 

made an amazing dramatic representation of the issues like history, current Indian 

politics, socio-economic problems, religious controversy, philosophy, art and 

psychological problems. Currimbhoy developed the practice of producing 

documentary evidences of events instead of exposing the dramatic conflict of the 

ideologies hidden in them. Whenever he presents free rein to his imagination, his 

dramatic art falls into crude and contrived symbolism. Currimbhoy’s dramatic art has 

been a subject of criticism for the lack of structured plot, embellished language and 

balanced characterization. 

 Pratap Sharma expanded the horizon of Indian English drama by exposing the 

theme of sex in his two plays: The Professor Has a War Cry (1970) and A Touch of 

Brightness (1970). In A Touch of Brightness, he exposes the atmosphere of Red Light 

District in Bombay. In spite of the novelty of the subject, it was condemned for 

sensational superficialities to feed the passion of western audience. It is a dramatic 

rendering of an innocent temple dancer who was sexually harassed by a fake Sadhu. 

In The Professor Has a War Cry, he dramatizes the mental insecurity of a young man 

who is a Kathakali dancer. The revelation of the horror of his own life that he is an 

illegitimate child of a mother, raped by a Muslim and English man, he lost control 

over himself. He resolutes to avenge the injustice done to his mother by his unknown 

father who was a professor. Pratap Sharma presents strong dramatic situations 

appropriate to produce the tragedy of permanent impressions. He is widely 

appreciated for his keen sense of situation and effective dialogues in his dramas.  
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 Contemporary Indian drama, deviating from classical and European models, is 

experimental and innovative in terms of thematic and technical qualities. It is not an 

offspring of any specific tradition. It has laid the foundation of a distinctive tradition 

in the history of World drama by reinvestigating history, legend, myth, religion and 

folk-lore with the context to contemporary socio-political issues. A cumulative 

theatrical tradition evolved by Mohan Rakesh, Badal Sicar, Vijay Tendulkar and 

Girish Karnad, prepared the background of contemporary Indian English theatre. 

 The Post Modern era brings advancement in the fields of drama as it 

introduces new changes in the Indian English drama which adds more dimensions to 

it. The new writers came up with a fresh and different approach towards life as well 

as theatre. R. K. Dhawan states: “Very recently Indian English drama has shot into 

prominence. Younger writers like Mahesh Dattani and Manjula Padmanabhan have 

infused life into this branch of writing” (10). 

 In the theatrical  scenario of contemporary India, it is seen that both men  and 

women  playwrights  have  taken  important  initiatives  by  representing  the  crimes 

committed against women through their literary works. This conscious awareness as 

to the injustices done to women is evident in the writings of male playwrights like 

Vijay Tendulkar, Girish Kamad, and Mahesh Dattani to name a few.     

 Girish Karnad belongs to the first generation of post-independence Indian 

dramatist group. His plays are not typical realistic representations, but writer like 

Karnad often thrives on a pre-colonial past. In the capacity of a writer, director, and 

actor, he substantially contributed to enrich the tradition of Indian English theatre. 

His major plays are derived from Indian history, legend and folklore. His well-

known plays are Yayati (1961), Tuglaq (1962), Hayvadana (1970), Nagamandala 

(1972). He borrowed his plots from history, mythology and old legends but with 
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intricate symbolism, he tried to establish their relevance in contemporary socio-

political conditions. He thus invents a structure in which the use of folk conventions 

is ironic and reflective as well as practical and natural. 

 Vijay Tendulkar’s plays have given Indian theatre a rich and challenging 

repertoire. In association with Girish Karnad, he changed the dramatic tradition of 

well made plays consisting of three acts. He set the stage for a new tradition by 

mingling expressionistic technique of dramatic art with the framework of naturalistic 

play. From the very first play Grihasth (1955) to Safar (1992); his plays have given 

Indian theatre a rich and challenging repertoire. Death and violence are the recurring 

themes in the closed, claustrophobic interiors of Tendulkar’s naturalistic plays. A 

diseased and dying social order, where men are prepared to descend to any level to 

further their ambitions, is symbolized in his play Vultures (1970). In Silence! The 

Court is in Session (1978), the theme of the mock trail is that of infanticide and it ends 

with the threatened abortion of Leela Benare’s foetus by Kashikar’s verdict. The 

thematic concerns in Tendulkar’s plays are based on a broad canvas of social, 

psychological, political, physiological, economical and psychosexual issues in 

contemporary times. And violence is often a strong leit motif his plays. The plays 

Chimanicha Ghar Hote Menache (1960), Kaljanchi Shalai (1968), Ek Halti Mulgi 

(1967) reflects Tendulkar’s concern with authority and the idea of exploitation of 

individual. He presents a fictional reality in which the reality of life acquires sharp 

focused characters having rare dramatic power. Most of his major plays have 

translated and performed in Hindi and other regional languages. In 1971, he was 

honoured with Natak Akademi Award for his contribution in the realm of Indian 

drama. 
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 Badal Sicar too is a prestigious name in the realm of contemporary theatre. He 

used stage to represent the existential attitude of modern life. Popularly known as 

‘barefoot playwright’, he represents New Theatrical Movement in India. He has 

created an appropriate ‘people’s theatre’, a theatre supported and created by people. 

It aims at bringing new awareness on socio-economic issues. He adopted theater as a 

mode of social change. His earlier plays Evan Inderjit (1962), That Other History 

(1964) and There’s No End (1971) are based on political, social, psychological and 

existential problems. His purpose was to present concrete truths about what is 

happening in the villages at grassroots levels. With his unconventional approach, he 

made Indian theatre free from the burden of monotonous things. He has not only 

broken the dichotomy between the actors and audience but reduced the drama to its 

barest by dispensing with conventional story, plot, characters and dialogue.  

 Mohan Rakesh perceived drama as a complex art involving the uniform 

contribution of actors, scenic effects, lights and music and effective stage direction. 

He was a dramatist who essentially wrote in Hindi and later his plays were translated 

into English. As a playwright, his main concern was to portray the crisis of 

contemporary man caught in the web of uncongenial surroundings and the persistent 

threat to human beings. Mohan Rakesh perceived drama as a complex art involving 

the uniform contribution of actors, scenic effects, light and music, and effective stage 

direction. He felt the need for reorganizing the conventional theatre, because theater 

should record the experience of the real relationship. In Laharon Ke Rajhans (1963), 

he reflects on the problem of relations between man and women, ego clashes, divided 

self and ongoing illusions and nothingness. His protagonists are alienated and are 

aware of their lives as having been maimed, blighted and devoid of the very springs of 

life. 
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 Besides, women dramatists also tried to enrich the soil of Indian drama by 

projecting the inner world of feminine psyche in the theatre. They expressed their 

resentment against the politics of exploitation on the basis of gender discrimination. 

The issues like subjugation of women, the horrors of dowry deaths, female 

infanticide, and violence against women, identity crisis and prostitution have 

successfully been presented through dramatic performance.  

 Manjula Padmanabhan is the first Indian to earn international fame with her 

Harvest (1998), a futuristic play that deals with the exploitation of human body in 21st 

century. Padmanabhan projects a dehumanized, terrifying world in which mothers sell 

their sons for the price of rice. Manjula Padmanabhan’s play Lights Out (2000) deals 

with the issue of collective sexual violence (gang rape) and people’s indifference 

towards the victim, based on a real incident that took place in Santa Cruz, Bombay in 

1982. The play is resonant with sexual violence perpetrated on women by a group of 

four people at regular intervals, and records the reaction of a small group of upper-

middle class people towards that gang rape. With the help of fictional characters, who 

are representative of a stereotyped upper-middle class mentality, Padmanabhan has 

drawn our attention to the bitter reality about women's lives in contemporary society 

and also people’s apathy towards it, and moral callousness that breeds violence 

against women. 

 An equally important name among Indian English women dramatist is 

Mahasweta Devi, the Bengali writer and activist. Her important works are Aajir 

(1986) and Water (1972) and in them the most recurrent themes surrounds the 

subalterns for their basic rights. All her plays express the playwright’s deep concern 

for the untouchables who are denied for their fundamental rights. These women 
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playwrights have something distinct to offer to the audience. They have given new 

dimensions by infusing new type into this genre. 

 However, Indian English drama remained very weak in comparison to Indian 

English fiction and poetry. The reason for this conspicuous paucity is obvious enough. 

First of all, writing plays happens to be generally more difficult than writing fiction. 

Then, the writing play in English is more difficult than writing plays in regional 

languages. Even if the plays are written in English, the chances of performance of 

such plays are very rare in the Indian context. Also if the performances of such plays 

are arranged, the response of the audiences is restricted to the intellectual class. 

Secondly, if Indian drama in English is still in its infancy, the publication of plays is 

even more so. Publishers will take plays seriously only if they have been produced, 

but producers will touch plays only if they are commercially viable. And this leads to 

the unsuccessfulness of the “living theatres” in our country. Owing to the spectacular 

success of Indian English fiction, drama in English remains a lesser genre and did not 

find its true voice until the  

arrival of Mahesh Dattani.                                                                                                  

 Dattani is taken to be the true successor of all these playwrights and 

responsible for the revolutionary progression of English drama. He emerges as a 

compelling playwright who projects the postcolonial dichotomy at various levels. He 

keeps women at the centre of his dramatic world and may be called avant-garde 

feminist. He was greatly influenced by Tennessee Williams, Arthur Miller and 

Madhurye.  

 Dattani is a versatile genius: a director, actor, playwright, dancer, and 

choreographer. He started his theatre activity, writing plays and directing them after 

1980s. The literature of 1980s and 90s focused on the issues like male hegemony, 
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suppression of women, gender bias, and violence on women, Indian patriarchal 

family system, joint family, and marginalization of women, problems of eunuchs 

(hijras), plight of homosexuals, lesbians, and socio-political problems of urban-

metropolitain Indian. 

 Dattani who has been acknowledged as a ‘playwright of stature’ has given a 

new direction to Indian English drama. He has written more than eighteen plays 

which are different in themes, tone and treatment. He received the prestigious 

Shaitya Akademi Award for his contribution to Indian drama in 1988. His plays 

deals with serious and sensitive issues like communalism, homosexuality, female 

infanticide, domestic abuse, child sexual abuse, conditions of eunuchs in Indian 

society. In Collected Plays, Dattani says: 

  I  am  certain  that  my  plays are  a  true reflection of my time, place 

  and socio  economic background. I  am  hugely excited  and curious to 

  know  what   the  future  holds   for   me   and   my   art  in the new 

  millennium  in  a  country  that  has  a  myriad  challenges  to  face  

  politically,  socially, artistically and culturally (5). 

 Dattani with a huge bulk of drama appeared on the literary scene as the most 

potent force to mould and modify the established conventions of dramatic art. He set 

the direction of New Drama. He expanded the horizon of Indian drama by including 

radical themes like homosexuality, gender issues, the new dynamics of man and 

woman relationship, the persistently growing frustration and nothingness in the 

middle class life and tradition. He holds a mirror to the changing social scenario of 

India. 

 The dramatic canvas of Dattani is coloured with real life conditions and the 

livid experiences related with urban cosmopolitan and middle class Indians. In 
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Where There’s a Will (1986), he explores the dichotomy between male and female 

roles within the archetype of family managed by male members. The play Tara 

(1995), in the background of the conflict of familial relationship, he shares the 

anguish of gender discrimination in society. 

 Dattani, in his play, Seven Steps Around the Fire (2013), takes up the issue of 

the eunuchs. He enters into a no man’s land. The subject matter is discussed with 

compassion, untouched by other Indian Writers. This play is a study of the 

marginalized community in India, its suppression, and feminism. It deals with a 

wealthy man’s love to a beautiful hijra and the consequent murder. In the course of 

the investigation, the dramatist, through the character of Uma Rao, a Sociologist 

Research Scholar, presents the voice of a woman for the identity and freedom of the 

eunuchs. Dattani establishes women at the centre of his dramatic world. His portrayal 

of lead character clearly suggests the role of education as a liberator of women from 

male hegemony. 

 The play Do the Needful (2013) is an argument on the issues of gender and 

alternate sexuality. In the play Dance Like a Man (2014), Dattani expresses his 

resentment for close fisted gender roles in the conventional social framework where 

passion of an artist is quashed against the restrictions imposed on individual 

according to their gender roles. 

 Dattani's representation of oppression as a theme is stronger and louder when 

it comes to his depiction of women. His plays dramatize largely the issue of gender 

discrimination and female oppression by patriarchy. In handling woman as the 

marginalized subject, he explores a wider area of oppression - sexual, social and 

cultural. Dattani’s Thirty Days in September (2013) is a family play which deals with 

sexual guilt and obsession. The play depicts the plight of Mala and her mother 
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Shanta who were exploited physically by Mala’s uncle in her infancy. The girl 

becomes physically vulnerable to the company of men for sexual gratification. The 

play analyzes the dilemma of the girl as she grows up; it shows how incestuous 

relationship ruins the lives of girls at the tender age. Sonal in Where There is a Will 

is oppressed by her demanding husband who verbally abuses her; Tara in Tara is 

discriminated by her own family, due to which she is doomed to be lame.  

 The play, Bravely Fought the Queen (2003) is set around an Indian family in 

which the male authority is represented by two sons Jitin and Nitin, the co-partners 

of an advertising agency. Baa is a widowed old woman who is still haunted by the 

violence inflicted on her by her late husband; Alka is a woman frapped in a marriage 

where her husband is a homosexual; and Dolly is physically abused by her husband 

almost on a daily basis. The claustrophobia of domesticity and confined space is 

apparent through their Dolly and Alka, the two sisters married to two brothers. This 

play is a dramatic representation of the emptiness and shame in the lives of its 

cloistered women and self-indulged cloistered men lost in the web of terrible secrets, 

deception and hypocrisy. The play aims at tearing the veil of the filthy realities and 

gruesome truths those lie behind the presence of conservative Indian morality. 

Besides the issues of gender and sexual, identity, Dattani also exhibits his concern 

for sexual abuse, alcoholism, adultery and homosexuality. The playwright explores 

the dark area and the silent sufferings of females with an insight and human concern. 

 Mahesh Dattani with originality of vision, fearless conviction, awareness of 

the predicament of human destiny and a remarkable innovative conception of the 

chemistry of stage and audience, has given a new direction to the current of Indian 

theatre. In Dattani’s dramatic world, drama instead of being an expression of art has 

become a realization of life and it is a preface to the tradition of popular Indian 
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theatre. For such a comprehensiveness, balance and unconventional conception of 

drama, the International Herald Tribune praised him as, “one of India’s best and most 

serious contemporary playwrights writing in India” (Sharma 3). 

 

 

 

 

 



Chapter Two 

Struggle of the Marginalized Gender 

 Gender identity is one of the prominent themes of contemporary Indian Writing 

in English. Until late 1990s, the marginality of the sexual minority remained an area 

unexplored. With the advent of Mahesh Dattani, this hidden Indian society that is 

controlled by the sexual minority stands exposed with its ugly faces of gender 

hegemony and discrimination. 

 Mahesh Dattani’s plays are the mirror of contemporary Indian Society. They 

discussed the undercurrent of social life. The play, Bravely Fought the Queen, has a 

multi-layered thematic technique. It portrays the complexity in the husband - wife 

relationship, mother - daughter relationship and mother - son relationship. It deals with 

three generations and reflects the inhuman treatment meted out to women of these three 

generations.  

  The playwright has divided the play in three acts with titles for each. Act I 

entitled The Women deals with the women characters in the play which are Baa, a widow 

woman and the mother of Jiten and Nitin; Dolly, wife of Jiten;  Alka, wife of Nitin;  

Daksha, daughter of Dolly and Jiten;  Lalita, wife of Sridhar, an employee in Nitin and 

Jiten’s office. Act II entitled as The Men is dominated by men characters of the play as 

Jiten, Baa’s elder son; Nitin, Baa’s younger son; Sridhar, an employee in Jiten and 

Nitin’s office and Praful, brother of Dolly and Alka. Act III titled as Free to All is the 

combination of the activities of the men and women characters. 

 The play deals with three couples, Dolly and Nitin, Alka and Jiten and Lalitha 

and Sridhar, each existing in a hierarchical relation with others. The play centres on 

Trivedi family with their two brothers Jiten and Nitin and their wives Dolly and Alka. 

Both the brothers are genetically right descendants of their tyrannical father who always 



15 
 

tortured their mother physically causing deep hatred in Baa. Jiten, the elder son 

exercises control over the family as son, brother and husband. He is sadistically 

aggressive and kicks her wife brutally even in her pregnancy. In the same way the 

younger son Nitin subjects his wife to psychological torture by inflicting sexual 

deprivation. 

 Dattani’s presentation of women in a fractured social space that constantly shifts 

them to a patriarchal space of control is interesting. His keen and astute insight into the 

position of women in a middle class domestic household as ‘marginal’ is worthy of 

appreciation. Bravely Fought the Queen presents the ways in which exploitation is now 

couched in terms of culture and refinement. Act one begins as a comedy of manners, in 

a hypocritical illusory surface of the mask, on a fashionable but ill-maintained living 

room of Jiten and Dolly. Dolly is locked in a loveless marriage with an uncaring 

husband. In this Act the focus is on Dolly who sits filling her nails abstractedly and 

having a mud mask, a symbol of pretence and falsity, on the face. Alka, her sister, 

enters with full make-up and sari – a preparation for going out for the evening with her 

husband Nitin, for which Dolly is also getting ready. This is a projection of image of 

housewives in a stereotypical manner. 

 The action starts with the arrival of an unexpected visitor, Lalitha, who says that 

she had been asked by Jiten Trivedi, the boss of her husband Sirdhar, to meet Dolly that 

very evening to discuss the masked ball where “everyone will be in costumes! And will 

have masks on!” (8), to be held as an event-launch for ReVaTee, a new range of 

coloured coordinated nightwear and underwear of women. This again is a symbolic 

representation of society where everyone will be in costumes and masks to live in the 

forced harmony of stereotypical societical ideologies. And with this revelation, the 
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unusual change of plan is introduced that the dinner is called off is announced by 

Lalitha.  

 When the play begins, Dolly and Alka are dressing for a party. There is no 

matter of their own wish. They are preparing because their husbands want them to go 

with them. After sometime, the plan of going out is cancelled by the husbands without 

asking the consent of their wives. Jiten, Dolly’s husband even don’t tell her directly 

about the cancellation of going out. She comes to know about it through Alka, her sister 

and she reacts, “He never told me! He never told me anything!” (22). As Michael 

Walling puts it in Collected Play:  

  This is a play about performance; and uses the theatre to demonstrate 

  how,  in  a  world  of  hypocrisy,  acting  becomes  a  way  of  life.  

  Paradoxically, it is only by the overt performance of the theatre that 

  such acting can be exposed for what it is. (230) 

 With this revelation, the whole act of becoming suitable for the role of a wife is 

ridiculed by Dattani, and the dark secrets under the surface level begin to be unfolded, 

even after the continual negation of revealing her personal tragedy by Dolly as she 

wants to fit in the social identity given to her which keeps her to be always masked.  

  LALITHA. Afraid? 

  DOLLY. Afraid I would crack my mask. (4) 

 But Dolly could not prevent the cracking of mask of happiness and harmony that 

social order ensures for patriarchy to continue for a long time as like other women she 

also used to be afraid of her husband, afraid of being tortured by him.  

 Being neglected by her husband Jiten, Dolly tries to fulfill her desire for love 

and care by a secret lover in Kanhaiya. Kanhaiya (who may be illusory or real) is a 

nineteen year old grandson of a friend of the vacationing cook who stays in the 
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servant’s quarters outside the house and who comes for clandestine trysts in the kitchen. 

She is taught to bear up every humiliation, torture, and exploitation within the four 

walls of her house away from public gaze. The most tragic thing in her life is her own 

daughter Daksha, who delivers prematurely, beaten by her brutal husband when she was 

in her advanced stage of pregnancy.  

 Dolly is a meek and pale character; she is the victim of patriarchy. She has to 

suffer at the hands of her husband. Her husband, Jiten resembles his father. Such cold-

blooded beating of Dolly in pregnancy period results in the deformed birth of her 

daughter, Daksha. She does not want to tell the reality of Daksha to anyone and says 

she is under training of a dancer. That’s why she talks very little to anyone to hide the 

reality of Daksha. Alka complains to her this nature, “At parties, you just sit in a corner 

sipping your lime juice and speak when spoke to. You refuse to mix, you refuse to be 

interesting. You are just not . . . an interested party. That’s why they don’t take us out 

more often” (20). The real plight of Dolly is revealed by Alka in the play, “Having 

leach for a husband. A saint for a brother and a leach for a husband” (83). Her husband 

has no time for her. Her loneliness is revealed by Alka, “Poor Dolly, sitting by herself, 

looking pretty and . . . wastes. With only a half-dead mother-in-law for company” (35-

36). In her loneliness, Dolly takes interest in listening Naina Devi’s thumari. She also 

creates an imaginary character, Kanahiya as her lover. Alka gives Dolly two options on 

which they can talk before Lalita, one is Kanahiya and the other is Daksha. Dolly 

prefers to talk about Kanahiya.  But the story of Kanahiya told by Dolly and Alka to 

Lalita was not the real truth. Dolly herself says, “She knows about Kanhaiya. That’s all. 

So let’s keep it that way. . . The half-truth and nothing but the half truth” (74).         

 All the characters of the play are very lively and true to life. All the three 

women in the play, Baa, Dolly and Alka suffer in their own ways. Baa is a widow 
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woman and the mother of Jitin and Nitin. Her husband was of dominating nature.        

L. Amritashwori Devi writes in “Women as Victims in Mahesh Dattani’s Bravely 

Fought the Queen”, “Baa's husband was a dominating and violent man who had not 

only prevented her from singing but also used to beat her up again and again. He also 

ill-treated their sons. His nature towards Baa and their sons was so rude and brutal that 

she becomes affected even after the death of her husband whenever she recalls him of 

making her unable to live in the present” (190). Baa met him before her marriage and 

came to know about his dominating nature, “You want me to sing only for you? I will 

sing for everyone! Why are you so angry” (69). Baa was ill-treated by her husband in 

her youthful days. Her husband was a very brute. She had to face humiliation physically 

as well as psychologically at his hands. But an Indian woman does not want to reveal 

her miserable plight to everyone. That’s why when Baa’s husband beats her, she cries 

not to hit on the face, “Hit me again. The children should see what a demon you are. 

Aah! Jitu! Nitin! Are you watching? See your father! No! No! Not on the face. I beg 

you. I beg you! Hit me but not on . . . aaaah!” (57). Face is a mirror which presents the 

miseries of a person very clearly. But a woman wants to cover her misery and does not 

want to reveal it to everyone.  

 Sujata Sen in Gender Studies says, “Women tolerate all the torture silently 

keeping it all within themselves in order to keep the family fabric and prestige intact” 

(101). Baa suffers from the disloyalty of her husband. He abandons her in favour of 

another woman. The old Baa unknowingly married an already married man. Her 

husband, after giving birth to three children, deserted her to live with his former wife. 

Thus, she is the victim of man‘s debauchery. She was thus left alone to defend for 

herself and her three children. The Indian society is unnecessarily cruel to such lonely 

women. She must have faced many problems in bringing up and educating her children. 
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 Alka, the wife of Nitin is the victim of patriarchal society. Alka, the younger 

daughter-in-law has her own cross to bear; her husband has a homosexual relationship 

with her own brother, Praful, who has planned this marriage to carry on this 

relationship, right in the house and outside the house. First, she suffers at the hands of 

her brother, Praful and then her husband and mother-in-law. Praful is very cruel to her. 

Once, when she comes back home from school on a neighbour boy’s scooter, for that 

Praful burns her hair on the stove, “He lit the stove and pushed my face in front of it! I 

thought he was going to burn my face! He burnt my hair. I can still smell my hair on 

fire” (32).  Here the pity is she is not realizing the fact that she is being tortured. She is 

more concerned about her face. Face is an identity of both Baa and Alka. Her husband 

has homosexual relations with her brother Praful even before his marriage to her. In this 

way, her life is devoid of any love. She dilutes herself in wine to get rid of her 

loneliness. She remains in intoxication all the time. In this state, once at the dinner time, 

Baa insulted Alka’s family before Praful, at this she remarks, “Your sons are so 

different from one another. They are both petty like you, but otherwise… Do they have 

different fathers” (31). She has been thrown out from the house by her husband for 

these remarks. 

 Linda L. Lindsey in Gender Roles: A Sociological Perspective says, “Husband 

and male kin literally held the power of life and death over women” (106). After this 

incident Dolly tells Alka , “For three months I was in agony after your husband threw 

you out. Praful came twice begging and pleading with Nitin to take you back” (31). 

Alka‘s husband is gay and maintained a relationship with her own brother Praful. Thus, 

Alka, who longs for her brother‘s acceptance for herself, silently suffers her fruitless 

marriage with Nitin. 
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 The challenge for the characters in the first act is to carve individual spaces out 

of their oppression and live lives of their own. Alka and Dolly represent modern women 

with all the symbols of modernity but are subjugated to mere non entities in the four 

walls of their house. They have their own imaginary world which is completely isolated 

from the world of men. 

 Germaine Greer in The Whole Woman comments on the women of Indian 

families: 

  Women  are  afraid  of  man. Women can  be  routinely  insulted  and 

  humiliated for years on end, repeatedly raped and sexually abused and 

  yet  keep  silence,  made  to endure a life of kicks and blows from a 

  husband, because they are afraid. They endure unending agonies because 

  they  have  been made to believe that if they run away, they will be 

  followed and much worse will be done to them and to their children. The 

  beaten women does not call the police because she knows that sooner or 

  later, once the police have finished with the  man who is oppressing her, 

  he will return and do something unimaginably worse than any of the 

  abominable things he has already done. The woman paralyzed by the 

  terror exists in her own mind as well as that of her abuses to be abused. 

  She can see no way out, no possible rescue, because fear has blinded her. 

  (272) 

 The first act remains focus on the home-confined identity of women. In the 

second act there is a fine exposition of the world of men representing the outer space of 

the business world and third act lays bare characters and their two worlds. The fissure 

between conventional and modern cultures having thrown up a new social landscape, 

the play races towards a brave culmination, laying bare the gruesome truth that lie 
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behind the pretence of conservative Indian morality. The play concerns itself with 

question of gender, sexuality, alternate sexuality and identity, although the approach is 

perhaps secondary to the more open themes of gender differences and the rupture 

between the male and female world. While the main setting of the play is the politics of 

the Indian joint family, it constantly point at the division of and the dominance of the 

one over the other.  

         Daksha, the third generation of the Trivedi family, is also the victim of patriarchy. 

Her mother, Dolly was kicked by her husband in her pregnancy. The result of it is the 

premature birth of Daksha with a deformed body. Her father even does not mention her 

name before anyone. Dolly is shocked as Jiten has not mention Daksh before Lalita and 

says to herself, “He doesn’t mention Daksha, but he mentions my tailoring” (10). Dolly 

even does not want to mention her daughter to anyone. In the words of Alka, “She 

hardly ever mentions her daughter to anyone. . . She does not tell anyone that her 

daughter is training to be a dancer! She is going to be a famous dancer, isn’t she?” (34). 

Even Alka’s description of Daksha is also incorrect, actually Daksha is under 

physiotherapy.  

         Dolly and Alka’s mother is the greatest victim of patriarchy. Their mother has 

three children: two daughters, Dolly and Alka and a son, Praful. Her husband is already 

a married man having four children. He deceived her for not telling her about his first 

wife and later left her and started living with his former wife.  Dolly comes to know 

about it later, in the words of Dolly, “My mother didn’t even know about his first wife 

till later. She was deceived too!” (96). But in Indian society, nobody blames that man 

but only the woman. She has to suffer twice firstly at the hands of such husband and 

then at the hands of the society. In this play also, Baa does not say a single word for 
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Dolly and Alka’s father who has deceived their mother but calls their mother a whore. 

A woman even can’t understand the problem of a woman.  

 The past of a person affects his life badly. But when it is the past of a women if 

affects her more than a man. This is the case with Dolly and Alka. Their father was not 

living with their mother. He lived with her former wife and four children. At the time of 

their marriage, Praful, their brother, told their in-laws that their father was dead. But 

after their marriage, Baa came to know about the reality of their father through a letter 

from her cousin in Ahmadabad. She insulted Dolly and Alka by calling them the 

daughter of a mistress or a keep. In the words of Baa, “Your mother is a keep . . . a 

mistress! My sons have married the daughters of a whore!” (96). Dolly has to pay a 

great price for the revelation of this past. Baa even tells Jitin, “Throw out her as well. 

Whore!” (96). Baa instigates Jiten to beat Dolly who was even pregnant at that time and 

the result of it was the immature birth of Daksha. L. Amritashweri Devi points out 

about Dolly in “Women as Victims in Mahesh Dattani’s Bravely Fought the Queen”, 

“So, she suffers not for her own fault but for Praful’s. She suffers because she is a 

woman. The husband who himself is a cheater and is disloyal to his wife and who 

enjoys with whores can not bear his wife's being a whore, that too is only imposed on 

her by the society” (193).  But it is not easy for a man to accept his mistake. He always 

tries to make responsible for that to a woman. Jiten does the same, he makes responsible 

to Baa for his beating Dolly. But Dolly does not accept it easily and says, “They were 

your hands hitting me! Your feet kicking me! It’s in your blood! It’s in your blood to do 

bad!” (97). Alka is thrown out from the house by Nitin after the revelation of her family 

secret. In this way, both the sisters have to suffer at this revelation.  

  Jitin and Nitin, both the brothers are adulterous to their wives. They usually 

bring whores and enjoy the life with them. In the words of Jitin, “It’s a regular thing for 
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Nitin and me. Driving out. Picking a couple up”(67). Sridhar, Lalita’s husband, on the 

one hand presents himself a reputed person and faithful to his wife. When Jitin asks him 

to bring a whore for him then he says, “I-I’ve got a reputation to. . . I mean what if 

someone sees me and tells my wife?” (68). But on the other hand, he himself indulge in 

adultery. To the question of Jiten about the status of the whore, he says in a very low 

voice which can’t be heard by Jitin, “She is great. I had her on the back seat. You can 

have my leftovers” (72). 

         In the eyes if the Jiten and Nitin, a woman is a commodity and an enjoyable thing. 

In the words of L. Amritashwori Devi, “Men can never think women as human as they 

are and they are always victimising them (women) because they need to show their 

superiority over them” (193). In the press adds of their ReVaTee, a new range of 

colour-coordinated nightwear and underwear for women, they present a woman as a 

sexpot, “You’ve got the model lying on a bed and the signature is ‘Light his fire with 

ReVaTee” (52). In reality, woman for them is only a useful commodity. To get the 

women’s response on this add they have filled up a questionnaire from them. Sridhar 

tells Nitin and Jitin about the answers of the questionnaire, “They all said- in different 

words of course- but most of them used one word for to describe it- offensive. They all 

find it highly offensive” (53). At this Jitin thought that it is the men who bought things 

for them, “Men would want to by it for their women! That’s our market. Men. Men 

would want their women dressed up like that. And they have the buying power” (54). 

 Dolly shown wearing a mask reveals her complete ignorance of her husbands’ 

business obliquely suggesting her oblivion about her husband’s deceptive ways and 

conduct. Dolly says, “I am afraid I don’t know much about my husband’s work” (5). 

Her unconscious use of the word afraid again and again hints at her neglected being in 

her own house. The mask of pretence suppresses the dormant queen of Jhansi inside her 
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and prevents her to resist against the tyrannies of her husband and Baa. She lacks the 

courage to fight the oppressive system. She tolerates the violence of her husband which 

leads to the premature birth of their spastic daughter Daksha. Her silent seething 

undercurrents of rebellion are evident in her involvement with Kanhayiya, an imaginary 

cook. She is able to cope with this sordid world. 

         The suffering of women at the hands of men is an age old suffering. In the present 

context the suffering of women may be different from the suffering of Baa, Dolly, Alka, 

Daksha, Lalita and, Dolly and Alka’s mother but women always suffer at the hands of 

men. L. Amritashwori Devi rightly remarks, “The subjugation, the torture or the way 

our women suffer may be different but the age old system of dominance over women by 

men will never end and they are and will always be victims in our male chauvinistic 

society” (196).  

         Thus the play presents the plight of women in the society. The three generations 

of women have no difference in their plight. All these three generations have to suffer at 

the hands of men. Indian society is patriarchal society where women’s rights are 

curtailed like the bonsai. She has no life of her own but her life is related to the male 

counterparts of the family. Baa, Dolly, and Alka all of them have to lead a life in which 

their husbands have the authority to deal with them. Daksha is a victim of this 

patriarchal system even by birth that is born with a deformed body because of the ill-

treatment given to her mother by her father in her pregnancy. Jiten and Nitin, both the 

brothers are adulterous to their wives and Jiten even beats his wife in her pregnancy. 

Thus, the play presents that women are suffering from generations at the hands of men.       

 All the relations in the play are maintained strictly under the dictates of 

patriarchy. The gender division is neatly worked up by Dattani in order to show how 

man-woman relationship is skewed up under patriarchal hegemony. The familial space 
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is presented as an even more fraught, as the characters struggle under the domination of 

individual as well as the institution of marriage. They are trapped in stereotypical roles 

in familial space- those of the ideal husband, faithful and docile wife, responsible and 

caring brother and loving mother. Although women play a vital role in patriarchy, the 

patriarchy always relegates them to the margins. Thus, Mahesh Dattani’s plays show 

how people are marginalized based on sexuality.  

 

 

 

 

 

 

 

 

                                        

 

 

 

 

 

 

 

 

 

 



Chapter Three 

 Hegemonic Masculinity 

 The emergence of Gender Studies and Queer Theory in the 1990s which has 

been popularized in Indian academic circle in more recent times has resulted in the 

Indian authors, dramatists, filmmakers and critics addressing gender issues more 

explicitly and exhaustively. It is not that Indian culture was blind and ignorant to 

gender issues like women’s liberation and rights, homosexuality, bisexuality, trans-

sexuality, androgyny and so forth, but India as a modern nation still felt uneasy to 

examine the sexuality question until the 90s. While talking about gender equality, 

mainstream society still refers to women’s liberation and emancipation; critiquing 

patriarchy and its dominance over women while seldom are touching upon subjects 

like lesbian and gay rights and emancipation of transgender people. Patriarchy and 

patriarchal dominance has become synonymous with subjugation and oppression of 

women; and the relegation of the female sex into subservience. However, one pivotal 

aspect that we tend to overlook is the manner in which men become victim of their 

own patriarchal power structures and order.  

  Since the advent of the feminist movement, the patriarchal subjugation 

  of  women  has  been  widely  discussed,  researched, analyzed and 

  documented. However,  the  covert  ways  in  which  the  male  has,  on  

  occasion,   felt   restricted   and    bereft    of    agency    by   the   same 

  patriarchal  structures, have  gone  virtually  unnoticed.  (Sengupta and 

  Chatterjee 8)  

 Over the years, patriarchy with its omnipresence has emerged as a self-

perpetrating monster which feeds upon its own men, only to be reborn from their 

ashes with greater vigour and more strength. It has generated and established certain 
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parameters and paradigms of being a ‘man’; certain codes, attributes, attitudes and 

essentials for displaying one’s ‘maleness’, failing to conform to which, one is 

rendered disempowered and pushed to the lower ranks of the hierarchy, created and 

regulated by patriarchy. Therefore, the very notion of a society, where males occupy 

the centre-stage and females are relegated to the margins suffer a subversion, as 

gender is all about performativity and there are further hierarchies, stratifications and 

divisions within the category of ‘men’ or patriarchy itself.  

The theory of multiple subjectivities in the category of ‘women’, proposed by 

Judith Butler in Gender Trouble: Feminism and the Subversion of Identity, has led to 

the development of an analogous theory of ‘hegemonic masculinity’ which refers to a 

culturally normative ideal of male behaviour. One has to understand ‘hegemony’ here 

in the Gramscian sense, that of a ‘consented’ oppression. The concept of ‘hegemonic 

masculinity’ arises from the notion that there is a hierarchy among men and masculine 

behaviour, created by patriarchy. Certain codes and attributes have been offered by 

the patriarchal order to display one’s ‘maleness’. Raewyn Connell in “Hegemonic 

Masculinity: Rethinking the Concept” points out about hegemonic masculinity as, “It 

is . . . a widespread research finding that certain masculinities are more socially 

central, or more associated with authority and social power, than others. The concept 

of hegemonic masculinity presumes the subordination of non-hegemonic 

masculinities . . . ” (846). 

Connell goes on to say that, “the fundamental feature of the concept remains 

the combination of the plurality of masculinities and the hierarchy of masculinities” 

(846). In a patriarchal set up, hegemony is perpetrated through various ideological 

state apparatuses like family, peers, educational and social institutions, religious 

organizations, media and so forth. Therefore the patriarchal world does not even spare 
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men and is equally oppressive to their being as well. The sociological privilege, 

apparently enjoyed by men, thus, has many subtleties and nuances.  

John Beynon in his Masculinities and Culture, which is a discussion on the 

cultural construction of masculinity, says: “Men are not born with masculinity as part 

of their genetic make-up; rather it is something into which they are acculturated and 

which is composed of social codes of behaviour which they learn to reproduce in 

culturally appropriate ways” (46). While discussing the multiplicity of masculinities, 

Connell comes up with four variants of masculinity – hegemonic masculinity, 

subordinate masculinity, complicit masculinity and marginalized masculinity. This 

chapter dissects the various strands of masculinity with which Mahesh Dattani sews 

his play Bravely Fought the Queen. Dattani, who has been famous for representing 

‘fringe’ issues on the stage, plays out a very subtle gender politics, mostly against the 

backdrop of the Indian family. Amongst other issues, questions of identity, sexuality 

and gender occupy the centre stage. 

In Bravely Fought the Queen, Dattani explores the hierarchy and plurality of 

masculinities through the characters of Sridhar, Praful, Jiten, Nitin, and their dead 

father. Jiten is introduced in the second act with his arrogant demeanour, domineering 

temperament and overbearing attitude, dictating terms to his younger brother and their 

secretary, Sridhar. His dominance over Sridhar stems from the fact of being 

economically superior. Jiten’s masculinity is recognizably hegemonic; he has a 

luxurious office at his disposal, a comfortable couch next to his desk and a well 

stocked bar for catering to his intoxicating trips. His disposition and attitude is 

capitalist and therefore, patriarchy stands out as the embodiment of hegemonic 

masculinity. Jiten’s discussion with Nitin and Sridhar about the ReVaTee model 

acquaints the readers with his attitude to women. In the eyes of Jiten, a woman is a 
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commodity and an enjoyable thing. The ReVaTee account is nothing more than an 

erotic spectacle; an exhibition of female sexuality where the subjectivity of the model 

disappears under the overwhelming vision of the male gazes; reduced to the status of 

a sex-object to satiate the lust of voracious men. Jiten’s hegemonic masculinity in his 

business field is revealed when Jiten rebuffs Sridhar’s objection of the ReVaTee 

account being ‘offensive’ by saying: 

 JITEN. Men would buy it for their women! That’s our market. Men. 

  Men would want their women dressed up like that. And they have the 

  buying power. Yes! So there’s no point in asking a group of screwed-

  up women what they think of it. They’ll pretend to feel offended and 

  say, ‘Oh, we are always being treated like sex objects.’  

 SRIDHAR. They’ll screw us! If we don’t come out with a campaign 

  idea that works, we’ll be dead . . . This is a professional sucide. (54)  

Jiten’s masculinity is also recognizably hegemonic in his family. Family as a 

social institution in which gender inequality clearly works, is a context whereby 

violence against women and also children is prevalent. Family is “the crucial site of 

women’s oppression, the space where, unheeded by the world outside, women are at 

the mercy of fathers or husbands; where the law of ‘patriarchy’ hold its most primitive 

form” (Pilcher and Whelehan 44). Family is structured in such a way that man is the 

breadwinner and the head of the household and woman is the caregiver and source of 

emotion. Moreover domestic labor which is conducted by women is not financially 

rewarded; thus, men as the sole provider of the family gain power and make women 

dependent on them economically. Similarly, Jiten’s higher position in his family gives 

him the power to impose violence and force. 
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Women usually suffer under patriarchal social system. They are normally 

guided by the patriarchal code, and motherhood and wifehood are the dual crowns of 

womanhood; nothing more, nothing less. This is indicative of the fact that women are 

not seen as individuals but as the conditioned "other" to the male ‘subject’ (Beauvoir 

xxii). Under such a system, a woman's identity is not her own but as somebody's 

mother or as somebody's wife. 

Dolly, wife of Jiten, is portrayed as an isolated woman. She does not have an 

identity of her own. Jiten marries her not because of any attraction or love for her but 

only for the sake of the societal norms of marriage. He is neither loyal to her nor he 

tries to understand her. He never treats her the way she deserves. There is restriction 

in every aspect of her life. Here, Jiten is the symbol of patriarchal domination. Her 

mother-in-law induces Jiten to beat Dolly in the advanced stage of pregnancy. As a 

result, Daksha is born premature at seventh month, and she is mentally retarded. Thus 

Daksha too, is victimized. Here, Daksha stands as a symbol of Jiten’s violence and 

torture on Dolly. Dolly suffers because of the norms of the patriarchal society in 

Indian. In the hands of patriarchy she suffers torture, violence and ill-treatment. Her 

husband’s lack of concern for her results in some psychic problem. As Devi 

comments about Dolly in Five Plays, “Dolly suffers not for her own fault but for 

Praful’s. She suffers because she is a woman” (193). Her husband is a cheater and 

disloyal to Dolly. Jiten victimizes her because he wants to show his superiority over 

her. Dolly has decided to remain within patriarchy all along. And, her disabled child 

Daksha is the symbol of her unfulfilled selfhood. From Jiten’s dominating behaviour 

it is revealed that he powerfully exercises ‘hegemonic masculinity’ in his family. It is 

obvious that like all other things, the women too belong to their men. There is a sense 
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of ownership associated with the relationship between men and women within the 

family institution. 

In the second act Nitin’s predicament appears calm, composed and placid, 

surrendering to his brother’s commands and mandates. Although, Nitin seems to back 

Sridhar’s views on the ReVaTee model, he fails to put up a staunch resistance against 

Jiten’s oppressive and audacious temperament. Initially, Nitin refuses to accept this 

business plan by resisting that, “I’m more worried about the money. . . We already 

owe the banks and the finance corporation. . . If it is a private borrowing, we are sunk 

for the rest of our lives. . . Thirty-six per cent. . . Jitu we can’t afford the interest” (42-

43). But, eventually he accepts Jiten’s business plan. The reason for Nitin’s dormant 

behaviour is exposed towards the end of the final act, where he reveals his 

homosexuality,” I used to sleep on his cot. And he would sleep on a mattress on the 

floor, beside me . . . At other times I would lean forward to look at him. Close enough 

for my breath to fall gently on his face. And he would open his eyes . . . I loved him 

too. He was attractive” (100). Nitin’s sexual orientation excludes him from the 

patriarchal premise; he is pushed to the lowest strata of masculinity where he exhibits 

values, principles, and behaviour that are at odds with those expected from a ‘man’. 

He comes to embody the last category of masculinity, ‘subordinate masculinity’ 

(Connell and Messerschmidt 829-859). ‘Subordinate masculinity’ includes things like 

being overly emotional or acting in a feminine way, or not being heterosexual. In this 

play, Nitin stands as the abject of his brother, Jiten. The code of conduct for men 

established by the power structures of patriarchy corrodes the mind, spirit and 

sensibility of its own creators, rendering them victims and passive individuals, silently 

suffering due to their own faults.  
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 Alka, wife of Nitin, is a spirited young woman in her early thirties and also the 

victim of patriarchal society. Her husband, Nitin has homosexual relations with her 

brother Praful even before his marriage to her. In this way, her life is devoid of any 

love. Her brother tricks her and uses her as an instrument to maintain his affair with 

Nitin and she has to suffer her whole life because of it. Alka thus becomes deprived of 

desired marital bliss on account of deception practiced by her own brother. 

Consequently, Nitin has to cloak his homosexuality behind the institution of marriage, 

with Alka. Nitin’s secret relationship with Praful is disclosed right at the end of the 

play. He emerges as a disempowered man, whose powers have been snatched by the 

‘hegemonic masculinity’ that renders Jiten powerful. 

 Sridhar in opposing Jiten’s views on the ReVaTee model and showing a more 

considerate nature to women’s feelings stands as an embodiment of ‘complicit 

masculinity’ (Connell and Messerschmidt 829-859), whereby, a man may not abide 

by all the traits of hegemonic masculinity but does nothing much to challenge it 

either. They do enjoy the prerogatives of being males as they do not seek the 

heteronormative presupposition of patriarchy.  

 Sridhar, unlike the Trivedi brothers, does not bully his wife, Lalitha, but 

nonetheless, each has their emotional vacuity to fulfill. Lalitha resorts to making 

bonsai while her husband is all too piled up with his professional work always. 

Sirdhar’s professional preoccupation invades his private space and his private rhetoric 

is composed mainly of his official engagements. Lalitha confesses to Dolly: “That’s 

all he talks about at home. Even my bonsais know about ReVaTee. But I don’t really 

mind. It gives me. . . (slows down as she realizes what she is saying) something . . . to 

. . . do” (25). An acute and intense sense of emptiness remains garbed under the cloak 

of apparent glamour, dazzle and charisma of their existence; a certain kind of liberty 
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and freedom that is far from thought of the Trivedi women. Sridhar’s personality is, 

however, positioned lower than that of Jiten in terms of his masculine behaviour. 

Sridhar appears more considerate and sensible to women’s feelings which astounds 

the hegemonic masculine psyche of Jiten. His social position compels him to obey 

Jiten’s dictates, even to the extent of fetching a prostitute for him; and he fails to stand 

up to him on every occasion. However, in the last scene he does offer a resistance to 

Jiten’s overbearing masculinity after Jiten abuses his wife; a physical fight ensues and 

Sridhar vows to put Jiten behind the bars. But Sridhar’s stance is also problematic: he 

too appears bossy and domineering in moments of crisis and dictates terms to Lalitha 

when the commotion breaks out in the Trivedi household. 

Dattani, thus, consolidates the male world by stitching the various strands of 

masculinities that are existent in the society, under the common banner of ‘men’. 

Bravely Fought the Queen, thus, is not only about the subjugation and oppression of 

women but also critiques the discontentment of males and describes the hardcore 

patriarchy present in Indian society. The symmetry of behaviour that patriarchy 

expects from its residents indeed turns out to be fearful for some while unbearable for 

others.  

 

 



Chapter Four 

The Bonsai Existence 

 The major circumstance of all theatre is human experience, and the key 

principle of all drama is human action. By dramatizing human experience, 

playwrights draw the attention of a community to certain characters, revealing their 

fear and dreams, their mistakes and successes, and their joys and deaths. Vision 

begins as an experience of an artist, who extends it into an artwork and ultimately 

projects it in such a way that it affects the experience of the viewer. When the 

audience began to find similarity between the actor and themselves and began to think 

that if the characters were not so irretrievably located in their specific spaces they 

could perhaps find a way out. And this realistic presentation of the world shocks the 

audience into considering their own lives. 

 Dramatic techniques are used in multiple ways by playwrights to convey 

different angles of the story, whether it is lighting pattern, which is used to follow the 

dialogue or music to show the play’s mood. These techniques are valuable tools that 

enable the playwright to conjure up a fake reality, but believable enough for the 

audience to accept it. It can also include irony, foreshadowing, symbols and imagery. 

It is therefore apt to analyze some of the techniques used by Mahesh Dattani in his 

plays performed on the stage more for the live audience. 

  Dattani always lays emphasis on theatre and the performance of the actor, not 

on printed words. All his plays are experimented on the stage and some of his plays 

were staged first and printed afterwards. As Michael Walling puts it in Collected 

Plays, “To Mahesh, a play is never really finished. Plays only really happen in the 

theatre, as ephemeral events. The apparently permanent printed text is just one 

approximation to what might occur when the piece is performed” (229). 
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 Mahesh Dattani is a realistic playwright and bold enough to reflect his own 

time truly with his brilliant and innovative techniques in theatre. He uses divided 

stage settings at different levels to unmask the distorted psyche of modern man and to 

picture the whole society and its troubles in this mechanized world. Apart from multi-

level sets, various symbols and symbolic devices are used, often with the use of masks 

to unravel the hidden conflicts within the mind of the character. The technique of 

flashback and flash forward is used to move the plot backward and forward to 

illustrate a considerable or a highly disturbed time sequence on the stage. And the 

present chapter demonstrates how Dattani makes use of the symbols in his play, 

Bravely Fought the Queen with a new insight and perspective. 

 Initially, things look calm and composed in Bravely Fought the Queen but 

Dattani’s skilful use of symbols lends a relentless pace to the engaging plot, thereby 

revealing the existence of each protagonist. One of the most potent symbols used is 

that of the bonsai. ‘Bonsai’ is a Japanese term which means ‘tree-in-a-tray’. Bonsai is 

the art of miniaturization of trees by growing them in containers. The art of bonsai 

cultivation is practiced for purely aesthetic purposes. This is in contrast to the general 

practice of cultivation which aims at utility-based activities like production of food 

and medicine. Hence, ‘bonsai’ is a non-beneficiary, non-productive practice and the 

finished product is a piece of decoration which resembles a tree but lacks its benefits.  

 The cultivation of the bonsai is a practice which alters the natural growth and 

development patterns of the tree by using certain techniques like leaf trimming, 

pruning, wiring, clamping, grafting and defoliation. It involves a systematic routine to 

fashion the tree as per the designer’s plan. The designer cuts, grafts and strips the 

specimen in order to impose his plan and design. The main aim of the designer is to 

http://upload.wikimedia.org/wikipedia/commons/f/f7/Bonsai.ogg
http://en.wikipedia.org/wiki/Trees
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simulate the features of a true tree. Thus, one can interpret the art of ‘bonsai’ as the art 

of imposing order on a miniature subject, for the purpose of pleasure.  

             Likewise patriarchal control denies the woman an independent existence. In 

the patriarchal system, a woman derives her identity from the man who controls her. 

In Bravely Fought the Queen, Dolly asks Lalitha, “Whose wife are you?” (5). Dolly’s 

identity is dependent on her husband’s; in the way a bonsai specimen needs a stem 

cutting in order to come into existence. This notion is similar to the Christian 

theological belief that Eve was born from one of Adam’s ribs.  

 Exposed to an alien environment from the family, some ‘person’ acts as a 

‘catalyst’ to reveal dark secrets of the family’s relationships and its generational 

conflicts. Lalitha, in Bravely Fought the Queen, acts as a ‘catalyst’, as the true 

revelations and deconstruction begins with her entry into the Trivedi’s household. 

Lalitha’s habit of nurturing bonsais become the dominant metaphor for Dattani, to 

unveil the attitudes of the power-ridden society towards women and to explore the 

self and identity in the play. The stunted growth, the bizarre shape, the grotesque 

reality of the bonsai become resonant in the existence of all the characters of the 

people in this play. The bonsai is the most significant symbol for it relates to most of 

the characters and echoes their inner thoughts and feelings.  

 In semiotics, symbol is a sign. A symbol is defined as “. . . a word or phrase 

that signifies an object or event which in its turn signifies something, or has a range of 

reference, beyond itself” (Abrams 206). When Lalitha comes to meet Dolly, she 

brings an orange fruit-bearing bonsai as a present. To Lalita, the fruit-bearing bonsai 

reminds her of a ‘child-bearing’ woman. Lalitha longs for a child inwardly, but is 

forced to curb her feelings. This is because her husband Sridhar’s aim is to buy a flat 

and then have children. In fact, Lalitha has learnt to shape her life, its preoccupations 
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and interest according to Sridhar’s tastes. Denied an active work life Lalitha clings on 

to her husband’s work and deludes herself into believing that she is deeply interested 

in it. For Lalitha, “the emptied out female self, shut out from the general intercourse 

provided by an active work life, is left with no alternatives but to feign interest in her 

husband’s work, and believe in gaining a sense of self-worth from such an 

association” (Bourdieu 117). 

 The bonsai may also be viewed as a symbol of how patriarchy controls 

women. This is evident when Lalitha says, “Anyway, then you plant the sapling in a 

shallow tray-you have got to make sure the roots don’t have enough space to spread. 

You still have to keep trimming them as they grow. . . Here comes the best part. You 

can shape their branches into whatever shapes you want-by pinching or wiring the 

shoots” (18-19). 

 The ‘bonsai’ symbol is true for a woman who is a creation like a bonsai, as her 

desires are constantly trimmed and cut so that they spread only to a particular level 

and cannot attain the required height. Their roots are not given ample space to stretch. 

Alka, Dolly and Lalitha are all bonsais of different kind. But the bonsai is especially 

the representation of Dolly’s tortures, to whom Lalitha actually presents the tree as a 

gift. Even its bearing fruits are inedible like Daksha and it turns into a dwarf, which is 

stunted in every way and yet surviving. As Lalitha says, “You  stunt  their  growth. 

You  keep  trimming  the  roots  and  bind  their  branches  with  wire  and . . . 

stund  them. . . .You  can’t  call  them  fully grown-but when they’ve reached their 

dwarfed maturity, they really look bizarre” (16-18). 

 Consequently, all these trimming and cutting makes bonsai pretty and 

expensive object, as the women in this play appear in the eyes of Jiten; continuously 

trimmed in different ways to create the desired effect.  
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              Because a woman is denied an independent existence, Dolly is seen as a 

commodity that is to be enjoyed by the patriarch. The ReVaTee ad campaign, 

launched by Jiten and Nitin’s agency, works on the irrational belief that a woman is 

an object of desire and her role is to please her partner. During the survey regarding 

the advertisement, women strongly refute this unrealistic, “tasteless and degrading” 

notion (58). But to the patriarch, Jiten, his wife is a commodity, the ‘trophy wife’, an 

ornamental piece of decoration in the household and at office parties. Dolly is a 

specimen of the reduced and limited ‘bonsai’ existence.  The belief that a woman is an 

object of desire is perpetuated by patriarchal society, and many women actually adopt 

this belief unthinkingly. The fashion of wearing corsets and that of foot binding 

actually prove how women have been brainwashed into torturing their bodies only to 

appear attractive to their partners. They are like the bonsai trees that are bound and 

grafted making them more aesthetically appealing to the eye but less functional due to 

disfiguring. This is an instance of how insidiously patriarchy works.  

 The patriarch, in order to establish his power and control over his subjects, 

resorts to domestic violence. The U.S. Office on Violence Against Women (OVW) 

defines domestic violence as a, “pattern of abusive behaviour in any relationship that 

is used by one partner to gain or maintain power and control over another intimate 

partner” ( n.p.). It can take many forms, including physical abuse, sexual abuse, 

emotional, economic, and psychological abuse. In the play, Jiten’s father usually 

pester his wife, Baa, in order to establish his dominance over her. The episodes of 

domestic violence have left such deep psychological scars on Baa’s mind that she has 

lost her sense of time and place. Baa sees the picture of her husband in her elder son, 

Jiten and thus automatically develops repulsion towards him. The stunted growth of 

the bonsai plants is simulated in Baa, the matriarch of the household. Baa makes her 

http://en.wikipedia.org/wiki/Office_on_Violence_Against_Women
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presence felt only by the ringing of a bell; she has not recovered from the fear 

psychosis that her late husband has successfully imbibed in her mind with his physical 

abuse of her. Baa is a living embodiment of the past. She reveals that her life with her 

late husband was a pathetic one. 

 Dolly is exploited in almost the same manner as Baa. She is trapped in an 

abusive marriage with Jiten, who maintains a simultaneous life with prostitutes. Dolly 

and Jiten’s daughter, Daksha, a victim of domestic violence even before her birth, is 

born as a disabled child. When Dolly says, “Daksha was born - two months 

premature. With the cord around her neck!” (97) the audiences are reminded of the 

bonsai tied with wire to stunt its growth. Daksha is a living proof of the “grotesque” 

(62) nature of the dominating and abusive patriarch, Jiten. Daksha lives the reduced 

and limited ‘bonsai’ life because of her father’s cruelty towards her mother. Daksha is 

an invisible victim of the atrocities of men. She represents the deformed, retarded 

growth of female psyche resulting from dehumanization of women in society.  

 Bravely Fought the Queen is a play which consciously uses the metaphor of 

the bonsai to connect its characters with the bonsai at every level and expose their role 

in relation to it. When Lalitha describes the process of growing it she unconsciously 

seems to chart the process through which society conditions, fashions, clips and 

arrests the spontaneous and complete maturing of its women. Lalitha’s description is 

applicable to Baa, to Dolly and Alka, to Daksha, and to Lalitha herself. All of them 

are saplings at the hands of male figures who seek to curtail their full growth and lead 

to the growth of grotesque artificial plants, with miniature inedible fruits, capable of 

being exhibited for their aesthetic appeal but unable to serve the real purpose of 

natural trees, to provide shade, fruits, flowers and shelter to the organic world. Thus 

like the bonsais, the women in the play are incapable of realizing their full potential.  
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 Baa misses her chance to cultivate her talent. Dolly could not enjoy the 

wholeness of motherhood. Alka is deprived of experiencing maternity. Lalitha 

deludes herself to believe that her husband’s work and decisions are her own and 

Daksha is been denied a normal life at the fetal stage all because of the intervention of 

the stunting process of patriarchal force. Hence, three generations of women, Baa, 

Dolly, Alka and Daksha are the victims of chauvinism. 

  The bonsai symbol is used by Dattani to compare with women in the Indian 

scenario who are stunted in terms of the development of their independent identities. 

As Lalitha says, “Oh no. It’s completely resigned to its new shape. I suppose 

something happens inside it and . . . it decides to change its size. All it needs now is a 

little nourishment occasionally. . .” (33). The bonsai symbolizes Dolly. It also points 

to Alka, who like the bonsai is fed on frugal meals, without love and care, the 

essential nutrients of life. She gets no nourishment from her marriage. The women 

finds the bonsai attractive because they too have become “resigned to their new 

shape” (33). The female bonsais of the play become a silent and subtle weapon with 

which Dattani exposes the invisible process through which society wires, twists, clips 

the heart and soul of women. Thus, “the symbolic connotations of the metaphor of the 

bonsai produce the effect of a larger reality in which the female is pinned down under 

a monolithic edifice of patriarchal injunctions” (Bourdieu 104). 

 The bonsai plant which appears in the play is an apt symbol of the entire 

family which has not ‘grown’ normally but stiffed and suffocated. The issues raised 

by Dattani in his plays are enhanced by his innovative techniques of the stage settings 

and other theatrical elements. As Dattani addresses in The Hindu, “The function of 

drama, in my opinion, is not merely to reflect the malfunction of society, but to act 

like freak mirrors in a carnival and to project grotesque images of all that passes for 
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normal in our world. It is ugly, but funny” (2). Thus, the themes of continual 

subversion of men by women emotionally in Dattani’s Bravely Fought the Queen also 

correlated with his plot and stage settings and therefore functions to complete each 

other. 



Chapter Five 

Summation 

 Drama, as a dynamic art form, is present in almost every society through the 

ages.  It is the most wide-ranging, the most polyphonic of all the arts, representing life 

as well as a way of seeing it. The drama of India has a universal history, originality, 

identity, longevity and a universal presence. It has a very distinct identity of its own 

specific aesthetics, artistic objective and creative methods, which are relevant even 

today. From the time of composition of Natyashastra (450 B.C) in India, it was the 

performance, which was of prominent importance rather than the written text. It is the 

reification of human action or performance and universalization of the hidden truths 

of the human situations. It enacts man’s relationship with man, which is fundamental 

to every social science. 

 In the theatrical scenario of contemporary India, it is seen that both men and 

women playwrights have taken important initiatives by representing the crimes 

committed against women through their literary works. This conscious awareness as 

to the injustices done to women is evident in the writings of male playwrights like 

Vijay Tendulkar, Girish Kamad, and Mahesh Dattani to name a few. 

 Dattani is taken to be the true successor of all these playwrights and 

responsible for the revolutionary progression of English drama. He emerges as a 

compelling playwright who projects the postcolonial dichotomy at various levels. He 

keeps women at the centre of his dramatic world and may be called avant-garde 

feminist. He was greatly influenced by Tennessee Williams, Arthur Miller and 

Madhurye.  

 Dattani is a versatile genius: a director, actor, playwright, dancer, and 

choreographer. He started his theatre activity, writing plays and directing them after 
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1980s. The literature of 1980s and 90s focused on the issues like male hegemony, 

suppression of women, gender bias, and violence on women, Indian patriarchal family 

system, joint family, and marginalization of women, problems of eunuchs (hijras), 

plight of homosexuals, lesbians, and socio-political problems of urban-metropolitain 

Indian.  

 Dattani with a huge bulk of drama appeared on the literary scene as the most 

potent force to mould and modify the established conventions of dramatic art. He set 

the direction of New Drama. He expanded the horizon of Indian drama by including 

radical themes like homosexuality, gender issues, the new dynamics of man and 

woman relationship, the persistently growing frustration and nothingness in the 

middle class life and tradition. He holds a mirror to the changing social scenario of 

India. 

  Without adhering to any established dramaturgy, Dattani has created a 

dramatic tradition of his own by bringing theatre close to real-life experiences. He 

exhibits a keen awareness and penetrating insight into the socio-psychological 

spectrum of human behaviour that affects human relationships at personal and 

interpersonal levels and adds new dimensions to the area of his theatrical canons. The 

main area of his focus is, of course, the human relationships. Within the periphery of 

theatre, Dattani dramatizes human pursuits and desires that determine the dynamics of 

relationships inside and outside the family. Besides depicting the ‘visible’ social 

reality, Dattani’s preoccupation with the ‘invisible’ issues inspires him to provide 

space to the marginalized sections of society like the gays and the eunuchs. While 

bringing out their psychological fears, guilt and pressures, Dattani also highlights the 

roles of the creeping influences of societal set-up that consciously or unconsciously 

determine the fabric of human relationships around them.  
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 Dattani’s plays reveal the intricate family relationships with authenticity and 

accuracy. He is a dramatist who reveals how some family members, motivated by 

their whims and desire to control, abuse others within the precincts of family. 

Patriarchy has been depicted in his plays as a system of domination and control over 

the family members to impose the will, needs and desires of the patriarch, i.e. the 

head of the family. In Bravely Fought the Queen, through the characters of Jiten, 

Nitin and Praful, Dattani shows how prejudiced patriarchal figure functions in 

families. Dattani explores the psychological, social and cultural causes of their actions 

and the effects of these actions that produce corresponding results. Dattani condemns 

dishonesty and hypocrisy in relationship which may ruin the lives of people around. 

 Every act is named as per the gender of the characters present therein. Act I 

entitled The Women deals with the women characters in the play which are Baa, a 

widow woman and the mother of Jiten and Nitin; Dolly, wife of Jiten;  Alka, wife of 

Nitin;  Daksha, daughter of Dolly and Jiten;  Lalita, wife of Sridhar, an employee in 

Nitin and Jiten’s office. Act II entitled as The Men is dominated by men characters of 

the play as Jiten, Baa’s elder son; Nitin, Baa’s younger son; Sridhar, an employee in 

Jiten and Nitin’s office and Praful, brother of Dolly and Alka. Act III entitled as “Free 

for all” is very symbolic and suggestive. There is a free flow of emotions and passion, 

anger and hatred, blaming and counter blaming. The women express, assert, and move 

freely in this act. Dattani presents a kind of familial court in which contention and 

counter contention takes place till the truth is revealed. The Trivedi brothers are 

dismissed as scheming and gay, violent and unfaithful. The dramatist disproves the 

idea of varied spaces for man and woman showing them human beings equal in all 

respects. 
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 Dolly, wife of Jiten, is portrayed as an isolated woman. Jiten marries her not 

because of any attraction or love for her but only for the sake of the societal norms of 

marriage. Jiten is neither loyal to her nor he tries to understand her. He never treats 

Dolly the way she deserves. There is restriction in every aspect of her life. Here, Jiten 

is the symbol of patriarchal domination. Dolly’s mother-in-law induces Jiten to beat 

her up in the advanced stage of pregnancy. As a result, Daksha is born premature at 

seventh month, and she is mentally retarded. Thus Daksha too, is victimized. Here, 

Daksha stands as the symbol of Jiten’s violence and torture on Dolly.  

 Dolly suffers because of the norms of the patriarchal society of Indian. In the 

hands of patriarchy she suffers torture, violence and ill-treatment. Her husband’s lack 

of concern for her results in some psychic problem. As Devi comments about Dolly in 

Five Plays, “She suffers not for her own fault but for Praful’s. She suffers because she 

is a woman” (193). Her husband is a cheater and disloyal to Dolly. Jiten victimizes 

her because he wants to show his superiority over her. Dolly decides to remain within 

patriarchy all along. Her disabled child Daksha is the symbol of her unfulfilled 

selfhood.  

 Alka, the wife of Nitin is the victim of patriarchal society. Alka, the younger 

daughter-in-law has her own cross to bear; her husband has a homosexual relationship 

with her own brother, Praful, who has planned this marriage to carry on this 

relationship, right in the house and outside the house. First, she suffers at the hands of 

her brother, Praful and then her husband and mother-in-law. Praful is very cruel to 

her. Once, when she comes back home from school on a neighbour boy’s scooter, for 

that Praful burns her hair on the stove, “He lit the stove and pushed my face in front 

of it! I thought he was going to burn my face! He burnt my hair. I can still smell my 

hair on fire”(32).  Here the pity is she is not realizing the fact that she is being 
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tortured. She is more concerned about her face. Face is an identity of both Baa and 

Alka. Her husband has homosexual relations with her brother Praful even before his 

marriage to her. In this way, her life is devoid of any love. Alka’s husband is gay and 

maintained a relationship with her own brother Praful. Thus, Alka, who longs for her 

brother‘s acceptance for herself, silently suffers her fruitless marriage with Nitin. The 

presence of Dolly and Alka are taken for granted. They are expected with their 

constant presence at home, to understand the requirements of the ones who are really 

in charge. 

 John Beynon in his Masculinities and Culture, which is a discussion on the 

cultural construction of masculinity, says, “Men are not born with masculinity as part 

of their genetic make-up; rather it is something into which they are acculturated and 

which is composed of social codes of behaviour which they learn to reproduce in 

culturally appropriate ways” (46). While discussing the multiplicity of masculinities, 

Connell comes   up   with   four variants of masculinity – hegemonic masculinity, 

subordinate masculinity, complicit masculinity and marginalized masculinity.  

 In Bravely Fought the Queen, Dattani explores the hierarchy and plurality of 

masculinities through the characters of Sridhar, Praful, Jiten, Nitin, and their dead 

father. Jiten is introduced in the second act with his arrogant demeanour, domineering 

temperament and overbearing attitude, dictating terms to his younger brother and their 

secretary, Sridhar. His dominance over Sridhar stems from the fact of being 

economically superior. Jiten’s masculinity is recognizably hegemonic even in his 

work-place. His disposition and attitude is capitalist and therefore, patriarchy stands 

out as the embodiment of hegemonic masculinity.  

 Jiten’s masculinity is also recognizably hegemonic in his family. Jiten being 

the sole provider of the family gains power and makes women dependent on him 
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economically. So, Jiten’s higher position in his family gives him the power to impose 

violence and force. Jiten marries Dolly not because of any attraction or love for her 

but only for the sake of the societal norm of marriage. Jiten beats her up in the 

advanced stage of pregnancy as a result; Daksha is born prematurely at seven month. 

Her disabled child Daksha is the symbol of her unfulfilled selfhood. Jiten powerfully 

exercises ‘hegemonic masculinity’ in his family. 

 Nitin’s sexual orientation excludes him from the patriarchal premise; he is 

pushed to the lowest strata of masculinity where he exhibits values, principles, and 

behaviour that are at odds with those expected from a ‘man’. He comes to embody the 

last category of masculinity, ‘subordinate masculinity’. Nitin has homosexual 

relations with her brother Praful even before his marriage to Alka. In this way, Alka’s 

life is devoid of any love. Her brother tricks her and uses her as an instrument to 

maintain his affair with Nitin and she has to suffer her whole life because of it. Alka 

thus becomes deprived of desired marital bliss on account of deception practiced by 

her own brother. Consequently, Nitin has to cloak his homosexuality behind the 

institution of marriage, with Alka. Nitin’s secret relationship with Praful is disclosed 

right at the end of the play. He emerges as a disempowered man, whose powers have 

been snatched by the ‘hegemonic masculinity’ that renders Jiten powerful. 

 The patriarchal system with its subtle manifestation in the Trivedi household 

tries to render Dolly and Alka passive. In this connection Angelie Multani comments, 

“Dattani’s keen and astute insight into the position of women in a middle class 

domestic household as ‘marginal’ is worthy of appreciation. Dattani presents the ways 

in which exploitation is now couched in terms of culture and refinement” (78). In 

Bravely Fought the Queen, Dattani explores the marginalization of women and also 
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their attempt to articulate their voices against the patriarchal politics that subjugates 

the women and makes them worth for nothing. “By  exploiting  layer  upon  layer  of  

performance, of  unreality,  Mahesh allowed  his  actress  a  route  to  emotion  in its 

rawest form; the pain, the anguish in the blood-knot of the family which is his 

constant theme” (Walling 229). 

 The play depicts the emotional, financial and sexual complexities of Indian 

urban family. The women of the play are exploited in a multiple ways. Dolly and 

Alka in Bravely Fought the Queen are capable of challenging the oppressive authority 

of their husbands and ultimately show the gestures of resistance and defiance. But, 

their voice remains unheeded. Often, the female voice is stifled, silenced, thwarted, 

muffled, passivized by the very structures of power that patriarchy owns and controls. 

The fact is that even today women are expected to be subordinated to men.                        

 Bravely Fought the Queen is a play which consciously uses the metaphor of 

the bonsai to connect its characters with the bonsai at every level and expose their 

role in relation to it. When Lalitha describes the process of growing it she 

unconsciously seems to chart the process through which society conditions, fashions, 

clips and arrests the spontaneous and complete maturing of its women. Lalitha’s 

description is applicable to Baa, to Dolly and Alka, to Daksha, and to Lalitha herself. 

All of them are saplings at the hands of male figures who seek to curtail their full 

growth and lead to the growth of grotesque artificial plants, with miniature inedible 

fruits, capable of being exhibited for their aesthetic appeal but unable to serve the real 

purpose of natural trees, to provide shade, fruits, flowers and shelter to the organic 

world. Thus like the bonsais, the women in the play are incapable of realizing their 

full potential. The bonsai plant which appears in the play is an apt symbol of the 

entire family which has not ‘grown’ normally but stiffed and suffocated. The issues 
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raised by Dattani in his plays are enhanced by his innovative techniques of the stage 

settings and other theatrical elements. As Dattani addresses in The Hindu, “The 

function of drama, in my opinion, is not merely to reflect the malfunction of society, 

but to act like freak mirrors in a carnival and to project grotesque images of all that 

passes for normal in our world. It is ugly, but funny” (2). Thus, the themes of 

continual subversion of men by women emotionally in Dattani’s Bravely Fought the 

Queen also correlated with his plot and stage settings and therefore functions to 

complete each other. 

          The irony of the title, Bravely Fought the Queen, lies in the fact that none of 

the two women, Dolly and Alka, are unable to transform their humiliating positions. 

Marxist feminists insist that without financial independence a woman’s subjugated 

condition can never change. Having no opportunity for earning their livelihood, Dolly 

and Alka  remain forever in their stunted state of bonsai looking beautiful but 

inwardly unfulfilled and lonely. Unlike Lakshmi Bai, who actively attempts to win 

her rights through battle, Dolly and Alka’s yearning for love, emancipation and 

dignity remains a passive dreams. 

 Dattani employs a range of theatrical techniques successfully. The multi-

layered reality in the play, suggested by the split stage, moves constantly into an 

internalized reality. Dattani writes with a dexterously veiled acidity, employing a 

language that uses both simplicity and serration, pressing the word to its limits, 

flanked by equally pungent, loaded silence. Bravely Fought the Queen dramatizes the 

emptiness and sham in the lives of its cloistered women and self-indulgent, 

unscrupulous men, blurring the lines between fantasy and reality, standing on the 

brinks of terrible secrets, deception and hypocrisies. Dattani is a creative genius able 

to deal with these complex issues with seriousness and insights. 
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 Dattani is certainly a new and unconventional voice in the Indian theatre 

scenario. The echo of his theatrical art both in terms of form and content anticipates 

his prominence in the theatrical world at global level. The flexibility and ease of 

expression, breaking the barriers of tight fisted dramaturgy and initiating a penetrating 

insight into the psycho-relationship spectrum of human behaviour affecting human 

relationship at personal and interpersonal level, would add new dimensions to the area 

of theatrical canons. In Dattani’s dramatic world, drama instead of being an 

expression of art has become a realization of life and it is a preface to the tradition of 

unconventional popular Indian theatre. 
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Manonmaniam Sundaranar University for the award of the Degree of Master of Arts in 

CERTIFICATE 

English Literature is a work done by Janish S. during the year 2018 

has not previously formed the basis for the award of any degree, diploma or similar title. 

Dr. �, Judy Pinheiro 
Head 

Research Department of English 
St.Mary's College (Autenemous) 

Thoothukudi - 628001 

(Exarminer 

lary 
Ms. D. Jose Mary 

Associate Professor of English 

Guide 

Dr. Sr. A. S. J. Lucia Rose 
Principa! 

St. Mary's Cellege (Autonomous) 
Thoothukudi -$28 001. 

2019, and that it 



























































































































I hereby declare that the project entitled Ethnical Dispute and Severance in 

Anita Desai's Bye-Bye Blackbird submitted to St. Mary's College (Autonomous), 

Thoothukudi, affiliated to Manonmaniam Sundaranar University for the award of the 

Degree of Master of Arts is my original work and that it has not previously formed the 

basis for the awardof any degree, diploma or similar title. 

THOOTHUKUDI 

DECLARATION 

OCTOBER 2018 

Jasmine.J 
JASMNE J. 



This is to certify that the project entitled Ethnical Dispute and Severance in 

Anita Desai's Bye-Bye Bluckbird submitted to St. Mary's College (Autonomous). 

Thoothukudi, in partial fulfilment of the requirements of Manonmaniam Sundaranar 

University for the award of the Degree of Master of Arts in English Literature is a work 

done by Jasmine J. during the year 2018- 2019, and that it has not previously formed the 

basis for the award ofanydegree, diploma or similar title. 

Dr. A. Judy Pinheiro 

Head 
Research Department of English 
St.Mary's College (Autenemous) 

Thoothukudi - 628001 

CERTIFICATE 

Examiner 

Dr. Josephine Alangara Betsy 

Assistant Prof. of English 

Guide 

Dr. Sr. A. S. J. Lucia Rose 
Principai 

SL Mary's Coiege (Autonomous) 
Thoethukudi -623 001. 



















































































































I hereby declare that the project entitled Resurrection of a Poetic Soul: A 

Study of Sylvia Plath's Ariel submitted to St. Mary's College (Autonomous), 

Thoothukudi, affiliated to Manonmaniam Sundaranar University for the award of the 

Degree of Master of Arts is my original work and that it has not previously formed the 

basis for the award of any degree, diploma or similar title. 

OCTOBER 2018 

DECLARATION 

THOOTHUKUDI 

K¤LPANA DEVI S. 



This is to certify that the project entitled Resurrection of the Poetic Soul: A 

Study of Sylvia Plath's Ariel submitted to St. Mary's College (Autonomous), 

Thoothukudi, in partial fulfilment of the requirements of Manonmaniam Sundaranar 

University for the award of the Degree of Master of Arts in English Literature is a 

work done by Kalpana Devi S. during the year 2018 � 2019, and that it has not 

Dr. A. Judy Pinheiro 
Head 

CERTIFICATE 

Research Department of English 
St.Mary's College (Autonomeus) 

Thoothukudi - 628001 

Ekaminer 

gose mary 
Ms. D. Jose Mary 

Associate Professor of English 

Guide 

Dr. Sr. A. S. J. Lucia Rose 
Pisctpat 

St. iäary's Colege (Authomous) 
Thoothutkudi -628 001. 

previously formed the basis for the award of any degree, diploma or similar title. 























































































































































































































































































































































































I hereby declare that the project entitled Order and Chaos in Colonial Trinidad: V. S. 

Naipaul's A House for Mr. Biswas submitted to St. Mary's College (Autonomous), Thoothukudi, 
affiliated to Manonmaniam Sundaranar University for the award of the Degree of Master of Arts 

is my original work and that it has not previously formed the basis for the award of any degree, 

diploma or similar title. 

OCTOBER 2018 

DECLARATION 

THOOTHUKUDI 

N Hecn 
MERIN N. 



This is to certify that the project entitled Order and Chaos in Colonial Trinidad: V. S. 

Naipaul's A House for Mr. Biswas submitted to St. Mary's College (Autonomous), Thoothukudi, 

in partial fulfillment of the requirements of Manonmaniam Sundaranar University for the award 

of the Degree of Master of Arts in English Literature is a work done by Merin N. during the year 

2018-2019, and that it has not previously formed the basis for the award of any degree, diploma 

or similar title. 

Dr. A. Judy Pinheiro 
Head 

Research Department of English 
St.Mary's College (Autonomous) 

Thoothukudi -628001 

CERTIFICATE 

- ExamiBer 

Ms. T. Mary Manonmani 

Associate Prof. of English 

Guide 

Dr. Sr. A. S.J. Lucia Rose 

St. Mary'sCollege (Autonomous 
Thoothukudi -628 001. 























































































































































































































































































































































































































































































































































































































I hereby declare that the project entitled Mystic Blend of Eastern and Western 

Thought: A Study of Kahlil Gibran's The Prophet and Broken Wings submitted to 

St. Mary's College (Autonomous), Thoothukudi, affiliated to Manonmaniam Sundaranar 

University for the award of the Degree of Master of Arts is my original work and that it 

has not previously formed the basis for the award of any degree, diploma or similar title. 

OCTOBER 2018 

DECLARATION 

THOOTHUKUDI 

M. Rafina Magy 
RUFINA MARY M. 



This is to certify that the project entitled Mystie Blend of Eastern and Western 

Thought: A Study of Kahl Gibran's The Prophet and Broken Wings submitted to 

St. Mary's College (Autonomous), Thoothukudi, in partial fulfilment of the requirements 
of Manonmaniam Sundaranar University for the award of the Degree of Master of Arts in 
English Literature is a work done by Rufina Mary M. during the year 2018- 2019, and 

that it has not previously formed the basis for the award of any degree, diploma or similar 

title. 

Dr. A. Judy Pinheiro 
Head 

Research Department of English 
St.Mary's College (Autenomous) 

Theethukudi - 628GO1 

CERTIFICATE 

Examiner 

Dr. S. Sudha Rani 

Assistant Professor of English 

Guide 

Dr. Sr. A. S. J. Lucia Rose 

Principal 
St. Mary's College (Autonomousy 

Thoothukudi -628001. 





































































































































I hereby declare that the project entitled Intersection of Time and Timelessness 

in Virginia Woolf's Mrs, Dalloway submitted to St. Mary's College (Autonomous), 

Thoothukudi, affiliated to Manonmaniam Sundaranar University for the award of the 

Degree of Master of Arts is my original work and that it has not previously formed the 

basis for the award of any degree, diploma or similar title. 

OCTOBER 2018 

DECLARATION 

THOOTHUKUDI 

P Sabaya loet 
SAHAYA PREETHI P. 



V 

CERTIFICATE 

This is to certify that the projectentitled Intersection of Time and Timelessness 

in Virginia Woolf's Mrs. Dalloway submitted to St. Mary'sCollege (Autonomous), 

Thoothukudi, in partial fulfillment of the requirements of ManonmaniamSundaranar 

University for the award of the Degree of Master of Arts in English Literature is a work 

done by Agnes S. during the year 2018 � 2019, and that it has not previously formed the 

basis for the award ofanydegree, diploma or similar title. 

Dr. A. Judy Pinheiro 

Head 

Research Department of English 
St.Mary's College (Autonomous) 

Thoothukudi - 628001 

Examjner 

Dr. Jacqulaine Leo 

Associate Prof. of English 

Guide 

Dr. Sr. A. S. J. Lucia Rose 

Princlpal 
St. tMary's College (Autonomous) 

Thoothukudi -623 001. 



































































































































hercby declare that the project entitled, Subversion of Multiculturalism in 

Saiman Rushdie's Shalinar The Clown submitted to St. Mary's College 

(Autonomous), Thoothukudi, affiliated to Manonmaniam Sundaranar University for 

the awad of the Degree f Master of Arts is my original work and that it has not 

previously formed the basis for the award of any degree, diploma or similar title. 

CTOBER 2018 

DECLARATION 

THOOTHUKUDI 

anya 
SARANYA J. 



This is to certify that the project entitled, Subversion of Multiculturalism in 

Salman Rushdie's Shalimar the Clown submitted to St. Mary's college 

(Autonomous), Thoothukudi, in partial fulfilment of the requirements of 

Manonmaniam Sundaranar University for the award of the Degree of Master of Arts 

in English Literature is a work done by Saranya J. during the year 2018-2019, and that 

it has not previously formed the basis for the award of any degree, diploma or similar 

title. 

Dr. A. Judy Pinheiro 
Head 

Research Department of English 
St.Mary's College (Autonomous) 

Thoothukudi 628001 

CERTIFICATE 

Exarbiner 

Dr. L. Jacqulaine Leo 

Associate Professor of English 

Guide 

Dr. Sr. A. S. J. Lucia Rose 

Principal 
St. Mary's College (Autonomous Theothukudi -62800, 



















































































































I hereby declare that the project entitled, Power of Faith in Preeti Shenoy's 
Life is What You Make It submitted to St. Mary's College (Autonomous), 
Thoothukudi, affiliated to Manonmaniam Sundaranar University for the award of the 
Degree of Master of Arts is my original work and that it has not previously formed the 
basis for the award of any degree, diploma or similar title. 

OCTOBER 2018 

DECLARATION 

THOOTHUKUDI 

A-Sarcbin 
SAROBIN A. 



This is to certify that the projcct entitled Power of Faith in Preeti Shenoy's Liðe is What You Make It submitted to St. Mary's college (Autonomous), Thoothukudi, in partial fulfilment of the requirements of Manonmaniam Sundaranar 
University for the award of the Degree of Master of Arts in English Literature is a 
work done by Sarobin A. during the year 2018-2019, and that it has not previously 
formed the basis for the award of any degree, diploma or similar title. 

Dr A. Judy Pinheiro 
Head 

Research Department of English 
St.Mary's College (Autonomous) 

Thoothukudi - 628001 

CERTIFICATE 

Examiner 

Dr. L. Jacqulaine Leo 

Associate Prof. of English 

Guide 

Dr. Sr. A.S.J. Lucia Rose 

Pdacipa! 
St. lary's Colege (Autonomous) 

Thoothukudi -628 001, 

































































































































































































































I hereby declare that the project entitled Cross- Cultural Confrontation in 

Bapsi Sidhwa's The Pakistani Bride submitted to St. Mary's College (Autonomous), 

Thoothukudi, affiliated to Manonmaniam Sundaranar University for the award of the 

Degree of Master of Arts is my original work and that it has not previously formed the 

basis for the award of any degree, diploma or similar title. 

OCTOBER 2018 

DECLARATION 

THOOTHUKUDI 

Seaniaha.A 
SERNISHA A. 



This is to certify that the project entitled Cross- Cultural Confrontation in 

Bapsi Sidhwa's The Pakistani Bride submitted to St. Mary's College (Autonomous), 

Thoothukudi, in partial fulfilment of the requirements of Manonmaniam Sundaranar 

University for the award of the Degree of Master of Arts in English Literature is a 

work done by Sernisha A, during the year 2018-2019, and that it has not previously 

formed the basis for the award of any degree, diploma or similar title. 

Dr.A. Judy Pinheiro 
Head 

Research Department of English 
St.Mary's College (Autonomous) 

Thoothukudi -628001 

CERTIFICATE 

Examiner 

gose rary 
Ms. D. Jose Mary 

Associate Prof. of English 

Guide 

Dr. Sr. A.S.J, Lucia Rose 
Principal 

St. Mar's College (Autonomous) 
Thoothukudi -628 001. 



































































































































I hereby declare that the project entitled Richard Wright's Black Boy - A 
Memoir of Racial Struggles and Quest for Identity submitted to St. Mary's College 

(Autonomous), Thoothukudi, affiliated to Manonmaniam Sundaranar University for the 

award of the Degree of Master of Arts is my original work and that it has not previously 

formed the basis for the award of any degree, diploma or similar title. 

OCTOBER 2018 

DECLARATION 

THOOTHUKUDI 

SHAKILA D. 



This is to certify that the project entitled Richard Wright's Black Boy - A 
Memoir of Racial Struggles and Quest for Identity submitted to St. Mary's College 
(Autonomous), Thoothukudi, in partial fulfillment of the requirements of Manonmaniam 
Sundaranar University for the award of the Degree of Master of Arts in English Literature 
is a work done by Shakila D. during the year 2018-2019, and that it has not previously 
formed the basis for the award of any degree, diploma or similar title. 

Dr. A. Judy Pinheiro 
Head 

Research Department of English 
St.Mary's College (Autohomous) 

Thoothukudi -628001 

CERTIFICATE 

Examíner 

Dr. S. Sudha Rani 

Assistant Professor of English 

Guide 

Dr. Sr. A. S.J. Lucia Rose 

Prlncpal 
St. Mary's College (Autonomoug 

Thoothukudi -628 001. 























































































































I hereby declare that the project entitled Posteolonial Elements in Michael 
Ondaatje's The English Patient submitted to St. Mary's College (Autonomous), 
Thoothukudi, affiliated to Manonmaniam Sundaranar University for the award of the 

Degree of Master of Arts is my original work and that it has not previously formed the 
basis for the award of any degree, diploma or similar title. 

OCTOBER 2018 

DECLARATION 

THOOTHUKUDI 

A Sonirene 
SONIREN�A A. 



This is to certify that the project entitled Postcolonial Elements in Michael 
Ondaatje's The English Patient is submitted to St. Mary's College (Autonomous), 
Thoothukudi, in partial fulfillment of the requirements of Manonmaniam Sundaranar 
University for the award of the Degree of Master of Arts in English Literature is a work 
done by Sonirenga A. during the year 2018 -2019, and that it has not previously formed 
the basis for the award of any degree, diploma or similar title. 

Dr. A. Judy Pinheiro 
Head 

Research Department of English 
St.Mary's College (Autonomous) 

Thoothukudi 628001 

CERTIFICATE 

Exainer 

7. Mauy Manoamau 
Ms. T. Mary Manonmani 

Associate Professor of English 

Guide 

Dr. Sr. A. S. J. Lucia Rose 

Principal 
St. Mary's College (Autonomeus 

Thoothukudi -628 001. 







































































































































































































































































































































































































I hereby declare that the project Riot and Rebellion in Chinua Achebe's 
Arrow of God submitted to St. Mary's College (Autonomous), Thoothukudi, affiliated 
to Manonmaniam Sundaranar University for the award of the Degree of Master of 
Arts is my original work and that it has not previously formed the basis for the award 

of any degree, diploma or similar title. 

OCTOBER 2018 

DECLARATION 

THOOTHUKUDI 

J.aumitha 
SUMITHA J. 



This is to certify that the project entitled Riot and Rebellion in Chinua 

Achebe's Arrow of God submitted to St. Mary's College (Autonomous), 
Thoothukudi, in partial fulfilment of the requirements of ManonmaniamSundaranar 
University for the award of the Degree of Master of Arts in English Literature is a 

work done by Sumitha J. during the year 2018-2019, and that it has not previously 

formed the basis for the award of any degree, diploma or similar title. 

Dr. A. Judy Pinheiro 
Head 

Research Department of English 
St.Mary's College (Autonomous) 

Thoothukudi 628001 

CERTIFICATE 

iner 

7May Manoaman 
Ms. T. Mary Manonmani 

Associate Prof. of English 

Guide 

Dr. Sr. A. S. J. Lucia Rose 
Pinciga 

St. Mary's Coitege (Autanonoua) 
Thoothukudi -828 00s, 













































































































































I hereby declare that the project entitled Jeannette Walls' The Glass Castle: A Study of the Jargon of Familial Dysfunction submitted to St. Mary's College (Autonomous), Thoothukudi, affiliated to Manonmaniam Sundaranar University for the 
award of the Degree of Master of Arts is my original work and that it has not previously 
formed the basis for the award of any degree, diploma or similar title. 

OCTOBER 2018 

DECLARATION 

THOOTHUKUDI 

SURIYANARAYANI A. 



CERTIFICATE 

This is to certify that the project entitled Jeannette Walls' The Glas_ Castle: A 

Study of the Jargon of Familial Dysfunction submitted to St. Mary's College 
(Autonomous), Thoothukudi, in partial fulfilment of the requirements of Manonmani�m 
Sundaranar University for the award of the Degree of Master of Arts in English Literature 
is a work done by Suriya Narayani A. during the year 2018-2019, and that it has not 

Dr. A. Judy Pinheiro 
Head 

Research Department of English 
St.Mary's College (Autonomous) 

Theethukudi - 628901 

B.Sncna Mangat 
Dr. B. Serena Margaret 

Associate Prof. of English 

Guide 

Dr. Sr. A. S. J. Lucia Rose 

Principal 
St. Mary's College (Autonomeus 

Thoothukudi- 628 001. 

previously formed the basis for the award of any degree, diploma or similar title. 



































































































I hereby declare that the project entitled Socio-political Dilemma in Nayantara 
Saghal's Rich Like Us submitted to St. Mary's College (Autonomous), Thoothukudi, 
affiliated to Manonmaniam Sundaranar University for the award of the Degree of Master 

of Arts is my original work and that it has not previously formed the basis for the award 

of any degree, diploma or similar title. 

OCTOBER 2018 

DECLARATION 

THOOTHUKUDI 

Svji 
VIJI S. 



This is to certify that the project entitled Socio-political Dilemma in Nayantara 

Saghal's Rich Like Us. submitted to St. Mary's College (Autonomous), Thoothukudi, 

in partial fulfilment of the requirements of Manonmaniam Sundaranar University for the 

award of the Degree of Master of Arts in English Literature is a work done by Viji S. 

during the year 2018-2019, and that it has not previously formned the basis for the award 

of any degree, diploma or similar title. 

Dr. A. Judy Pinheiro 
Head 

Research Department of English 
St.Mary's College (Autonomous) 

Thoothukudi - 628001 

CERTIFICATE 

Examiner 

Dr. A. Judy Pinheiro 

Associate Professor of English 

Guide 

Dr. Sr. A. S. J. Lucia Rose 
Pdncipal 

St. Mary's Coltege (Autonomous) 
Thoothukudi -$28 001. 



















































































































































































































































I hereby declare that the project entitled The Ultimate Totalitarian Niyghtmare in 

Anthony Burgess's 4 Clockwork Orange submitted to St. Mary's College (Autonomous). 

Thoothukudi, affiliated to Manonmaniam Sundaranar University for the award of the Degree of 
Master of Arts is my original work and that it has not previously formed the basis for the award 
of any degree, diploma or similar title. 

OCTOBER2018 

DECLARATION 

THOOTHUKUDI 

Vinchin Sanprasitra dela B 
VINOBINI SAMPRASITTA ABILA.B 



This is to certify that the project entitled The Ultimate Totalitarian Nightmare in 

Anthony Burgess's A Clockwork Orange submitted to St. Mary's College (Autonomous), 

Thoothukudi, in partial fulfillment of the requirements of Manonmaniam Sundaranar University 

for the award of the Degree of Master of Arts in English Literature is a work done by Vinonbini 

Samprasitta Abila.B during the year 2018-2019, and that it has not previously formed the basis 

Dr. A. JudyPinheiro 

fExamner 

CERTIFICATE 

Head 
Research Department of English 
St.Mary's College (Autonomous) 

Thoothukudi - 628001 

Dr. L. Jacqulaine Leo 

Associate Prof. of English 

Guide 

Dr. Sr. A. S.J. Lucia Rose 
Principai 

St. Mary's Colfege (Autonomous) 
Thoothukudi -828 001. 

for the award of any degree, diploma or similar title. 
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