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., Early CBC Radio Drama and Women's Estate

¥ Cheryl Watt

]

L3

Cultural products can be analyzed fram many points of ¥iew. This
study looks at seven English language CBC radio dramas produced between
1940 and 1952, with a view to explaining their genesis. To accamplish-

the goal of explanation, the dramas "are examined fram a structural
Id

viewpoint, that is,; the researcher looked at the arlranganent of the

content, which required an examination of the value sets which. shaped

the work. Because the interest was in examining wamen's depicted

,' position,‘ the research was geared toward revealing the dramas'

underlying value sets about women. To expand on_t.his knowledge, the
thesis includes a schema generated from theoretical work of Juliet
Mitchell which classified wanen's position‘ as deriving fram a
combination of stances in four areas: production, reproduction,
socialization of children and sexuality. To explain beliefs and
attitudes about wamen which lay at the base of the dramas, a
dialectical .fx:‘amework/ was used. The dramas' value sets were fitted
into the available cultural-historical evidence of Canadian women of
the forties and fifties. This procedure established the links between

cultural and social practice, explained women's depicted pbsition in

the CBC radio dramas and provided the researcher with an expanded view

of women's social direction during the period under inquiry.
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Introduction

~-

& This thesis analyzes a set of English language CBC
fadio drama, Thfz overall goal of -the thesis was to go
‘beyond the dramas establishing thei'r links with partio.::ular
Canadian social, economic and political practices. The
underlying premise is of an inteydependent relatidnship

N .

between social and culturfal processes such that the two

e

ponstitnte and reconstitute each other. Cultural or
cgga:cive p;cactices can then be said to recreate social
practices while the latter can be said to affect the  form
and internallstructui‘es of cultural activities. The
relationship is much more complex than the formula which
creates a dichot'omy between, base (econ’emic practices) and
superstruc'turg (forms of consciousness) and where cultural
creations .are analyzed as reflections of econ‘omic
practices. Rather, the viéw held is of indissoluble
- connections between material, social and cultural activity
which ’reflect a belief 1in the totality of human
experience. This renders any analysis., other than one
which considers the cultural product an historical
practice, a limited one.

It is the 1latent structures of the radio dramas
" which are regarded as the ry'opst significant elements in

establishing their links with the social milieu. On the

surface level the imaginary content does not necessarily
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provide a trye representation of the assumptions, beliefs
and values which a'xje at ﬁthe base of the product's
creation. After these latent structures were uncovered,
the researcher attempted to find explanations for their
particular occurgnces in the ‘interplay:of oppositions,
pressures and resistances within the socia/.l structure.
This required an historical analysis of‘'the worid views
and practices pertaining to weomen as a social group.

The dramas were analyzed not simply as structures
which address any subject; the objective of the research
was the direction taken with regard to the condition of
women. Do the structures have built-in assumptions which
promote women in traditional positions or do they assume
the possibilities of a more emancﬁated position for
women? To help locate women's position in the dramas, the
analysis also wused a four-component structure of key

elements which have been advanced as defining women's

lives: Eroduction,' reproduction, sexuality and the

socialization of children (Mitchell, 1973). To arrive at

a final assessment of this position, the thesis foilowed

e —

three ’/gnalytiEgl {I’ocedures. First the latent structure

of each drama was uncovered and described. These revealed
structures were then interpreted according to Mitchell's

schema. A final procedure carried out the thesis' main

objective. The dominant visions of the dramas were

o

examined to reveal their final articulation of women's
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position and to reveal how, when inserted into \gpe
appropriate - historical epoch, they are structurally
related to its social practices and world views.

. T~ ' . L ‘. -
CBC Radio Drama

.

Evolution of the Drama Department. The question

arises as to why the CBC radio dramas are important
sources for the study of the interrelationship between
Canadian social Ahd cultural practices. Research which
has been completed on these materials documents their
valuable contribution to the cultural heritage of Canada.

Concordia Unlyersity has established a Centre for the

excl&sive collection and study of the scripts, tapes,
corréspondence andmpemonabilia which ﬁark the CBC's entry
into and development of the art of radio$drama. Accumu~
lated at ‘the Centre are some four thousand original
Canaéiap_ scripts spannin; the years from 1925 to 1985.
Research at the centre shows, fof example, the extent to
which the CBC and its- Drama Départment are responsible for
the existenée and success of English Canada's modern
professional theatre. Prior to the 1940's English Canada
had 1little professional, 1live ' theatre. The annual
Dominion Drama ‘Festival, ‘although it provided some

training for Canadian playwrights, actors and directors,

was an amateur association lacking funds and the

__organization required to sustain and thereby develo§ a .



Canadian artistic community. The CBC Drama Department,”as
it dgveloped in the late 1930's and early 1940"'s, changed

this. When the CBC was inaugurated in 1936, it inherited

the facilities, staff and objectives of its two.

prede&essors, the CRBC (1932-36) and CN Railways Radio
Department (1924-32), CN having had the first Trans-Canada
broadcasting network (Fink, 1981). Th’ese networks had
emphasized sustaining cultural programming as opposed to a
commercially sponsore’d format, and serious drama focusing
on Canadian themes and a Canadian’style as opposed to
popular programming of a 1igh’€ n_aturé, such as was the
experience of American radio. That 1is not to say that
popular drama of the serial and variety-comedy type :was
not a part.of CBC prbgramming schedules. Their position
was secondary, however, until 1943 when the CBC created a
second network, the Dominion NeEwork. This allowed
popular programming to be the mainstay of the new network,
now moving into commercial sponsorship, while the old
network (Trans:’Canada Network) continued to be devoted to
serious cultural programming.

As has been noted, the late 1930's and early 1940's
was a d‘ecisive period for CBC radio drama. The
convergence of three significant factors at this t;ime
helped to push radio drama into its Golden Age. The first

was the CBC's establishment in 1938 of a formal Drama

Department located ‘in Toronto and headed by Rupert Lucas

'y



in the: position of National Supervisor. Although likely

unintended, this move created the basis for the céming

together of a whole artistic community beginning with the

writers ’ actors, produ;:er—directors . followed by
tébhnicians and musicians 'in radio drama's Golden Age. It

was the lack of this type of organized effort which had
failed to establish a national 1live theatre. Lucas

., encouraged the new drama supé%visors in the regional
centres ) (Var;couver, Winnipeg, Montreal) to develop their

| art. However, this regional support diminished as
dramatic production became more and more centralized in

: Tordbnto. A parﬁ of this centralization process was the
hiring in 1941 of a National Script Editor, Alice Frick.

In addition, by the 1late forties the major producers in

the regional centres —-- Andrew Allan (Vancouver), Esse

Ljungh (kinnipeg) andQFrank Willis (Halifax) -- having’

been summoned to Toronto to produce the major national

. series wére joined with Rupert Caplan in pr&ducing ‘the

K}

golden-age series, Stage and Wednesday Night. The writers

and performers whose talents they had nourished and who
had contributed to their success had, gccompanied, them.
This left t;r;e regions somewhat impoverished in terms of
~dramatic production, talent, a large budget (now
appropriated by Toronto) and control over script selection
and content: Their productions were- limited to half-hour

time spots and to regional exposure (Jackson,.J., 1984).
One of the regional producers; Andrew Allan

4

(Vancouver), was instrumental in forming a coterie of

G, I . C s ' -

l
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writers and a unidque style of production:which placed him

in the vanguard of drama's Goldeﬁ‘\‘{cﬂ}: and ' led to his
Alla

promotﬁn as National Supervisor. - chose to advance

«Canadian radio drama by focusing on Canadian content and a

unigue production style. Apparently he was concerned
‘ . .

about the network's ability to compete for an audience

P

with the big-budget produgtions and star performers on

American radio. Borderline)} American stations had powerful

transmitting signals ana/ with their employment of a

popular entertainment format had gained a large Canadian-

s X &£
audience:

I really began to work intensively in the
beginning of the '40s ‘and I worked right
through until September 1943 in Vancouver. We
did a variety of things. We tried to make the
show professional sounding in all kinds of
ways, using music and the style of acting
*  _which I 4insisted on. I had my ideas of a
) style of acting that would work. In
Vancouver, we had some performers who had very
little, if any experience, but did have
"promise, and we evolved a style of performance
which was very clear. 0ddly enough, the
speech was very fast, dynamic, spare and not
over-emotionalized. We hit the ideas rather
than the emotion, 1letting music do the
exciting for us (Jackson, R.L., 1966:52).

I’nm_éjddition to Allan's innovative stylistic ‘technique, he

.

was responsible for, bringing together some of the
exceptional Canadian writing talent. Fletcher Markle
describes the beginnings of Allan's talent pool:

There weren't very many of us. There was
(John) Bethune from. B the East, and from the
Midwest came Tommy Tweed who was collaborating
with a marvelous Arab-faced chum of -his from
‘Winnipeg named Ben Lepkin, ... We did, I'd
say, ten or a dozen shows a year written by
Tommy Tweed and Ben Lepkin. I think both
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. Tweed and Ben would protest if you called ‘them
satires, but there was a satirical twaﬁg to
it... Then in late '41, early '42, came the
first two or three scrlpts by Len Petersbn. I
was reading a lot for A#drew at that tnme and
I'll never forget as long as 1 draw bre?th how -
marvelous it was to.see this completely;fresh

‘5\ uriderivative wrltlng talent come out :iof all
that dreg. I'm not sure about thng but I K‘
think we did the bulk of Len's early’writing v~

: from Vancouver (Jackson, R.L., 1964: 53)
. ,
It would be inconceivable to disregag& Markle's own

bont;ibution to Allan's productions in those years. Allan

recalls Markle's widely-acclaimed Baker's Dozen series:

He ' wrote this most extraordinary series.
Sometimes the scripts came out one by one, and
it was very hard. All night’ sessions sitting in
the cellar or his house,where he worked, making
_ : sure that we were ready ‘'for the typists in the
. morning to stencil it. It got that close
sometimes. But it had . a wvitality and an
awareness and a kind of new feeling that we
hadn't had before. Although it stemmed from
what we had been doing, it was a ‘summation of
the kind of thing .that we hads been doing. We
had an atmosphere and a style of performance,
. and now we had material that showed this at its
" best... It was a culmination.,. I don't think
that Fletcher would have thought of doing the
¢ ' series if the atmosphere or climate hadd not been
) there, and this atmosphere or climate, or
whatever you 1like to call it, came because in’
that place there was a number of ‘people; ally'
different, but somehow young and keen, and
wanting to go (Jackson, R.L., 1964: 53,54).

7
_ R

N

When they moved to Toronto in 1943, these writers, plus
others -- Lister Sinclair, Bernard Braden, Barbara Kelly
and Alan King -- accompanied Allan, becoming a part of the
community of professional artists who surrounded him there

and assisted in the intgrnational success of his Stage

series.

TS

The War provided the final impetus which thrust CBC

radio drama into its period of finest achievement, a
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periodlnow recognized as largely responsihle for the birth
of our modern professional ;:heatre, R.L. Jackson notes
that in its three Years priof-to the war's commencement,
the CBC 1acked a large, appreciative audience for hany of

\ ’ 1
itﬂ dramatic productions. People tuned )hm for special

8

events or on-the-spot news coverage kmx£ reserved their
regular listening for the private Canadian networks or for
the showy broadcastSfemanating from American networks. A
few years into World' War II?‘ CBC officials aéﬁ the
Canadian ‘gpvernment began to recognize the role the
network could play in uniting - a nation of vast
geographical size and diverse cultural groups. The
government began pouring money into CBC/coffers, much of
which was allocated to dramatic product{oné féatdring war
themes of a highly p;opaganﬁist ﬁature. These dramas
expressed theA war's objectives, <clarified Canada's
participation and war requirements and endeavoured to
raise the lis£eners' morale. ' They were not all pieces of
high quality but they did engender considerable audience

response and they exg}ted for the first time a Canadian
, / ,

" cultural spirit -among the 'members the artistic

formation which had assembled in Toronto.

- ———

Interspersed with war propaganda were plays of -a

highly critical nature directed toward business values and

.

the war itself. As one of the major playwrights notes:

- Qo

Also, as. long as we, in a sense .bowed in the
direction of the war effort, we found that we
could be very critical of our society. There
was a sort of idealism throughout Canada,
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along with a bitterness: about the terrible

social problems generated by the depression.

x»1 feel that a very impprtant development took

Place at that time. For the first time, there

-~ was a sort of general criticism-of our society’

done in an artistic manner (Jackson, R.L.,
1966:60) . '

- e

In sho;é§ the basic structural elements for ‘the '

maturing of radio drama art had evolved: an enthusiastic

audience, financial support, and a purposeful, intimate

and inspired creative formation.
. 1

The CBC Stage Series. %In terms of the form of

~

dramatic production, the war and. post-war years are.

L]

highlighteé by a number of major "anthology" series-

= originating from Toronto and the four regional centres
(Montreal, Vancouver, Halifax, Winnipeg).{ 'These series
are notable for their dedication to\fCanadian content,
their weekly cohfinuity and the.ir Jduration: they spanned

several decades extending even through -the 'seventies.

' Those responsible for the success of the CBC Stage series

accurately represent the kind of artistic circle which.

oo produced a CBC "anthology" series. Stage is particularl&

\%ppropriate in this discussion since several of the dramas-

ahalyzed in this study are Stage productions and all are
Andrew Allan achievements.

The Stage series, initiated in January, 1944, marks

the beginning of what is commonly known as radio d;ama's"

Golden Age. This era extends over the next two decades

until television replaces radiqﬁas the major enter;ainhent

'meéium. Stage began as a half-hour }live broadcast, and in -

-
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its fourth year air time was extendea to one hour. ‘An@rew
Allan produced the series until his retirement in 1955, at
which time he was replaéed by Esse Ljungh untiibha:retired'
in 1969. The series was one which extended béyo’nd the
Golden Age and through the 1970's (Fink, 1981).

' There are seVeral reasons for the sﬁccess of §E§gé,
not the least of which is the. circle of artists which
Allan created, inspired and directed; The most important
members of this formation for Allan were the writers. The
core of this writing group was small, perhaps a dozen
people, notably Fletcher Markle, Len Peterson, Lister

Sinclair, Tommy Tweed, Harry Boyle, Hugh Kemp, Joseph

Schull, John Bethune, Alan King, ‘W.0. Mitchell, Gerald

Noxon and Allan himself. Other writers contributed to
Stage on a more irregular basis. Allan's absorbing

interest in §EE§S was an attempt to create through it the
Canadian professional theatre that the countrj was so
‘clearly lacking. To this end, he subtitled the series "A
Report on the State of Canadian Drama." In his opinion,
‘the series' strength and its distinctiveness as compared
to American rahio drama, for example, lay iﬁ his
conception of it as a writers' theatre. Given this focus,

Allan set out to establish a special relationship with the

writers, one which encouraged r each writer to use a

‘
1

personal style and to write about issues which were

personal concerns (Jackson, R.L., 1966:645h



.

cqmmunist scare.

11.

.Many Stage writerg §hose,tx> address Eontroversial
igsues in £he radio dramas. ° This produced such audience,
reactions that members of Pa;liament sometimes felt the
need ‘' to ‘discuss the dramas' appropriateness  in-
Parliamentéry debate. Among those discusséd were "Hilda
Morgan," an atcount of an unwed mother, "White Céllar," a
dramatization of union breaking in a white collar work
éituatioh, and "Who Killed Cock Robin," a satire on the

-

It .is not surprising, given this notoriety, that the
o -

.results of a research sample in whicﬁ%lso of these Stage

productions were analyzed to determine their position on a

range of social categories (sex roles, social -class,
family, the economy, . age, etc.), showed that a slight

majority of them expressed a sharp criticism of existing
. B /

social relatiéns, particularly with regard to social class

'(55%) and . the ecénomy '(61%)\ With respec£ o) the'

condition of women, the sex role category showed that 40%
Af plays ;n which that category was present, expressed a
criticism of social relations in that area. Further, this:
cf&gici m was strenﬁ}hened by the family categqéy\(Bss),
since it 1is difficu1£ to make an assessment %f women's
condition without considering their 1links 4¥>/Qhe family
(Jackson, J., 1984). / ,
The above evidence seems to sugéest thgt the- Stage

productions were created by an artistic qiréle which not

only articulated aﬂﬂCanadian cultural vision, but .one
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which, belng crltlcal of the status quo, was able at times

'
y

to artlculate emanc1patory alternatlve ‘to the, existing
v1ews.‘ This happened desplte the group's position within
a state-controlled organization. The emergence of this

tight-knit community which was able to gain the nation's

- attention 1is quite unusual, especially if one considers

that a productive effort by a like creative formation has

not since matgrialized on Canadlan radlo.'

The quallty' of the CBC radlo dramas as cultural

%

»products is attested to by both the awards they recelved

in,k annudal 1nternat10nal competltlons and the comments of

Canadian and American -literary reviewers. Entries from

theé Stage series,and CBC Wednesday Night received First

Awards from the Institute for Education by Radio’ in
Columbus, Ohio, throughout the 'forties and 'fifties. The

quality of the drama productions can'be measured by the

fact ‘that they often eclipsed entries by the majot

Americah networks. In 1945 and in the lmmedlate ensuing
t

years Institute judges- commended the Canadian submissions

“with remarks such as the fellowing: a o .

For ‘their astuteness in presenting 'to the
public, authors and producers who, . through
their apparently unhampered. abilities, are
enabled to create and project radlo drama of
originality, emotional appeal, and intellec-
tual integrity. .. «Exceptional artistry in
performance over ‘an extended period. Behind
each program there. is evidence of solid
critical judgement, meticulous planning 'and
sensitive direction... Admirable choice of
» . subjects...excellent acting  and musid.
(Jackson, R. L., 1966:74) ‘

Canadian'}iterary critic Vincent Toﬁell;:who wrote! the

5 @ ' ' :
Drama revews for the annual "Letters i¥ Canada" report

\

*
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for the University of Toronto Quarterly, recognized the

'lnternatlonal reSponse the CBC radlo drama productions

- were rece1V1ng and pralsed the ‘work of Andrew Allan,

. contributed

1 e )

:

-

L]

-

quality.

‘adapting -their scripts for the theatre,

of

his ° scrlptwrlters and of the musicians angd  actors who

to the series" overall succesé.' Tovell

acknowledges Allan s "national workshop as the _apex of our

theatre structure in Canada, the goal and best outlet for

a—

talent...(Flnk 1976 5). New

Reviewer Jack Gould of the

" York Times called Allan's group "...the most distinguisheg

repertory company on radio (Allan, 1974:116)."

-t

Notwithstanding ‘the CBC radio dramas' success in

their time, they were not all of enduring literary

Rather, the emphasis here is on their cultural

oontribution as a major expression of a Canadian identity

and .as a‘'nucleus for the training of Canadian artists.

"the

A

“From late forties, radio dramatists began

i

in addition to

writing originals eﬁpressly for that medium.

?

Actors and

producers whcx had developed thelr -talents through. the

‘radio format beggn cr0551ng over to both llve theatre and

telev151ont Radio drama lost its prlmary position through

this_drainin@ of talent and the~1os§'of an audience and of

subsidies to: television.’ It seems ' fitting now,

cohsidering their past‘prominence, that  radiofdramas are

being recOgnlzed as valuable culturdl documents of a pdst

1. ; t

Canadlan era. o . ' I . 7/

' N - ' . -
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. Conclusion

The . primary intention of this thesis is to explain
the underlying ideas about women contained in the CBC
rad19 dramas as originating from the catégories which
organized women's consci ness of 1ti1e day. - Culture' and

cultural artifacts are then not two separate domains but

\
fuse with one another at the level of structure. In so
doing, they reinforce orfe another as material process and
are e‘vid’en_g;e‘#_j:hat the assumppior;s and values which make
their way into artistic works are not isolated happer}ings
but ,ari iptegr:al part of the social and histgiical”‘
‘consciousness. ) (B

* The thesis is worked 'out as follows. Chapter 1II
\de‘ta{i'j.s the theoretical framework and offers a review of
i:he*\ pertinent literature. Chapter III cpnta‘ins ‘an

> “ explanat;ion of the research design,' followed by the actual

‘an"a‘l‘yse‘s, in chapters IV, V and VI. The latter threé

'gha\pfe{:s"@raw attention to the themes of the plays, their

relatons to the condition of women and their linkages to

the Canadian sogial structure.

LN
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Literature Review and Theodretical Orientation

) Thé study of culture has\}remained outside Aof
mainstream. sociology in North America‘, our sociologists
preferfiné to investigate topics whiéh fitted more easil§
into a positivist frameworkf edpcation, sexﬂ roleéf
deviance, population, social stratification; or those
which -fitted the hisﬁé}icist” mode; Canadian social
developmfnt, changes “in landowning patterns, w®conomic
trends or the growth of political parties. Cultural

inquiries can of coeurse be accommodated by either of the

‘abaove traditions, but they have the additional difficulty

e
of overlapping with concerns of philosophy, aesthetics,

critical analysis and in the case of a sociology of
literature, with concerns of literary studies,
linguistics, and semiotics. Still, European sociélogists
divide the field into two approaches: an observational
sociology which searches for causal connections and has a
scientific, descriptive tendency and an alternative or
critical sociology which' draws on historical and
. .

philosophical thought to search for the social genesis of
art (Laurenson and 'Swingewood, 1971; ‘Routh laﬁd Wolff,
1977; wWilliams, 1982).

A sociology of culture which is observational has

three areas of concern: production, product and audiendeé

reception. Within the first catégory are studies of



cultural institutions - the press; cihema .and

e
s

.-b}oaéca§%§pg -- ranging from a micro focus on the
occupatipfidl  roles of ' individuals  within  these
institutions, . to a macro focus on institutional
organization, function, development (role of technology),
and the interrelations between cultural institutions or
industries and broader roietal organizations (regulatory
bod}és, advertiSing" agencies,' .étc.) (Lewis, 1578;
Williams, #981). Th? category involving studies of the
products of cultural institutions fpcuses on gquantitative
descriptions of their manifest content (types of congﬁht,
'porggayal'of "éypical" social. figures as the policeman,
the criminal, etc.). Such analyses regard the cultural
product as 'a data source for sociological types of

Linformation or for soc%ologically aware sEudies (Routh and
Wolff, 1977). The ;udience.reception category includes
studies ~which analyze audience response, audience
composition, and social‘effects of cmlturél productions

which might( for example, sho%\ violence; The above
categories of observational s6ci010gy contain the subject

matter o0f mass communications research  which dominates
orthodox sociology of culture.

The Sociology of Literature

A critical sociology of culture which.addresses the

question of the social. genesis of art basically focuses on

Hal Tt
!
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N -~ o . ! .
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the re;ati‘ons between art and social structure. There is
some overlapping here with the former positivist approach
gsince relational 1i‘nks can encompass any vkind of
o conneéti-én ranging from the simplistic proposition that

- . social structure detgfmines art ’{reflection theory) to a
| more comp'lex, reciprocal, and mediated relationship
between the‘ two' in which art both determines and is
détermined by social structure. In the latter case, art

is mediated through other elementsll of the superstructure

such as religion or politics rather than having a direct

. relationship with the material base. Since dramatic ar’(

is the fofcus of this thesis rather than any of the‘/ other
creative arts, I will briefly trace t%e major historical
-figures an.d important theories which have contributed.to a
critical approach in the -sociocology of 1literature. The

first writings to indicate that literature was probably

) 8ocially generated occurred in the seventeénth century.
Thg emphasis was on climate and geography as generatoré of
a "national temper" which influenced the . social and
political institutions responsible fpr either favouring or
impeding literary creation. If their atffachment were to
peace, literary creation flourish'ed. If+ it were to war,
it ‘quickly declined. The emphasis on' literature as
soc;ally conditioned continuéd into the eighteenth century
when writers such as Vico, Herder, and Madame de Stael
;vrote in broad genera’lities -of a direct Qne-to-one

relationship between literature. and ‘society. They too
- , ' o “ v

-
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aff%zged the importance of Elimate, geography, and %ocial
institutions which produced a melancholic or cheef}ul
national character ;eflected- in the tone, themes, and
settings of 1iteragy wqué( ‘iadame de Stael was the first
to point out the imp;rtance of women and the middle class
to the novel form, arguing of the latter that only With a
strong interest in the priva%e sphere apg a prosperous
ﬁerchant class could the novel form flourish (Laurenson
and Swingewbdﬁ, 1971: 23-38).

Hippolyte Tainé, French  philosopher,. historian,

politician, and essayist of the nineteenth century, is

recognized as the founder of the sociology of literature.

His work divides |k into pwo' distinct approaches{ The

earlier thelretical "stance is ‘significant in that it
recisely defines the connections between a literary work
?d society. It is ghe social variables of race, moment,
%ﬁd milieu wbich - he lists’ as the. causal factors
determiﬁﬁng the mental structures of an age which are
subsequently expressed in its art. Taine does~not succeed

.

in applying his theory since his variable definitions are

~- 1

4

confusing. The result, is a mechanicdl. explanation of —

literary texts as a response to external material

conditions.” His “later theoretical approaéﬂ introduces a

problem sociologists face today regarding the priority
assigned to the artist's creative genius. Taine abandoned

his earlier stress on material causes and explained

literary works psychologically since, "...the  great

%
-
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‘artist's superior ™moral state" enables him to grasp the
essence, the truth of reality" (Lalrenson and Swingewood,
1971: 31-39). This element wunderlining the gifted
\artigt's special insight prevails to this day in theories
of literary sociology.’ ’ ) |
? Marx and Engels" were other nineteenth century
figures who theorized “about the relationship, between
;iteféture and society.‘ Both left various writings which
convey very -contradictory 'ideas about literature's
influence.. On the one hand they emphasize a reiationship
in which leconomic forces determine sgcial thought and
whére art either reproduces typical figures which mirror
realistically the details an~d tharacters of an era, orl
;rt,’being ideology, reflects the false consciousness of a
social class. They off?red a more independent “r'o,le for
art in their concep;ion that artists are able to tragécgnd
their - class position to depict society truthfﬁlly;
Literature then " has a dialegtical, contradictory
relationship with its author, ideology, and social’

structure. Its reduction to orie single contradiction (the
L2 il

author's class interest) is mediated by a number of .
dialecticé% oppositions or contradictions(Swingewoaod in
Routh and Wolff, 1977 : 131-133). .

After the death of Marx (1883),. international

Marxists tended to adopt a cultural thedry which explained

i X
“art as the passive reflection of economic processes.” They

attributed the alienation and general pessimism in the



el

modii? novél as reducible to the cr?sis and Er:iidown of
capitalism. It was only after World War I that Marxist-
‘theorists began to emphasize’a dialecticai approach to the
anai&sig*_of cultural pkoducts. Figures like Lukacé,

Goldmann, and members of the Frankfurt School (Adorno,

~ Horkheiher, Behjamin) began to use’concepts of totality

and prax}s in their work, thereby recognizing the
éeterminagé role of creative ‘practices in their own
production. Thus, for example, a .faction éf the Frankfurt
School perceiyes*bhe a;tiét as qreating néw literéry forms
through new kinds of relations to the aesthetic’ forces of
production. Tha; is, modern technoldgy c;eatés _the
possibility, for 'example, of a genuine ‘collectivist
litefary enterprise since newspapers and magazines, having

reduced the dlstlnctlon between author and public, have

made all men artistic producers (Sw1ngewood in Routh and

Wolff, 1977:134-147).

* Goldmann emphasized the structurglist&component of
iiterary works and the social, political, and economic
environments which produced them. By focusing on a work' s-
sﬁiuéﬁural connections wich the social structure. Goldmann
is able to explain its genecis from a particular

-

arrangement of social elements  at a particular historical

.-

~moment. "In a study he makes of French works written by

ﬁacine during. the seventeenth century, Goldmann discovers
a'tragic visjion expressed. The hero rejects the world as

a result of two contradictory claims that the world
' r
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prevents him or her from reconciling. For example, in the'

drama Britannicus one finds Junie, who loves Britannicus

hY

and who yet captured by thelr enemy, Neron, is forced to
ablde by the rules of his court, and in ‘Bérénice one finds
Titus who wishes to remain Emperor and yet not separate
himseif from'.Bérénice, the woman .he 1loves. Racine's
tragedies show a hero or heroine with absolute needs which
cannot be satlsfled in the world. Their solution is
withdrawal from the world o; suicide so that they can
conform to the dlcgates of a hldden God who judges them
and demands from them §et never - appears. In worldly
rejection lies Fheir only possibility for greatness.

These cateéoriesloﬁ a hiddea God, an amoral world,

‘ 4 s g l‘ & 13 L3 - ' (3
and a rejecting, conscious individual are direct

. transpositions by Racine off the world view of the

Jansenist group to which he belonged. Jansenism was a

" seventeenth century religious expression by the

descendants of the former "noblesse de robe". Théy.had
rejected. the pelitical and social 1lives of their'
forefathere whose power as magistrates and administratora
had been deliberately curtailed by the royal monarchy .

Being "noblesse de robe" in name only, this group lived an

. ambiguous and unhappy existence, having the -possibility of

*claiming attachment to the monarchy, yet with none of the

former control over the daily lives and affairs of the

commoners (Third Estate), the group from which -they

-originafi§ had been selected. Goldmann was thus able to

a



.. Show a structural relationship between Racine's tragedies

”’( ' 23'

o

and the Jansenist qocial milieu within which he iived

(1972).
. ,/'
. s
The Genetic Structuralist Model 4
N | .
-~ -

- *Goldmann's genetic‘structuralisé model is the one
beidg wused for this study; not that ‘}t- is without
problems, but it doesloffef aefinite possibilitﬁes for an
understanding of'' cultural creations. First, - Goldmann's
model, being dialecticall§ based, generates a pafticurar

2y

view of the production of knowledge. The social scientist

-

is not interested in simply amassing a large qdanti;y of
facts. Rather, for a 'dialectical, sqieﬁ;éﬁ facts acquire
meaning only when they are inser;ea/within a larger whole
of which they are a éart and within which they have a

function. For Goldmann the two-part process consists of

what he calls comprehension and explanation. His studies

¥

of Pascal and Racine, formerly cited, are good examples of
the process.

...to elucidate the tragic structure of
Pascal's Pensé& and Racine's tragedies 1is a
process of comprehension; to insert. them into
extremist Jansenism by uncovering the
structure of this school of thought is a
process of comprehension in relation to the
latter but a process of explanation in
relation to the writings of Pascal and Racine;
to insert extremist Jansenism into the overall
-history of Jansenism is to explain the first
and understand. the second. ~To insert
Jansenism as a movement of ideological
expression into the history of the seventeenth
century noblesse de 1robe 1is to explain

\ i - N
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Jansenism and to understand noblesse de robe.
. To insert the history of the noblesse de robe
into the overall history of French society is
‘to explain it by understanding the latterxr, and
so on. (Goldmann, 1975a:163). '

The above example demonstrates that this process

providés knowledge of ' both the genesis and function

. {meaning) of a social fact; moreover, that" the

investigating  process can carry on indefinitely.
Secondly, a dialectical science recognizes the social and

]
historical character of all"things humane Goldmann

translates %hls premise 1into h;s work by recognizing that

.-
an artist's creatlon is not the ’invention of an individual

mihd. Rather, at the base of an artistic work are
categories or structures that have been elab&rated by the
group with which the értist identifies. For Goldmann the
most important such group 1is the artist's social class.
What the artist has the ablllty to do is to transpose the
mental categories of the soc1al group into the creative"
work. Finally, a collective subject is by its very nature
historical s;nce any individual memgér is, born into
o
structures of thought and action that have been formed by

those who came before. Thirdly, a dialectical science.

assumes a total or partial unity of subject and object.

"Goldmann, in recognizing a partial identity, allows for

praxis to enter into the theoretical gap between a subject
and his/her object of thought. \The researcher, therefore,
although conditioned by the intellectual currents of the

time, has the possibility of shifting to new structures of

-
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thought coinciding with shifts in epcio-histcrical

&mgements. Similarly, the creative artist in spite o
51d1ng ‘with the conservative elements of the perlod, can
write of the revolutionary forces which are gathef;ng
strength. Goldmann cites Balzac, Dante, Goethe as
\writers, who', in spite of their conscious intentions
(political, social, ©philosophical ideas) and nias,
depicted the universe accurately because of their
visionary, intuitive qualities (1975b:44).

Goldmann's theoretical model consists of six
eiements: signifrcant structure, transindividyal subject,
totality, world vision, possible consciousness, and
homplogy. The concept of significant structure became an
important focus for Goldmann after he studied with Piaget
following WOrld;_War I1. Structure and function .are
inseparable in his opinion: a structure exists because it

Yaerves a function for a human group and whenflt no longer
does this, they w111 replace it with another structure. A
group's creation, maintenance and transformation of
structures Goldmann subsumes under the term praxis which
embo@ies both the mental and physical skills of the
group's members as they go anout transforming the world to

meet their needs.- Basically this approach understands all

‘ﬁ$human activity as an attempt to make a significant

response to an objective situation. The significamm

response is an okganizing view, a set of mental structures

which governs group activity until, as previously stated,

a N

)
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. they no longer satisfy_groub needs. Whether the group is

creating, maintaining, or tran$for§ing structures, ‘it is
necessary,that the members feel ahﬁense of cohérence\or
balance. It is when this equilibrium is upset that they
se£ about to create new structures to satisfy this need.
Regardless of what ‘stage of 'activity the-group is at,

whether cnfating, maintaining, destroying, or transforming

structures, Goldmann emphasizes its dynamism. Structure
for him is never static but "always in process. Goldmann
- . \/\ -

found that there was a-: relationship between the mental
étructures, the categories that organize the empirical
consciousness of a group, and the organizing structures at
the base of the i;aginary wo£ld created by the writer. He
believed that this relationship is most apparent when the

society is in a‘ transition period, when old walues have

collapsed and new ones are in the process of being born.

The writer is able to embody the problems created by this

crisis period in a very human form, including the values

\

of the past gut articulating them in new forms. Goldmann

believed that periods of social crisis stimulated the

artist in that dhey provided a greater number of problems
It

.

t% which the imagination c¢ould respond (1975b). -

Q::>Transindividual subject is one of Goldmann's more

controversial elements Dbecause it accounts for the

existence of a work not in terms of the indiwidual artist

but in terms of the- social group to whic% he or she

?
belongs. Goldmann argues that the artist draws upon mental

.
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categor%gs already élabofated by .others”to create the.
work's basic structure. ThiS'struéture,possesseé its own -
inner logi€, an internal coherence to a cdnéeptﬁal'SYStem
- .which belongs to a past or éreéent social group, a

of . .
conceptual system which the group members themselves are

not aware of because the demands bérdaily living prevent
them jfrom having 'a totalizing vision. The .content of a
‘work,” on the ‘other hand, can be related to a group's

actual ,consciousness. Theé concept of 'a transindividual

subject )aécomplishes two things: for a socioiogy of
culture: it. explains the cultu}al fact dialectically by
maintaining the subject (the sécial group) /object (the
literary fact) unity, and it allows abstract knowledge of
histofical groups to become concrete, since through an
analysis of cultural facts a researcher can tell people
what they were and are and what they are.becoming.
Totality strives to understand social ‘facts not by
isolating them but by inserting them in£o the
sécio—historical c6ntext in which they were born and
‘developed. Thi; is gccomplished by searching‘ for the
relations between the parts (the literary structures) and
the whole (socio-historical reality). The actual process
reguires a continuous movement by ﬁhg reggaréher between
historical reality and a work's eruqfures. One
implication of the method is that the researcher must have
a théory of history. Also, in terms of present history,

this totality is .never complete. 2immerman notes that

-~
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a

Goldmann's later views on totality direct the researcher

o

attempt to grasp the implicit totality of
history projected. by the ideology of the
dominant elass; and (to) try to plot out the
new totality on the basis of social and
ideological elements that seem to be gathering
» Strength in opposition to the hegemonic class

and its conceptual totality (Zimmerman ,

1979:157). ’ -

-

World vision describes:

the whole complex of ideas, éspiratiqns and

feelings which Jlinks together the members of a

social group {(a group which, in most cases,

assumes the existence of a social class) and

which opposes them to other social groups
. (Goldmann, 1964:17). T~ .
. Goldmann conceivés a social cl&ss to hale formulated a
most complete vision of:its present social circumstances
and of 1its possibilities for the future. It is the
-artists who, because of their exceptional vision, are able
to articulate the real conditions and interests of their
social group, thus concretizing its world view in’ a
literary work. The pertinent social groJ; is’ not nedes-
sarily the one ‘in which the artist_grew up or even spent a
significant part.of life. More 1likely, it is the group
with' which he has been most receétly in immediate contact.
The influence of this social group can cause the artist to
adapt, rebeliagainst, or synthesize its ideas with ideas
found elsewhere. How he or she 'transposes the mental
categcries is a matter of individual creativity (1975b).

The concept of possible consciousness describés a

world viewHraised to its most coherent level. It is the



changed to or replaced by another group. Lo

< dr
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~

awareness. a group might have if it were able to asséss its
overall situation with respect t¢ the whole structure of

society. The concept is grounded in the dynamic character

~of human activity which presupposes that group members can

make 'a number of different possible~ resbonses to the
social problems they encounter provided thét the respdn’sg
serves a function or maintains the grpué's equilibrium. A
group's possible consciousness is to be distinguished from

its real consciousness, which actually consists of many

kinds of misunderstandings dnd illusions. Examples of’

such are -plentiful and measurable in Surveys, opinion

polls', interviews, and certain types of art. They ‘may

.

.reveal 1little awareness of the group's relationship to

other soci?l groups or of its historical position. Any

social group is 1limited by its possible consciousness,

since, if it.goes beyord~its conceptual basis it becomes

<
4

Thg moment when the new conceptual basis seems
to have been approximated by a fairly large
number of the leading thinkers of a period,
the ideological dominance of a ruling class
would seem to be at an end, a new period about
_to begin, and with it, a new conception of
" history and -historical periods (Zimmerman,
1979:157). ’
¢

The artist must consider this limitation when he or she is
expressing a vision of the group's possibilities in a

literary text. Again, artists are able to express a

group's structural tendencies in a coherent fashion

because of their creative gen\ius,‘-g talent which enables )

RS
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them to transcend their own subjectivity (personal
interests, prejudices, emotions) to construct a possible

vision inherent in the mental categories of the social
3

Ne

group with which they identify. Since a creative, work
&

contains a group's structural tendencies pushed to their
conclusion, thé researcher is able to discern the group's
future direction, a valuable knowledge for an
understanding of social life. '
Homology is the term Goldmann uses to express the
basic hypothesis of thel genetic strucfura;list model --

that’® the structures of, the world of the work are

homologous with the mental structures of certain social

groups. The term conveys a sense of corresponding forms, '

of 1links between the two 1evFls that encompas’s a
resemblance in framework. It follows that the content of
a work becomes of little interest to a researcher.
William Boelhower defines homology as, ";a dialectical,
constructivi;st principle involving a functional necessity"
(Boelh{ower, 1980:32). This points to the . actual
va-et-vient process, the procedure which the researcher
uses to construct the relationship between the two levels.
This procedure requires that the researcher continuously
oscillate between the social world and the text,
necessitating +that he or she have ? broad, gener‘a{i

lgnowledge cf a qroup's social history in order to fit the

structures of the work into the available cultural

-



evidence. The homology, then, becomes delineated and

further clarified as the methodology proceeds. It is a

. principle which falls within the diéi;ctical framework

. because it does not reveal any absolute truth about the

relationship between theé text and ' society, Rather, a

~number of interpretations are possible, since the

researcher in outlining only the 1limits of the
relationship, does not study the englobing structure in
detail but only enough to Eake possible an exp}anation for
the genesis of the object.‘

Critique of the Genetic Structuralist Model

‘.

Goldmann has had many criticisms made against his

model. ~Critics are quick to point out the considerable

dlsparlty between his early work on Pascal and Racine and

his later work on the modern novel, many agreelng that the

earlier work is by far the superior. Another problem~

critics note is Goldmann's yfguehess in 'methodological
précedures. His‘ lack of ciarlty at this level will
require that other séurces be used to carry out the
énaIYSes of the CBC radio dramas. These sources will be

discussed in chapﬁer 3. The discussion immediately

Ld

following examines the merits and limitations of

Goldmann's theoretical model.

Goldmann has been both commended and criticized for

recognizing the  collective character of liteﬂgig
' L]

.
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creations. Critics ask why Jj.ndivid_;za'l, authors have not
been given a proﬁinent position in the model, considering
that their work is undeniable proof of a pers:onal effort
ax}d talent. Why, for example, does Goldmann not consi@gr
biography as an important element for analygis? Is "it not
possible that the artist's psychology might be responsible

r the composition of a work? Goldmann argues that a

ry creation has its own logic, -an internal coherence
which adheres tc a conceptual system belonging to members °
of a social group and forming a- totality (1975b:45). He
agreeé that a péychoanalYtic approach Q}li explain parts
of a work, but that involves cufting it into pieces and

w!ill never explain a work's total structure. To

understand a whole work it must be situated historically

.

in an englobing structure since it is at the historical
level that men create function énd-meaning. Psychology can
also explain why a part'i‘cular writer created a gertain
work, why it was brecisely Pascal and Racine among all the
-Jansenists who were able to express the tragic vision.
Howegerf it cannot ekplain the importance of their. works,
that is, their cultural significance. Inserting a work:
into individual biography will reveal its relations with a
writer's life experience and personal problems. This can’
only be ,Of secondary importance, in Goldmann's opinion,
since we are primarily interested ifu a work's cultural
) - significance (1975a:165). Finally, _once we give the

RO individual  precedence " at the thedretical and

/s
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methodological levels, we cannot generalize to the social
Oor even speculate about future sqcial directions.

Tﬂe elitist charaéter of Goldmann's wogg does’ not go
unnoticed by igﬁ,gritics.\ He analyzed either the classics
of literature (works by Racine) or mepdern works which he
considered to be above the ordinary -- those by Malraux,

*Robbe-Grillet, Genet. . He believed that the creative

genius is more likely to express the potential

LY

consciousness qf the group than the mediocre artist, who,

having less vision, is conf}ned to pgrsonal experience and

expresses real :conscibusness, the actual content of a

group'é‘ consciéusness rather than the categories %;igh

organiie it. The mediocre artist, thén, tends to reflgc;

the social world, tospresent a partial view of it while

the genius éeéovers the totality of a group's spiritﬁal

life, those problems and transformations which are most

b essential to  its existence.  Although Goldmann's
" definition of genius is r;asopable, it presents some
I'prbblems. Genius status can be cdnferred -only after

research has been done. Also, while an artist may be

;abelléd a "creative genius", it is_noé,likely that all of

.his/her works will fit the required crite;}a fpf

..excellgnce. In terms of the CBC rad;o dramas analyzed for

this study, their -.-high quality’has already been documented

. : ' _in chapter 1. Although it is not probable they are all
. \ "works of genius", Goldmann's proposition allows the

reseéréher to determine which of the radio dramas fit the

o

-
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model. If a much larger sample were to be considered, the

"genius" proposition would provide a deeper appreciation

.0of both the dramas' merits . and their limitations.

Finally, since the dramas were carefully selected from an

‘original sample which overall is recognized as a major

expression of a Canadian identi@y, my working agsumption
was £hat they contained coheienﬁ éxpressions of a Canqdian
world view. For this research the gocial and political
significance of CBC radio drama togi precedence over
aesthetic judgmehts'which might bg\qpplied to any giQen
piece.

several accuse Géldmann of losing the most valid -
part of his work in his shift from world vision and
totality to mean}pgful structufé (Mellox, 1973; Laurenson

and Swingewood, 1972;~G1ucksmann, 1969). The de-emphasis

~ of world vision is evident in his analysis of the novel

N . \
and its relationship to capitalist society (1975). Here

e o
Goldmann posits a homology between the themes of the novel

v

-and the three . developmental phases of cépitalism.

.

P;oblematibal to his theorf'is the non-dialectical nature
of this relationship. The economy in capitalist society
pervades all cohsciousness; therefore, Goldmann conéiudes
that it is directly responsible for strictural elements
found in the nével. The implication for his ‘model is that
significant structure becomesl more useful than world
vision for cultural analysis because it stresses the

possibility of a group's movement toward a world vision.

e
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In Goldmann's opinion, the groups of advanced capitalist

“

societies have lost sthe-rability to "totalize" themselves

and therefore have fragmented visions of their socgial

[

©

relationships. Rodriguez and Zimmerman (1976) point cut

Goldmann's new direction in the collection of essays in
r . M *

Cultural Creation (Gc’:ldmanq, 1971) .0

<

'Anothelr of the criticisms directed at Goldmann is

! 'that his concept of world sgiew can become an abstraction
(Williams, 1977). First, the researcheét can ext®act a
system of beliefs and principles which organizes a social

. group and neglect the Qarious résponses which it is still

in the process of articula'ti'n‘g but which are not yet fully

formed (1982:26). Secondly, this approach ignores the

]

-—tensions and contradictions inherent _in any " society,

specifically those relations characterized by domination/

subordination (197'7:108-114). Finally, Williams charges
- \

that a world view orientation can make it appear as if
cultural produéts result only  from beliefs, attitudes,

t

values-, feelif:gs when in reality their creation is a very
physical process involving, for example,l in the cése of a
drama, béth its publicatioq and its production (1982:28).
Goldmann addresées the first critique through his concept
of possible consciousness which allows him to discern a
new directi‘qn for the group even though it has not beep
fully articulated. The difference between Williams and
.Goldmann is .that’ the latter addresses the issue on a ma_cro.

s

level, cpnsidering that the group's new direction involves

- 1
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changing its whole conceptual framework. Although, of.
course, changes have to be. evident .first in smaller’
degrees Before they can completely encompass a. group,

Goldmann leaves no clear 1dea about discerning the degree

’of‘ supporx‘ for change which 'is present. He does

acknowledgen however,‘ the potential for new, poSsibiy
contradictory structures to be revealed as tbe relatlons
between the text and social reality are disclosed.' It is,

X
after -all, the artist with his or. her exceptional vision

" wha is able to push structural ‘tendencies to their loglcal

conclusion whlle at the societal 1evel a group's response

may be still in process and therefore, not . yet- fully
articulated. In the case of neglecting'aominaht/eubor-‘
dinate relationships, 'Goldmahn, it 1is true,“ doee not
specifically search out that particular £ype . of

relationship. However, sincé he does address Qﬁf _

possibility of tensions, contradictions within the group,

it is left ‘to the researcher to state whether those

tensions are of the nature of dominant/eubordinate

relations. Regarding the critique of Goldmenn's neglecé

L4

of material process, that kind of analysis uses more of a
{

i

micro  orientation focusing on institutions, social .

formations, and means of production. The macro type of

analysis which Goldmann requires does not lend itself to

"this kind of emphasis.

Most grucial of all criticisms has been a question

posed by Zimmerman-(1979:175). Does Goldmann really have
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a science of the genetic, given the.inagequacies of his ~—

methodolog& for apﬁlying the principles of his theory?
Goldmann %nstrqcts the researcher to uncover the rélations
between the text and the-grOué from which it has emerged,
by a proceéuré of découpage, a-cutting up of the object.‘
The procedure lacks precision since it relies on. what
Goldmanp: calls a series of successive app;oxﬁmationq_
wheréby the analyst, using personal criteria, develops'
categorges for the data while moving between the text and
social reality. Goldmann in;ends'that the researcher rely °
on personal knowleége both‘ to create. the anaIyticaf ..
éategories and to uncover their relations -with social
reality., Proceeding in such an indefinite manner makes it ¢
very”diffic_:kulé\ for another researche‘r*_to duplicate the

results. The. one response that can be made to this

criticism is that Goldmann acts within the principles set

‘by dialectical thought. He does not try to reduce the

i

text's meaning to ©one single interpretation since

~dialectical thought ?ccepts no absolute truth. Instead,

he outlines the limits within which a number of meanings

could be functionally significant. -
Y .9 —~ \\

Finally, it must be acknowledged that Goldmann t

ignores literary tradition while stressing the genesis of
(

- a work. Such components as literary style and narrative.

structure are legacies that a writer receives from
¢

. ) . ) .

previous generations. wgét he or she chooses to accept,

reject, . develop, modify, or leave unchanged from that




'legacy surely reflects changes in the social structure.

-

Any anaiysiq of literary forms, therefore, requires that
attention be paid to changes in the forms of literary
organization. -

Since Goldmann died in 1970 before he could refine
genetic structural thébry and methodology, there are many
criticisms that can be made regarding his work. However,
his original co;;epiion that the mental structures of a’
social group are at the base of a c&eative work 1is both
stimulating and deserving of further research. This study
contributes té that end. .

Goldmann's reference to social groups leaves some

flexibility for a selection of particular groups

apprﬁriatento time and place. His work explicitly refers

to social classes as the significant social groupings.
However, this does not brevent a researcher from selgcting
other significant groupings in particular societies. The

objectives of . this research point toward gender rather

—

than class and the selection ©f women as the significant

social grouping.
~ '| N - -«

=

On the Condition of Women

As ﬁ:eviously stated, the. objective of the study is

k

not -only to uncover the strictures of the CBC radio dramas

and to explain their genesis out of the mental organizing

_categori€s that govern the activities of a particular

-
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Canadian social 'group, but in so doing to reveal the

dramas' vision of the «position of women. Juliet

__Mitchell's theory of women's social position provided a
useful means for locating the position of wohen as ~
depicted in the plays (1973). She régards women's
position historic&lly as having been determined by ‘a

\}our—component unity: ~production, reproduction, sociiii-
zation of children and sexuality. Within the unity, each
domain progresses at ité own rate so that women may have
made substantial gains, for example, within the domain of
sexuality, considerimg their present freedom from
pregnanc§ due to the contraceptive pill, while within the

' domain of production they lag behind in terms of, for
example, equivalent pay for equal work.. Mitchell suggests ~
th$t any atteﬁpt-to determ{ne where women stand at any
given time must first examine their concrete condition
within each domain and afterwards assess their overall ‘
soclal position based upon both the developments and
constraints which have been found to operate in each
domain.  Since contradictions abound both within and
between the four spheres of women's activities, an
accuraté assessment must show how it is'”possible for
strength in one area to be counteract\ed by weakness in
another; for gxample, while women have become sexually
‘liberated, they find themselves inéreasingly exploited as

sexual objects both in the media and in meaningless

personal relationships (1973:147,148).. Within the unity,
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then, eachldomain develops auibnomously buE women's social
position cannot be assessed without fully considering how
all four determine that posiEion at any given time.
Mitchell emphasizes that women's Social position is

inextricably tied to family ideology under capitalism

which presents their roles as women's natural destiny.

She sees neither’ the family nor women"s présent social
roles. as permanent structures and sees real social change
occurring when women extricate themselves from the presénﬁ
inevitability 6f~£hese QOmains'of activity.

Mitchell's theory was important for the present
work because the four spheres of women's activity ~-
production, reproduction, socialization of children, and
sexuality -- provided focal péints withih the dramas'
structures by which to examin® the values and assumptions
about women that lie at the base of the literary creation.
Justification for the use of these four categories is that
they are, as Mitchell states, the spheres of actiyity
which under capitalism have always governed women's lives.
Furthermore, it was by uncovering the plays' underlying
values about women that an assessment could be made about
women's social position as built into the structures. The

S

overall orientation continues to be Goldmaﬁn's. Mitchell
provides a conceptual framework for locating the inquiry
within the domaiﬁ of women.

In conclusion, it can be seen that the céncepts of

Goldmann and Mitchell form a strong, complementary unit

»

R
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'for ' the™ purpose of studying women's

literaturg. “Goldmann’ eﬁables ’th‘e' researcher 't discern

women's changing direction through uncoveriﬁg"the 'cha;nges

in the mental structures at the base of iifig ar'tisi;ki.c‘

works. Mitchell allows the researcher to capture  the '

,

essence of women's depictéd position as delimited by their

. ' &
four spheres of influence. .
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» Research Design

Seven CBC radio dramas were selected for analysis in

* this study. The dramas, as explaine_d'-‘ in chapter one, aré;
Andrew Allan productions, written and‘broédcast‘ between
"1940 and 1952, tﬁe war and post-war eras.' They . are
Canadian originals, not adaptations' of previous works.
\The seven were chosen for the foilowiné reasons. First,
they were included in a. stratified random sample of 150
" dramas selected for a content analysis. _ Th; sample was
drawn from a universe of 451 plays produced by Andrew
Allen between 1936 and 1961. The findings of ‘the content
analysis indicated that these seven dramas were among the
40% which included a gritical response to so‘ial relations
structured around sex roles. The critical position was
further definedl as active or passive depending upon
whether the drama offered a proposal for change in the
area of sex roles. Secondly, the dramas were among a
sefection of seventy—f%ﬁve extracted from the original
stratified random sample for the purpose of a structural
. analysis. The criterion for this selection ‘was the

reputation of the playwrights, & renowned for the

gquality of their work. Finally, the seven merited

inclusion on the basis of having been selected for a

literary analysis. 1In this case, the determining factor

[}
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was aesthetic quality including both dramatic presentation
o™= * ‘

and dramatic form: dialogue, dramatic situation, distinct

characters, dramatic tension  and resolution, . and

communication techniques. .

Goldmann's adherencé to  the  principles of

dialectical science has '\implications‘ for the method of
genetic structuralisrr}. Ffrst, it demands atténtion to the
relations- between the parts fanci the whole insofar 6 as
social fgcts acquire meaning only wl_men inserted within a
larger whole. Goldmann writes of the artistic work as-
"one of the most important constituent elements of the
collective consciousness (1975:160)," rather than a
reflection of it, thus underscc;ring it; role as an active
participant in the social process. Secondly, his
dialectical premises motivate him to choose structure as
his level of analysis, sincé at the level of content an °
artist has absolute freedom, while at the level of
structure, his or her creative patterns are determined by‘
the conceptual system of the social group with which he or
she identifies. Thus, Goldme;nn hypothesizes, "...that the
callective character of literary creation derives from the
fact that the 'structures of the world of the work are-
homologous with the mental structures of certain, social
groups... (1975:159)." Likewise, for the purposes of this
research, it is hypothesized that the structures of CBC
radio dramas are homologous with the mental structures of

women as a social group.
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The question becomes the following: how are these

-

sfruct;uires revealed to' the researcher? Goldmann comments

on the nature of the problem:

... one can, in effect, study structures only
if one has defined in a more or less rigorous
way the set of immediate empirical data that
~Mmake ‘it up and, conversely, one can define

- these empirical data only in so far as one
already possesses a more orn less elaborate
hypothesis about the structure that gives them
unity (1975:161).

He concludes that the way to solve this problem is by

using the technique of "successive approximations". This
- ‘ . technique requires that the data -- in this case a CBC
radio drama -- be the starting' point of analysis. Here

the researcher examines the surface level of the work, at

-

the same time abstracting categories which allow him or

her to shift to the social level -- ip this case the

- —

social group of women -- all the while coming closer to a

homology of structures. The process is broadly delineated

i !

by Goldmann:

One sets out with the hypothesis that one may

. gather a number of facts into a structural

. unity, one tries to establish between -these

facts the maximum number of comprehensive and

explanatory relations by trying also - to

include in them other facts that seem alien to

the structure one is uncovering; in this way,

one ends up by eliminating some of the facts

with -which one set out, adding others...one

repeats this operation by successive approxi-

mations until one arrives...at a structural

"hypothesis that can account for a perfectly
coherent set of facts (1975:161-1627.

Through this process the researcher not only comes to |

undets¥and the work but also to explain its genesis with

- e
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respect to the conceptual system of a particular social

group. —
Goldmann's methodology is somewhat vague vyet

unfortunately these -are the only guidelines the researcher

has. It was, therefore, necessary to create vl set of

analytlcal procedures which would conform to Goldmann s

overall framework. First, since the drama is the\starting.

point of analysis, ‘the researcher examines 1ts mamfest
content, the words and sentences spoken by the characters

who make up the world of the play. However, this observed

content is not the desired level of analysis since the
hypothesis directs the researcher to the structures of the

work. Therefore the objective becomes to discover the re-

ations between the observed units of content, or the"ways
in which they are comblned (Jackson .I., 1981: 232-249;

" To this end the researcher begins with ‘a découpage
or . "cutting-up" of the object 0of analysis. He or she
readé through the play's content identifyiqg units of

dialogue. Ag unit,of‘dialogue is -defined as a combination

L)

of statements made either in an interaction situation

between two or more characters, or in an interior

monologue by one character, or in an exposition of the

narrator. The unit is‘ complete when the idea which

initiated the exchange or thought or piece of exposition_

is complete, and another idea has entered the dialogixe.

An excerpt of consecutive _units 025 and 026 from The

Hungry Spirit will illustrate the process.

—
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Marian

Rob

Marian
Rob
Marian
Rob

‘Marian

1Rob

Rob
Marian

Rob
Marian

Rob
Marian

Rob

.Marian

Rob

Marian
Rob
Marian

Rob

Marian
N .

Rob

Marian

'* Unit of dialogue ends.

. |
...How's that cute red-head d g&rl of
yours? : \
That's what I want to talk to you
about.
Oh?

. Marian'-- I want to -get married.

(Amused) What! .
You heard me., I said, I want to get
married. : '
Why, Robbie, you' re crazy. You're ¢
too young.

I'm twenty-two. )

Marian And Ruby's how old -~
eighteen? - ’
Nearly nineteen.
Anyway, you can't. Mother depends on
you. :

She'll have to get along.

But Rob, how can she? You'll have to
help her next year. x

I can't do it. \

Oh, talk sense. Where are you going

i

© . to live?

I could get the little Larsbn house
cheap.

And what would you use for money?
Well, I thought I'd borrow it.*025
(Pause) Aw, come on, kid, be a

46.

sport. Lend me enough,ta‘get started. .

on. : :
Nothing doing. . §
I'll pay you back. v

- Yes, on sixty-five a month, wit

wife to keep? That's my money. I~
got just. enough to get me throuqh if
I'm careful.

. Heck, what do you want to go ta!

Var31ty for? You got a good enéugh
job now.
Oh! Robbie, 1've been plannlng thls
for years. I've saved every
nickel...I didn't glve mothers 6 Don't
spoil everything for me. Waxtfa few
years. Peg will be grown up .and. ..

I won't wait. Gosh, I never thought
you'd be selfish 11ke this...

Now, look. I'm through supportlng
this family for a while. . You can
take on the job.*026" . N .

(4
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Following the identifi.éation of the several units of
-- dialogue which together and in seguence compose the play
as heard or read, the units are resorted or claséified

v _according to theme.

N ‘ The researcher's second task is to make initial
B . Judgments as to which units belong toéether based on the
values they express. A bundle Jf*ulpit's which 'expresses :

¢ one.particula_z:_-sat of values with some coherence is
'designated as a theme. It should be cleaf that when units

of dialogue are combined as a theme, they are no longer in

the same sequence as they appear when the play is read or

heard.  The thematlc judgments are .also based on -a

[

knowledge of the social world in which the play is rooted. -

)

In this case, the researcher kept in mind the sotial world

of women in the 1940\.5 and 50's.

The previously illustrated units of dialogue from

.

'I'r:e Hungry Spirit can serve to clga:ify the process of
n ] thematic grouping.  Unit 025 is found to be one of a
combina*t—:—i—o? of units expréséing a minor theme ‘of family
‘which'is present in the play. .This judgment was based on
the appearance of : family scenes iﬂterspersgd throughout

'

the piay.' The emphasis .on traditional famiiy values was. .
the . overwhelming elemént in these Bcenes. Here brother
. announces privately to sister his pléns to marry hoping
for her support which is not forthcoming. Unit 026 is one
of a combination .of units expressmg a m§$or theme of

support for the female protagonlst 8 plans for education

L4
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and aelf—growth and the values 1mp11ed by that support.
: Unit 027 mlght belong to another themé, elther major or

minor and so on, - The researcher continues to sort through
. Ia A
.. the units of dialogue until all are classified according

+

to -theme. o ' 1 - ) i
In the third step an attempt is made to show how the
themes are related, thus uncoverin’g the gtructure which

holds the play together; An understanding of the values,

beliefs and attitudes which hold each theme together is '

v

required. All three elements are so closely related they

are sometimes' interchangeable; howe&er, some differences

-

do exist. Values imply a sense of ranking the importance
of matters within a theme. A beljef is a mental convic-

tion, a way of looking at the world which is accepted as

true and valid. " Finally, an attitude is a predisposition
R “* :
to act toward the environment in a certain way. Attitudes

. s bt . e '
are learned responses to previous experiences. The Hungry

Spirit may again be used as(?n illustration. Tpere is a
major division in this drama built around the prota-
gonisé's goals. Within the supportive' theméf’a high
priority is placeq,qn the following: indiviéual spiritual
and mental growth, equal opportunity dbased. on ability
rather than gender, emancipation through education and
knowiedge, contribution to .the world- community. The
traditional values such as marriage, fam%ly, small town

ways and materialism are ranked as low priorities. //;e

theme contalns the following convxct)ons about the wérld-

\ Ty

o

LY
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ability is not marriage and family but education and

. toward women, then, which is very positive.

‘traditional values: marriage,' family ties, materialism.

49,
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'

the route to happiness and satisfaction for a woman with

!

.career; women must not sacrifice themselves for others but -

use their potential. The theme, contains an attitude

-

The opposing theme gives a high priority to
i

It contains the following vision of the world: women are

.

secondary in importance to men, daughters to sons; women -

' should hold only traditional jobs and only if they are

. single; women must sacrifice personal goals for their

~

familiés. The attitude toward women here is negative. It
is clear from this brief overview that the t;n'o themes
offer two totally different and d%ntradictory value sets.
One is emancipatory, 1lifting women out of traditional
molds and accepting a position of eqdélity as their basic‘
right. fhe other theme’contains a desire to restrain
women, to keep .them in traditional molds regardless of
their personal desires‘;nd. abilities. ' The minor themes

can be subsumed under one or other major theme depending

upon whether they sﬁpport emancipatory values or

traditional ones. During this third step;'the researcher

may often change previous judgments of thematic groupings
based on the uncovering of new facts.

The final step requires that the structure:- at the . 0

'base 6f the dramas be explained. This is accomplished by

B‘

a process of insertion, all the while keeping in mind the

S
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central hypothesxs -- that, the st®Mictures of  the world of
the work. are homologous to ~mental struc;tures of the
social group of women. I Qﬁil’lows' that the. insertion
cannot be dorxe‘-unieSS 'tﬁe researcher has historical

SO ' mformatxon which allows him or her to . ascertain the
o mental categorles which >~organlzed economic .and . social

practices of womep ciuring the 1;40'5 and 50's. Each play

- . is then related to .the social structure to note whether
; ’ the'categories (compose'd of values, attitudes, bélrefs)
whlch organ,lze the 1mag:mary content" correspond to those

organizing women ' N consciousness at that tlme. For

1
of

example,»\\relating The Hungry Spirit to the social

struct\:lre,, we f_ind the emancipatory value set canﬁot be_
explained by correspondenqe or homology. Rather, it is
.in’ooia'o‘sition to the traditional vision that “women's
place” is in the home,'™ empﬁasizing' instead‘ education and
career as the way‘to’ emfancipation.‘ These values presage
those which. allowed women s entry 1nto the labour market
as the war progressed, at which timer women wére offered
novel 'kinds of Jjobs and unlimited opportunity tq work.
The artist carried stroctural tendencies further by

’ ‘ren\zisioning’ won'\en participating fully 9r3dlequally to men
T in productlon ('for fuli explanat‘ion see/ chapter 6). On .
the other hand the categories which oréanize' the other
value set are structurally homologous to the traditional

visiox;x women held at that time. 'They emphasize that women

. need marriage, not career, and should always be ready to
~

. - . 5) "
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sacrifice personal growth for family. = Each -drama is

related~thus to social reality ih an~effort'to determine

what order of structural relatlons exists between the two

»levels -- homology or opposxtlon.

\

Onee the latent structures of the dramas are
uncovered, it is not. difficult to appl& Mitchell's:

‘categories. The reSearehef tékes eacb theme of each drama

and interprets ~the lnformatlon ‘(both content .and

,underlylng values and bellefs) aqcording to the schema

(production, reproduction, sociaiization of <children,
éexuelity).' These four categories are defined in chapter
5. After this.analysis the overall position of Women in
CBC radio drames is summarized, noting the contradictions
within and between categories. | -

" The methodology for this thesis‘as outlined above

1

has certain weaknesses. Most important, there 1is no

certainty that the procedures used follow those of

Goldmann although an atte}npt was made to adhete to ‘his
prinoiples. The course of the " structural analysis

involved a certain subjectivity in the process of thematic

.grouping since it relied heavily on the researcher's
f ‘ &

historical knowledge. However, '.the historical material

about women in the 1940's rand 50's eas not all that
plentiful and required that the researcher use
supplementary American material for e_broed perspective of
Canadian women's vision as a social group. This
information tended to be confirmed by Canadian

{

-
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The Analysis: Plot Lines and Themes

In this chapter thefanalyses of the seven selected
plays are déééribed; First, a ﬁprief summary of tﬁe
progression of the narrative is’ pfgvided. ‘This is
followed by a description of themes or value sets .at gﬁe
bage of each drama. e ,

L]

A

The Hungry Spirit
¢ ' This play was writtén by Elsie Park Gowan and
ﬁiéduced'on“August 26, 1940. " In the opening‘scene the
listener is introduced to the narrator, a doctor ii&ihg in
a small prairie town. He briefly describes the town of
Blaketon, “I'vé seen more than one good mind go t0 seed
here...more than one eager spi;it beat its wings against

our narrow understanding (p.1l)." He then begins to

retrace his activities of earlier that evening. Since he

had dropped by the Gale home, the listener is immediateIy—“-:

transported backward in time to the events that occurred
there. .

Dr. Frank learns that Rob Gale, a young man of

twenty-one, wants to get married but does not have any

'money and therefore expects Marian, his sister, to lend

him her savings. Knowing that Marian intends the savings
-

for a college education in science, Dr. Frank is somewhat

ot
L ey,
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upset. Meanwhile Mrs. Gale indicates her sympathy for her

son Rob by trying to enlist Dr. Frank's help in persuading

Marian to come to her brother's aid. Recognizing Marian's

~ potential and her intrinsic worth, Dr. fFrank refuses to

help sacrifice her ‘dreams for the "second rate ambltibns"

-of " Rob. That scene fades mto another where Marian is

conversing in a.car with a male friend, Douglas. The
top'ic' is marriage. Douglas wafxts 'Marian to marry him:
She gently refuses, explainirlxg that she wants more out of
iife, that she wants to,6 test her capabilities and find out
what they are worth. : . - . p‘l[

"The final scenes take place in the Gale household.
Marian' arrives home and is confronted fHirst by Rob who
explains his situation is ‘urgent sin‘lce his girlfrie'nd is
pregnant.” Nevertheless,  Marian holds to her conviction
that her goals are just as important as his. When her
mother enters, however, and starts increasing the
pressure, Marian finds a decision more difficult. It is
Dr. Frax:xk,wh,o helps her make a choice. &

At ‘the level of structure, the drama contains swo
basic value sets directly opposing each other. One value"
system is expressed by Marlan and Dr. Frank. It contains

the’ bellef that women are the mental and spiritual egdals

of men and thus deserve equal opportunity “to develop their

*innate, potential. This belief is embodied in the fight’

put up by both Marian and Dr. Frank so that she can

realize her dream of beeoming a scvi,enti_st. The valyes of

‘ s 4
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thg theme reveal an opposition to unenlightened parental
authority and a concern for truth, knprédge and a broader
understanding, qualities more valuable than any compliance
wit‘h the. status quo.) Within this cont;ext marriage cannot
be allowed to interfere with a womah's higher aspirations,
for her increased life satisfaction and knowledge ;fei‘ll
regult' in a much greater contribution to the hulman
community. Dr. Frank exfplains -~that the human race
"...must live in the realm of the mxnd and the spirit

(p.S). It must do more than the basics of surviving

‘daily and propagatlng. Marian explama her &mb;.txons as a

desire "...to be something better tha I am npw. It's ==
it's not all for myself. Maybe ~- if I try very hard —— I

- could give the world  back something to make‘ it a little

" 'better. for having me in it (p.12)." 'I‘h!ié value system

contains - an emphasis ‘on and a criticism of the
narrow-mindedness and sterility of small town 1life. It
also contains the belief that Marian must leave in order
to fulfill a greater ‘destiny.

The opposition theme is contained in the values as

expressed through Mother and Rob.. .Women ‘take second place

in .this value system: a daughter must be sacrificed in

order that fhe family son be given 'his opportunity fto
" establish an independent existence. The ihdependenc,e is

acceptable since it is justified by impending . marriage and

family. The Jirresponsibilty of young men is accepted .

within this value set as evidenced in the ‘lenientA way




- A
e ;%

- -
B

56. -

-Emily Gale treats her son as compared to the dutiful

behavior she expécts from her two daughters. Also, the
highef aspirations of women are not taken seriously.
Maria}l's traditional jo}:; as an elementary'schéol' teacher
is championed by the widowed Mrs. 'Gale since it means

Marian can help her financially, providing small luxuries

.. for both her and Peggy, a daughter still in high. schooi_L).

‘On the ot%er hand, a career in science is regarded as

r

unnecessary for a woman who can simply marry one of the

-

town's young men.. The theme ‘o'zb'p'qsing Marian's ambitions
is tradition bound. It is Te‘:clii)se"d at play's end,
however, by the alternate value structure. Marian will
pursue her own choices in spite of the pressure and
manipuiations of the opposi“tiorf theme's powerful Mother

—_—

figure. |

The Godsend

’

Written by a Canadian, Earle. Grey, and produced
Qctobef 4, 1940, this play is not set in Canada but in the
Engl:i.sh‘ countryside. Ix; the opening scene, the listener.
};{ears a conversation between Martha, a fifty-nine year old

woman, and Clara, the local parson's daughter, who 1is

- welcoming Martha to her new home in Fen country. Clara

admires Martha's ability to arrive in a strange place
alone and to live by herself. Martha makes it cled¥f that
she has always lived alone and enjoys doing things for

»

herself. References are made to the fact that Martha's
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nearest neighbour is one mile awa;}, and to £he "strange
melancholy ',charm" of the area. The sound of a motor
approaching indicates the arrival of Ted 'Seaton. Claré
ex}plains he is the local péddler and rather a ;:haraqter of
whom the community is proud since he travels to even t'l.he
most inacceséible places. Ted inquires whether Martha
needs any goods. She wants oiled silk which he is unable
to supply immediately but promises to deliver | the
following mQrning. Shortly after Clara and' Ted leave
sep:arately, a man. appears at Martha's docr. His identity
is hidden by a handkerchief. He forces his’way inside and
threatens Ma@t{:ha with a razor, to hand over all her cash.
Before leaving, he ties her to a chair.

The following morning Detective Sergeant Gillespie
.and Clara are both at Martha's discussing the robbery.
. Martha thinks she knows the robber's identity because he
made a slip in conversation -- that she would get help
when Ted Seaton came by in the morning. Only Ted could
have this knowledge. Gillespie is doubtful of Ted's guilt
peéause he has known him for years and because they were
"in the ;var together (p.10)." Martha advances the
investigation by announcing she would recognize one of the
stolen notes on which her teller had pencilled the)a numbér
59 -- Martha's present age -- in the top left-hand corner.

Ted arrivesy and is confronted with the crime. He
refuses to admit his guilt. Finally, Martha searches his

wallet .and finds a receipt dated that day for a van

~
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payment. Again, Seaton -lies, explaining the money as‘
. gambling earnings, Martha advises the Sefgeant to check
the wallet notes.. When he discovg;rs the m.;rked one,
Se‘a,ti‘on confesses. He and the Sergeant drive off to the
{police station 'while Clara admonishes Martha for
de'liberately. marking the note right "under their noses
(p.15)."

. At the 1eve.l of structure the drama contains three
value sets, Ohé value set contains Martha's vision.
Altﬁpugb Martha. is victimized by a thief, she does not
_have a victim mentality. Her strength and courage through
a life-threatening sitsation and afterwards in demanding
that justice be done, Mominate the theme. The belief at
the base of this theme is that women need to be in charge
of their lives in order to meet life's challenges. ° Being
in charge means women must be willing to use various
practites, including the unoerthodox, to make certain their
rights are respected. Martha's theme is very dynamic in
that it contains values of courage, stre;gth .and
independence of thought and action. These are the values’
which contribute to the achievement of a just and moral
social order. . Maftha is a single- woman who likes doing’
things fo;: herself.  Her gualities of toughness,
shrewdness, confidence, determination, and rationality are
'what help.her determine a just outcome to the course of
events. The underlying attitude of the theme is that
women must use these qualities to have controdl over  their.
lives and to outwit the male pé.t:iarchy.

.- -
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The Ted Seaton theme expresses the valﬁe system:cﬁ
the swindler and criminal. On the one hand, Ted is ﬁhe
glib, frieﬁdly,salesman providing a vaiuable vservice to
the membé;s of this isolated community. On tﬁe other
hand, he is the cunning thief, ready to infliét violgnce
in order. to satisfy his greed. The theme contains a
negative view of the salesman, suggesting that he has two

¢ s

'faces and that his desire for-quick, easy money may be his

destruction. The attitude toward older, single~Wom¢h is
i' hostile and insulting. While rébbing Martha, Ted. tells
her, "You ain't got a husband -- you're a skinny old maid" .
and "Oldlmaid'-allus are like bleeding'magpies (p.5)."
Like the Martha theme, this one also includes an emphasis
- on dynamic action,.detgrmination,and personal power, but
’ ‘it is a power which is ;orrupt and loses dominance to the
morally supérior’power of the Martha strucﬂure.
In the final value set we are presented with the
beliefs énd' attitudes of the 1law. Detective . Sergeant
- Gillespie is ineffective in dealing with c¢riminal, Ted .
'Seaton, for seyeral féasons. One is his narrow vision of
police.procedure which makes him an unequal match for the
cunning Seaton. He is also restricted by his polite
formality which does not allow him to interrogate Seaton
with any kind of forcefulness. ° Finally, Gillespie's
objectivity has been lost through past personal dealings —
with Ted. Within this theme, then, are found tradiéion,'

authority, the old, "tried and true” methods of the law.

~,
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This approach .is found to be impotent againsf: the more

dynamic and creative approaches found within the other

value sets. Furthermore, this theme contains a

condescending attitude toward women as éxemplified in the

‘,serg’eant‘s ‘"let me handle this" attitude with Martha
-concerning the confrontation with Ted. 1t is also shown -

in his unwillingness to admit, at first, that her ideas.

about Ted might have merit. .

In conclusion, two of the value sets focus on a

strong individualism. The kind of individualism which.

is conceived as establishing ‘a jﬁst social order is

establishing an unjust order is one created by a man. The

third and traditional valuet/get reveals an inability to

'cope with the creative practices of ,either type of

individualism. ) -

¢ ' . '

‘To Wﬁere I Live

P.E. Helliwell was the Canadian writer of this play,.

broadcast from Vancouver, on March 12, 1943, 1In the

' opening scene Eric Stuart, thé protagonist, engages in an

interior monologue in which he vaguely hints at an ominous

event that will occur in his coastal city that ni_ght.

L

th-pafticularized voices and the voices of a soldier, an

‘officer and some ~or_dinary people hint at an enemy

in?dé’IEﬁ. Foliowing this are three flashback sequences,

important scenes from Eric's past: his girlfriend, Chal, "~

:{‘

"t
S

one created 'by a woman. The kind v;lhich is seen .as .

A
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rejects his marriage proposal; at ageé nine and then

fourteen, Eric exchanges good-byes with his ‘mother. 1In
present time, Eric refYects that this was the last time he
had seen his mother, who died while he was away on that

weekend trip. Various voices again interject to herald

the pattern of events which will unfold on fric's last,

A

night to live.

. The scenes which follow are of famlly and frlends. -

Eric. converses w1th hrs step—mother, thanking her for the
support she has given the famllg since” his’ mother died.
He convinces his young brother Tony of the importance of
using their train pass to reach a relative's farm before
the enemy arrives. ¢Chuck, an old friénd .of Eric's
presently on military duty, arrives and wants Eric to help

him carry out orders to clear a downtown night club.

'There,' Eric meets ex-girlfriehd Chal and they discuss

.their past. In the following scene, he visits his father
. M o 1

at his downtown office. The two speak somewhat openly of
the differences which have always undermined ' their

relationship. Finally ' Eric returns home, sends his

‘brother awéy and sets about burning the family property.

He is joined, by friend, Chuck, following which the two,
armed with rifles, wait close to the shoreling for the

enemies' arrival.

At the .level of structure the analysis reveals two

..major themes: the invasion theme, expressed by"variopé

.ccommunity voices; and Eric's theme, expressed via his

. . - . . o ‘e

\
&
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inner thoughts of past and present and via minor themes of

family relations and friendships.
o

2
>

Contained by the invasion theme is the belief ‘that
' .
the community w111 soon be attacked 8 V01ces from past

time discuss this prObablllty arfd/feveal attitudes ranging
from "What a riot!® to "I donlt suppose we shall like it
much (p.2);" People in present time try to escape their

awareness of ~immediate danger by discussing the”
commohplace -~ a movie, the weather. The theme, then,
emphasizes the threat of an amorphobs enemy. It contains
the belie% that people refuse to confront the implications
of such an event and. protect themselves from real
awareness with routlnes @nd w1th the commonplace. Pinally,‘
it -contains the belgef that the ordinary person has a
passive, fatalistic astitude toward invasion. \

y

The theme containing Eric’s vision is expressed at a

!

'\iery personal ~level through interior monologue and

flashback conversations g,ith loved ones. .It is also
expressed more socially through Eric's interactions w1th
famiiy members and friends. On. the personal level Ei&c

makes a »ery factual and brlef review of hlS life i- ‘a
G

‘-mediocre career in neWSpapers, no lnarrlage, few frlends,

residence in the same coqpunity ﬁ -and concludes that it

has not been a resounding success‘ He remarks upon his

_numbness and emptiness of feeling, éonsidering that on

one's last da§.of life one would normally expect‘a'greater

. WY
"o

intensity and depth of emotion. g@is thought .tfiggers



63.

Eric's memories of conversations with 1loved ones no
longer presént in his 1life -- an ex-girlfriend and his
deceased mother. It is at the end.o} the play that these
flashbacks become signifiéant for then Eric admits that he
consciously had to forget his mother or he would have died
years before. Also, he is aware that he never really did
forget because she was "always the only thinag there ever
was (p.l17)." Eric has finally come to an understanding of

3

his depth of feeling for certain people and of his

A

repression of that feeling. His 'willingness to confront
his péast pain, dependencies ;nd guilt provides him with a
freeddﬁ so that he can say at the end, "I've had a happy
life, I've had a very happy life” (p.20)!" The numbness,
the emptiness 1is gone. The belief at the ba;e of this
theme is'thaq feeliné and close relationships play a major
role in peoplé‘s 1ives.

A refusal to confront distressing feel?ngs creates a
deadness and a sense of dissatisfaction with life. This
belief complements the belief at the base of the invasion
theme that people escape their awareness of disaster by
burying themselves in r&utine and trivia. In addition,
the introspective section of Eric's theme contains a
criticism of the mothe;/child bond, taking a negative view
;f thé_/;}eated depgndency and yet recognizing that
intimacy and depth of commitment are what give meaning to
our lives. It is Eric's imagined conversation with a
loving‘mother that gives him comfort as death approaches.

i

{

.



Nevertheless, the theme contains an ambivalence about the-

o role of mothers. ‘ ' ’
. , The .part of Eric's theme which is expressed thrdugh
his éociad relafigﬁships consists of five minor themes.
_ First is the theme of Eriq's re;ationship,‘ to
-eX¥§ir1ffiéﬂdh Chal. Chal had refused to marry Eric and.
explains her decision in a chgnce meeting with Eric on his
last night. He finds her drinking in a7nightclub, trying
to fofget her pain.) Chal is portrayed as Eyﬁicalﬁ hard,
bitter, yet these qualities.aré'discovered by Eric Eo be
defenses to hide her true vulnerability. IShe explains her

refusal to marry Eric as a self-sacrifice since she, loved

< him but felt she was not good enough for him, that she
‘would have shocked him. The underlying idea is of a
e

- failed life due to a lack of self~understanding and to a
. feeling of impotence. The theme contains.a.belief that to
have, a successful 1life it is necessary to ~keép one's
" ideals and to confront one's fears rather than to hide
:behind defenses. There is then génerally'. a
cémplementariéy with Eric's vision'%n fhat intrbspection
is advisea'as the ;oute to self—und%rstanding, yet there
is also criticism- of. men's roman¥ic illusions abou£
marriage and a general fPosition of Piscontent rggarding
. marriage.
" In the minqi'theme of Eric's relatiQnship to Chuck is

‘deep friendship. The friendship is so strbng that at the

end -the two await the enemy invasion togetherx, both armed.
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Presumably they will die together. Within the theme is an
emphasis on male comradeship'and on the honour of "going
down fighting" for one's country and one's~ way of 1life. .
The minor theme expressing Eric's relationship to his
- father indicates opposition in terms of beliefs and basic
approach to 1life. Eric's father is a businessman who
\lplaceé a value on the material and on his work. He is an
authoritarian parent, expecting Eric to agree with his
precepts and way of 1living. Eric, on the other hand,
would have 1liked a closer,‘ more emotional type of
a ‘relationship between the thland one where his(ideas weré
treated with equal respect. Of 'his father's work, he is
especia}ly accusatory,'"You alwa}s kept it apart from us
- kept us out (p.lS)J'I At the base of this theme 1is
parent-child disharmony due to different approaches, to
life (business versus humanistic). There is also a sense
that the two viewpoiﬁts will never exist in harmony.
The minor theme expressing Eric's relatiohship to his
S
step-mother ;omplements the values of the overall theme.
- Mrs. Stuart has successfully made a home for Eric. She is

J - - por
responsible and caring, having made the best of a

difficult family situation. There is a value here placed
on havihg'a mother figure create 'a home for the family.
This mother, however, does not create dependency in the

children.

-

With respect to the minor theme of his younger

[

brother, Eric relates by prgviding direction, reassurance,

o
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" and affection. It is noteworthy that young Tony will

escape thé invasion by travelling to the country. The

expectation is that he will have a future, even under an

—

enemy regime. The'undgrlying belief is in "the resiliency

of youth”as compared to the rigidity of the adult whose

attachment to a particular way of life dictates that the
only honour 'is in dying to éefend it.

The two majqQr’ themes are complementary. They stress
the importance of self-examin;tion, of confrontation with

repressed fear and of intimacy within the family and

within friendship. ‘ These beliefs and attitudes surface .’

within the cortext of an approaching enemy invasion. One

of the drama's major objectives, then, is to shock people
out Of their 1illusions of security and  to warn them

against complacency. -In this respect it is propaganda

| briented, attempting to prepare the minds of Canadians for

the possibility of a war fought on Canadian soil.

~ -

Tears Idle Tears

This radio drama b)} playwright Fletcher Markle was
broadcast on March 25, 1945. It 'is set in a railway
station wheré proéagonist, Stephanie, awaits the return of
her soldier husband whom she has not seen in £hree and
one-half years. Dﬂring her thirty-minute wait, Stephanie

sits quietly on a bench and wonders how their reunion will

be: "Will you ‘look the same Frank?... "What will you-ééy

‘.
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{p.3)?" Her thoughts remind her of her three girifriends

]. . » . 1 + ’
and, their stories of their recent reunions with soldier

husbands. .First, Stephanie recalls a conversation with
friend Cathie, whose voice is filtered tgrough as a
.prelude to flashback scenes of her reunion with husband
Petef. Most of thesé scenes occur at Peter's mother's
place where th; coupie lives. Relation; between the three
are clearly not harmonious. P;Ler gets angry with his
mother for constantly worrying whether he is:vfeeling
alright. " cathie notices him getting increasingly
.short-temperéd, yét she cannot get him to confide what 1is
really bothering him. A short musical interlude leads the
listener bacg to present time where Stepﬁanie, still
introspective, makes an assessment of her frieﬁd's marital
problems. Shortly thereafter, a thought of how happy the
faces of the woman around her appear, makes Stephanie
remember friend, Margaret, who had the same glow before

her reunion with husband, Nelson. Margaret's voice is

heard through a.filter, followed by flashback scenes of

that reunion and of later interactions at home. Margaret -

appears unhappy with Nelson's reserve and unromantic

behaviour, his selficéntredness and self-importance.

Again étephanie assesses the situation, suggesting that

the couple lighten up and laugh at one another's foibles.
Finally, Stephanie thinks about friend Carol's reunion
with husband, Stan. Flashback scenes show it as equally

_unhappy as the other two reunions. These thoughts leave

i

X
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Stephanie-very anxious at play's end as she walks to the
train platform to welcome -Frank home. o -

At tﬁe level ;f structure, the dramg contains ?wo
major theme&frelateq by opposition. Within tﬁe/dominantA
theme, Stephanie, th;”protagonist, tries to Wwork oﬁt'a‘
solution for the problems wives face in";enewing
relationships with veteran husbands they have not seen ‘in
years. Her male—éupporting value set is opposed by the

other major theme which is directed toward the needs of

women. The opposition theme is composed of three minor

themes which present three married couples' experiences of -

reunion after war-time separations. -
Within the first minor theme, we are shown Cathie and

Peter who are trying to renew their relationship''in an

atmosphere made‘mofé difficult by the presehce'of Peter's

mother ’with whom they live. Mrs. Harman is very' -

possessive of her only Qon'andlconétantly worrieé and nags
about his health. This upséts Peter who does not want to
be coAEtantly reminded of the emotional and mental shock
war veterans are experiencing. Meanwhile, Cathie ﬁotices
tﬁat he is losing his temper more frequently and becoming
upset by trivial things. She pleads with him to confide
in her but gets only half answers: he does not like their
living with his mother, he is worried about a job, their
future, the future of the world, etc. Cathie confides to
Stephanie that Peter's refusal to honestly reveal his

thoughts " and feelings is hurting their marriage. The

?
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value here is placed on the importance of marital

communication. Husbhands are criticized for their refusal

to create marital intimacy by revealing themselves. Women.

—

are unsatisfied with male evasions of questions direc¢ted

at their emotional life.

The Margaret<Nelson theme contains a similar pattern.
Margaret is portrayed as very Sutspoken and critical of
Nelson's behavior. At a dinner ‘party, she publicly
rebukes him for not telling his university colleagues how
gen;inely terrified hé had been during the London
bombings. Nelson appears emotionally reserved and overly
_concerned wiﬁh social obligations and social formalities.
Unfortunately, Margaret wants a romantic partner whose
desire ‘is to spend time together. Nelson 1is alsd
thoughtless and pompous to the degree of appearing
foolish. On the other hand, his letter from overseas had
been romantic and had indicated to Margaret a desire to
change. .Again, husbands and Wwives are shown to have
diﬁféring views of how to conduct a marital partnership.
The wife wants to emphasize the emotional, sharing part of
the union whiie her hu§band tries to hide behind various
social masks. " ;

The problem in the Carol—élan-theme is presented aé a
difference 1in needs. Carol wants Stan to find/a job,
thereby relieving her of that responsibility and enabling

her to 1look after their son. Stan, on the other hand,

wants to drink and party because he has "...a lot of

5y
4
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. pressure  to blow off °(p.23)."' The action clearly
indicates the Selief that women want the security‘ of
having husbands take on ahy job responsibili‘ties. At thfa
same time, they want husbands to take an interest in
eétablishing an intimatg home base. Their husbands, in
’confrast, are likely to place a high value on partying and
maintaining bonds with former army buddies.

The above minor themes reveal the unhéppiness and

sense of hopelessness experienced by the wives of war

veterans who were not responsive to women's emotional
needs. They do nqi‘;, however, offer a solution to this
pfoblem. As a whole, they simply present an opposition to
the other major theme by.holding men responsible ,fo'r the
. current problems in ’marriage. A solution to the probiéni

is prbposed within the introspective sections of the
( a

Stephanie theme. Stephanie vocalizes beliefs - and
attitudes which downplay women's ri‘ghts. Her ad\(icé to

Cathie \concerning her problems with Peter clearly ascribes

’

the blame to women.

...S5eems to me Cathie's made up something
about Peter's attitude that doesn't exist at
all. He's bound to appear different from the
way he was before he went overseas, he's bound
to have changed. I've talked to him and he's
a little nervous and embarrassed and kind of
dazed with everything, but there's nothing in
the world wrong with him. ‘
...8uddenly Peter is home, and everything
* _ isn't all shining  and beautiful in one day or
a few days...and Peter begins to feel
_ inadequate without Cathie's confidénce.
< : That's the only thing the matter with' him.
And Cathie, 1living her- dream, shou}d be
realistic and do something to help him. Tears

.
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won't _help even as relief. Every tear makes
Peter feel more helpless and useless (p.ll).

The attitude taken is that women need to be realistic and

supportive of men's emotional neéds. Further, it is

women's responsibiiity to promote cheerfulness in the

relationship. They are- responsible for  the emotional
climate of the ﬁarriage. Stephanie's advice to Margaret
follows the same pattern. At base is the belief that
women's expectations of men are too high and that
satisfaction with what they have would make everyone
happier. A little humour would help them cope better with

——

" X¥heir husbands' shortcomings. The. last piece of advice,

addressed” to Carol, deals‘ with children. Women are

advised to stay in their marriages for their children.

Since men need time to wipe out bad memories, women's role

should be one of patience, understanding and support. 1In

summary , the basic approach of the major theme is to couch

the belief in women's submission within a rational, .

—

analytical framework, thereby attempting to conceal a very

traditional vision of women.

The Seed That Won the Plains ‘

.

Written by Gerald Noxon and produced April 6, 1945,
this play contains a narrator who directs the flow of the
performance, making comments on completed sScenes and

drawing the listener, through piéCes of historical

\



;nforr;\ation, into other scenes. The play opens in an
offidghwhere tyo women secretarieé complain about work énd
muse about the benefits of life on the prairie versus life
in the city. One woman definitely prefers city 1life,

while Lena is just waiting until her soldier  boyfriend

—returns, at which time they will buy a farm on the

prairie. . In the next écene, Lena and Dick are dAnspecting

a very 1argé wheat farm which they decide to buy despite

Lena's misgivings at its 'vast size and at Dick's intent
4

not "to diversify but to plant only wheat. The narrator

comments on the couple's good fortune to have the Marquis

' wheat seed which matures cearly, in contrast to -the first

Red River settlers, circa 1817, who had no quality seed.

These E:omments are prelude to a number of historical

scenes which return to the past’, dramatizing the struggleé

‘of the western settlers to eke a.living growing wheat and

ﬁhe gains they make thfough science and. technology.
First, Governor MacDonell of the Red River settlement

interacts with a character named . John. They discuss® the

- 'freezing temperature outside and the fact that the colony

crops will be ruined 'overpight. MacDonell is not

discouraged, however, and insists that they cannot give

up, as the land is good, and new strains of seed that

matu;e quickly can be fo;nd to beat the frost. The next

s€ene, dated‘forty years later, reveals a brief inguiry in
\

the London Parliament as to the self-sufficiency of the

Red River settlers. It is reported that due to the

v’
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uncertainty of .crop ha’rvests,.v;'heat has been imported from
the United States ’fo'r the past ten years {:'o' feed the
_colonists. ?he-scene then shifts to Ontario, 1842, It
acaptures the ingenuity of a Mr. and Mrs. Fife "whol save‘the :
last three’ heads of A new wheat strain they had planted,
the seeds .0of which had been sent from Scotland I'I‘he’.:
narrator recounts that the saved seeds are replanted"in
Succeedlng years and produceia better gram yield ana

better mllllng quailty' that any other seed,-~ This Fife
Jbrand does not reach the Canadlan West, however, until the '
"eighteen seventies. A brief scene dramatized by two farm
‘characters, Jack and Elliot, portrays this event. The
last majox hxstorlcal scené introduces the characters
responsible for the discovery of summer fallowing and of
new. experimental’ methods which succeeded in pfoducing the
MarquiS-hrand, the seed that wbn_the plains. The drama
concludes in present time in the office setting where‘two
women again complain abogt work and exclaim over Lena's
willingness to abandon city life for farm‘1 life"'oh”_the
pralgle. ) ‘ o '

On the structural level The Seed That Won the-Plains

)

1s composed of three themes. One theme chronlcl?the

struggle of western wheat ‘farmers" to conquer pestflence

and the Canadian climate to build a successful farming

- prpu————

economy. A second reveals the success of the modern wheat
farm, and a third shows some concerns of the modern woman

at _work in a city office. The value set of the office

)

-
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workers is in opposition to the valués’ of the other
tfxemes since it expressés' a preference for an urban as
opposed to a rural lifestyle.

The struggle theme c.ontains ;:he ‘belief that
unimaginable accomplishments 'are pogsiblé when a people is
persistent, courageous and innovative.' | The Ca;'xa'dian
settlers -arcle a hardy 101; who'persist with wheat farming
through years of early frost, hail, grasshoppers and
dro%ght. Finally, -the 'canadian gové;nmént helps by
estab‘Iishiﬁg an experimental farm on, the prairie aﬁnd ‘a
Scientist ip.Ottawa to oversee the project. Tl;rough cross:
breeding various 'strains of seed, the scieﬂtist discovers
the' hardy Marduis type. Ti\e value here 1is placed on
systematization, science, technology and government aid.
Ultimately what is_valued is work, patience and hope, the

~qualities which built the western wheat kingdom. Women,

e

are comspicudusly_' absent from this theme which otherwise’
has ele‘x‘(en male cha;tacters and one male narrétor. The one
woman filgure present is the wife of the discovererl of the
Fife seed strain. 5he helps save the Fife plants from
pillaging cows, thus rescuing the seed for future -use.
Howvever, it is men who ar_g_.g*iven. the dynamic roles in the
develt.;pj;ng fortunes of the agricultural west. ' (

The belief which dominates fhe success theme ‘is that
the wheat farmers have a responsibility t';cr feed the hungry
of the world. Dick, one of the characters in the theméj.

has fjust returned from war-torg Europe where "he has

witnessefl people begging in the streets for bits of bread.
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His decision to buy p wheat farm with wife, Lena, is

fuelled by an idealism’ aﬁout feeding those who suffer £rom

1 4

hunger. Dick has total confidence ‘in the farm's good

+

fortune despite ¢limatic . conditions -and other possible:

<

obstacles. fena, ‘on the other hand, worries about the

possibility‘of defeat considering .the past failur'es of

other farmers such as her father. She is shown to~feé1

helpless agaihst possible 'disaster.. These differing
attitudes reveal the belief at the base of the theme that

women deal with ‘living from a narrow framework,' limiting

future possibilities by negative thinking. Men, on the

contrary, are able to transcend a narrow vision by dealing

with present day facts -- that modern‘t’echnology has won
the plains -- instead of allowing emotional factors to
affect their goals. ' Dick clearly‘makeé the decisions in

the marriage: first, convinéihg Lena that they should buy

the farm; secondly, persuading her that they should plant

! -

only wheat. Since his decisions are shown to be correct

-- their farm is successful -- the theme contains the

.

bglief that ‘the bold decisions of men often resultdin’

valuable contributions to the world.
The office theme considers two issues:”women and

office work plus city versus country living. The theme

- reveals contradictory opinions on both issues. The

character, Margie, cdefends office work. She comments,

SThis isn't a bad place to wox;k, Lena. You should see

some of the dumps I've slaved in. .At least we've got some

.4



o :.,,Tldaylight »here (p 3)." Co—workers," Lena and - Jane, 7are
' \.openly critlca;. Thev dlSllke typlng khe boss' long
- reports,\of;whicb Lena comments, "I1f you ask me;” he~could
:i”say everythlng he s got to say ‘in ten Ilnes at the outside
‘(p 3). .The reVealed attltude is of the tedlousness cﬁ%
' ‘ jofflce work:, ThlS contradlcts the other attitude present
; ';n which offlce routlnes ‘are defended and in which the
. .\ S salary and llfestyle offered women by whlte collar work-is
valued. On the issue of c1ty leLng, the theme contalns
the belief'tnat’lt is snperlor'toﬁrural 11v;ng; In fact,i.
the characterf‘oﬁ" ﬁar@ie;:is frequentiy}:and strcngly‘
-critical”,of prairie life.' She makes comments like,
* "\ W?Youfre cra??, Lena”aor "ﬁhen §our soidier‘boy'gets back
. ‘ fLena, ma&be he WOnﬁt want “to bury hlmself out there,
e ,~’ maybe he' 11 have other 1deas (p- 4)“ and "...1f you ask me\
any glrl that plcks that klnd of life is- Just plain. nuts‘
,\_}‘(p 18).‘ The character of Lena, 'howeyer,' applauds the
"sunllght on the pralrle" and asserts ﬁ..gsince‘I've been .
worklng here =~in the city, I don't seem_ to be more than
ha}fﬁallye (p.4)." ,In the latter part of. the theme, 1t is
.o . ’\Margie's v1ew Whlch aomlnates - ,Pralrle 11v1ng is
‘inginitély inferior to city living.
The drama as a whole clearlf applauds tne sugcesses
- of t&e western wheat farmers, ‘but, by including aﬁg@t

/ -
.

- values opposed to rurdl .living, it points to the

of

P increasing importance of city living as a rival attraction
“ - & .

to western inhabitants.

'
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Flow Gently Sweet Limbo

This play was written by Claire ‘and John Drainie and
U‘ produced on February 29, 1948. Except for the first aﬁﬂ

- . last scenes, the narrative is unfolded through a series of
i

- flashbacks. ~These scenes present eveﬁté%irom the lives of

} : , ) ' 7
two women characters, Violet Blandick and Ellen Dalgliesh.
‘ »

e '.")f " They focus on one or the othex charecter and the figures

S o surrounding them. One of these, Hawkie, bridges the two

plot lines by 1ntroducfng the two main characters.

*

Vlolet Blandlck s story is very dlstre581ng. Circa

P _ e —

1910, at.<twenty' years old, she is in training to ‘be a-

- .+ “nurse at_a local hospital. She visi&&{her ailing mother
every week on her day off, ministering to the woman's
demands. ' When. her brother elopes, she is forced to quit

training to pey her mother's bills. She takes a

goods store. Friends introduce her to Ralph Armstrong who

~

‘has been transferred from Toronto for the summer months.

The two become romantlcally 11nked but Violet stalls on

the marrlage proposal because she is concerned about ‘how

- real}zing Mrs. Blandick's posse351veness, and breaks off
£

L]

. their relationshlp. When Vlolet reveals her sadness to

-5 ‘ her mother, Mrs. Blandick casually mentlons that Mrs.
-, - Hawks dnd she have dlscussed living together. Violet
B reacts enthusiastically affd upsets her mother who begins
\ }‘ . ~— ) \ » * ~ )
- - , " -- . - . . - N . |
- 4 f l } ‘,\I“ » L] "

4

. sé;esclerk position with very low selary, at a local dry

her . mother will cope without her. Ralph becomes angry,

-
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to. accuse :her gf. selfishness #nd of fo/fgetting her
!

4

daughterly duty. fpe reproaches kause Violet to reverse
S / ' .

her decision about marrying. .She rushes to her brother to

ask that #he share some ‘caretaking responsibilities

regarding the#¥ mother. During +their discussion she is

informed her mother has had a stroke.' Feeling guilty,

Violet takes on heavy funeral debts with which she feels
she canndt burden Ralph. Spe spendé the succeeding years
in the dry goods .store working to pay this debt.

Ellen's ‘stofy, also harrowing, is, dramatized
aiongéide .Violet's\ Ellen is ‘b;orn to a weaithy family,
vet her father ignores her because her beautiful mother

I

died while giving birth tgaher. " Mr. Dalgleish refuses to

have anything to do with Ellen's upbringing, instead
| .
hiring a baby nurse in addition’ to a housekeeper, Mrs.

Hawks, to raise her. He leaves on a round—the-wé‘rld trip
\

when Ellen is six months old and returns five years later.
/ . '

-

He departs once again, within a year, sending instructions

th'a.t Ellen is to attend boarding school in Toronto. 1In
thenmeaptime, Hawkie (Mrs. Hawks) buys gllen'!‘» clothes and

performs the other deties that a mother ' might. At

eighteen, Ellen graduates and returns home. 1In the s;:une.

a

year, Mr. Dalgleish decides to take a rest from travelling

" and .also arrives home. He and his daughter have .an

- awkward réunion, followed by a number of incidents ‘in

which he criticizes Ellen's various attempts to impress
};ixﬁ.‘nFinally} Ellen takes, an.in.terests in singing lessons

.ﬁ\,

r
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and at the same time begins hostiné social soiré;as at the
.Dalgleish mansion. During one of these, ‘a gués;: invites.
her to show off -her vsinéing talents. When her father
discovers she is not talented, he feels .eh\barra'ssed and

tells her so. Ellen confronts him with hié 1ack' of love
for her, at which point h,e decides‘t_o sger relations
although he provides her with t".he house, its furnishings
and ' complete financial indepéndeﬂ'ce.

Violet and Ellen's lives merge after Mrs. Hawks dies.
Ellen, feeling lonely in the big house and having met
Violet through Mrs. Hawks, ‘invites Violet to live with

her. During the 1931-39 period, they have social soirées

and ' make frequent trips to Toronto. In 1939, Ellen
- ”

!

decides t? take Violet to Europe but cancels her plans

.when war is . declared. Years later after peace has been’

restored, the two sit around drinking tea and making

“

b

feeble attempts to revive their old elans for a European

vacation. By this time they are both ~midd1e-a‘ged and

complaining about arthritis (Violet)‘ and far-sightedness

(Ellen). Obviously, the chance that they will travel is

-

very remote. g

At the structurTI level, the drama consists of three

value sets. The firs\t, one revealJL the beliefs, attitudes
| :

and values of the members of a low income fami®y living in,

a small Ontario city. The lives of women dominate the
theme. Similarly, the second value set contﬁat_ins the same

kind of knowledge but focuses on a high income family.

-
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. The last value set ~exposes  the mind-set -of . two
middle:—aged, single women who are live-in companions. All.

, three themes are related by a traditional vision of women.
The Violet theme exposes the 'extent 'to which young

women will sac‘rifice- their lives out of a sense of duty to

family,. Violet relinquishes what her sugeriors describe

as the potential for a "brllllant" career in nursing to

‘support a’ financially dependent, widowed mother. - In

cotntrast,‘ her brother George 1is independent €nough of

- s

family ties to seek his own happiness. He elopes, freeing

! _himself from his mother's control, and establishing his

A

own~family. The belief is shown that men are able to take
decisive steps to uphold their rights as individuals, to
‘put'loyalty to themselves first. George ‘is also able to
see through his mother's possessiveness; demands, feigned
slcknesses and other manlpulatlons. Violet is naive about
that slde of her mother—until she decides she wants to
‘marry Ralph and move to Toronto. Mrs. B}.andick's unkind
accusations shock her.
"So you are ‘trying to get rid of mels You
really don't care what happens to your mother:
...Well 1if he means' more ‘to you than I do --
- go ahead and marry him. It's plain you don't
. care.what happens to fme' -- why should you!
...He's made you forget, ‘your duty (p. 22) L
* The theme reveals a belief that young women are SO bllnded
' by their loyalty to family members and partlcularly to
- mothers, that they do not discern others' motivations.
Mrs. Blandigk dominates Violet even in death. \}iolet

feels so guilty ‘over her mother's stroke which occurred
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while she was trying t0'afrange her'own«escape plan, that

she puts Hherself -‘heavily in debt on the funeral
arrangenients. Then she feels unable to ask Ralph “to
[ 3 +

accept the financial burden, thus denies herself an

.opportunity for happiness. The theme shoﬁs a belief that

women have no ‘clear perception of themselves as separate

entities with needs and rights distinct from what the
LN ’

family may want for them. When they do act contrary to

family dictates, they are consumed by guilt. - Besides

being victims, women. arxe also victimizers in this drama.

Mrs. Blandick willfully interferes with her daughter's .

choices. ‘She is both ‘financially and emotionally
dependent .on her children. Thé underlying belief is that
mothers in impove?ished circumstances and with.ﬁew outside
intérests are likely to be overiy involved in the lives of

their children. The theme contains a strong criticism of

the domination of young women by mothers. From the

) ! . < . ' . -» ‘
heights of a promising career in nursing and ~ the

° €

possibility of marriage to-a man she loves, Violet is -

\
reduced to working in a dry goeds, K store and renting out

rooms in a home which she does not own. Working-class
women are burdened by familial and financial problems.
Within the Ellen theme one is exposed to how the

child of a wealthy family can be .victimized by a lack of

b)

‘love and support. Mr. Dalgleish refuses to be personally

involved 4n Ellen's upbringing, Instead,' he hires a

housekeeper to take care of her needs wﬂile/he travels the .

FRDERTL )
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world. When she is old _enough, ' he has her sent to
)

boarding school. When Ellen returns at eighteen, she

tries tb win her father's approval in nlany ways but’

receives only criticism .from him. The theme reveals a
belief that fathers are reserved, aloof and insensiti\lrej to
their children's emotional needs. Also, the dialogue
contains several references to Ellen's plain appeéralnce
and lack of charm, implying that\h‘er father might have
liked 'her better if she had thesg attributes. ‘The theme

reveals the high value placed on good looks and feminine

charm. As a young woman, Ellen takes singing lessons and '’

hosts cultural soirées. The underlying belief is that
women who are rich, even single ones, do not work but
'spené‘thei\r fime dabbling in t;é arts. Ultimately,’ the
theme contains the beli~ef that rthe rilch provide their
offsprir;g with ,all the possible material advantages but
withhold what they need most -- love and support.

The Violet/Ellen theme provides a bhelief that the
'live's of single, adult women 1living 'to\gether are

characterized by aimlessness and boredom. - Violet an&d

Ellen spend their time attending social events and m;aking

. short trips to Toronto. Although they plan a trip’  to-

\

Europe, the war intervenes. At play's, end, they sit

around aimlessly drinking tea. Ellen does wield some
power because of her money. She decides she wants to sing

at the wedding of Violeﬁ's niece. Since she is the

largest contributor t@s the church, the choirmaster warns

-
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his choir that anyone caught 1laughing fduring her

performance will be—forced to.resign. Women with money can

A L ) i
exer€h§ome control oxe}‘others. Despite the clout that

. 3
her money provides, Ellen- is emotionally dependent on

<

Violet. Translated on a thematic level, this dependency

points to the value of good supportive parenting in
' s

'creating emotionally secure people. Violet depends on

Ellen financially, as her mother (Mrs. Blandick) depended

on her. Thematically, this upholds a belief that young,

"single women of low incoffe often cannot substantially

provide. for themselves in old age. Ultimately, the theme

réveals that women's lives are aimless and unhappy when

A}

they fail to establish themselves in marriage and family.

All three themes are . related through their .

affirmation of mgfriage and the nuclear jamii&. The play

makes a stdtement that Violet and Ellen cannot be happy in’
- A ]

an unconventionai“liding arrangement. Similarly, neither
of their parents is happy 1living without his/her marital
partner. In fact, the absence of each parent's spouse has

greatly contributed to the tragedy of both daughteqP'

lives, The drama suggests that children raised within the -

traditional nuclear ~fémily, in which both parents are
present, have the best chance for emotional health and

success.

"
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-~ Mother is Watching .

Written by Patricia Joudry and broadeast Noveqbe; 23,
1952, the‘narféﬁive of this play revolves :around three
gsisters and their respective families. .The setting is
predominantly located eithef in Virginia or Mary's home or
in th# office where Harriet works. |
\ . Harriet is the eldest of the sisters. She is single
and works as a secretary for Mr. Haskins. She is very
dedicated both to her work and to Mr. Haskins, formerly
her fiancé. The tragedy of Hafriet is that &ears before
, she had allowed her mothe;' to interfere in her wedding\\ *
plans, with the resh%t that Mr. Haskins married someone\
else. ﬁafriet gets her revenge by murdering her invalid'\\ o
mother on Mr. Haskins' wedding day. Her dark secret is
' not revealed until th;, last scene. Harriet's siéters \
clearly pity her as a single woman and as a woman with a \
Qeak sense of her own identity. Accordingly, they do not
respect her as their equal. |
Virginia is ‘the middle sister. She is, ha;ried to”
Henry, an advertising salesman, and. they have two
children. Her family is vupper-middle class and
. g consumer-oriented. - Virginia dominates her familg and
tries to dominate her sisters too. In this respect she
-has taken on the role of her deceased mother. 'It is this

Y quality that causes her descent, as Henry decides to leave
. !

her claiming:

v
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. ..pushing each oth' " around. It happens,

slowly -- so gradually you don't realize it's
happenlng. "And then one day you're a

stranger. You’ve been pushed into somebody --
entirely different. It doesn't do any good to
push back. The kids get pushed all out of
shdpe too. All you can do is go away and hunt’
and dig...for the 1live 'individual. that wis
there before the stranger (p.43). oo .
Much of the narrative focuses on Vifginia's arrangements
. % , ‘
for a baby shower for Mary and the issues that develop

from this event: her‘attempt to get Calwvdn, Mary's"

husbafd, to take on a more lucratlve, responsible job now
tha'tac

Mary'é support since, "it's a wife's duty to help. her
husband (p.49)." Virgiﬁia's behaviour is characteristic
ofg the t‘raditional woman mo‘tivated by a strong hsense of

duty. and'by what is conventionally correct.

Mary is the youngest sister. She is married)to an’

archaeologist who works in a museum. The two have an

unconventional marriage in that they place a higher
1, . ' . )
priority on the* world of ideas and on their 1life

satisfaction than on making money or doing what society

cénsiders as right.., Their dilemma arisres out of Mary's
pregnancy. Soon after, Calvin is f;nally offered ‘a.career
opportunity v';hich he has dreamed about for years. It
involves an archaeololgical expedition‘ to a foreign
cdur;f:ry which would take him away/ from Mary and t;heif
child for a whole year. In spite 01.? Mary's protestations,

he opts for refusing the career proposal’, assuring Mary

“that their child needs a solid family unit for optimum

growth. - 54 % . '
¥

. -
’ s

they are hav;ng a family; her efforts .to enlist-

-

.
L

A
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At the 1level of st'rqcture, Mother is Watching 1is

- composed of thgée major themes 'wkflich reveal the different

value qft's of the three main women charactgis. Since each
woman is also attached to a family eithef by marriage or

career, there exist three minor” themes‘ conveying the

"beliefs, attitudes and values underlying the behavior of

pd

each family. The themes are related through opposition

and through their stress on power.

. Virginia is the domineering sister, keen about
carrying on the traditions’ of their deceased mother.
Within this mode s};e tries to foster dependence in the
people ar_ound ‘her; for example, she constantly gives her
children 6rders a}nd behaves. toward her sisters as if she
knows best. 1In addltlon, she has a strong sense of duty,
believing that the ultimate act of unselfishness is d01ng
your duty as a {mpther, wife or sister by sacrificing for
others. Finallj},, Virginia has incpréoratéd her,mother's
many iriaﬁional. fears, revealing how much her 1life
revolves around tradition rather than around her own
carefully formulated perceptions of reality and truth.
Being very concerned with appearances ’and the su,perfi‘cial,
it is not surprising that Virginia has little time 1;0
really listen to others. She is either too i)usy trying
to push her o;:n viewpoint or running away to engage in
some "dutiful" activity. It is because of her attachment
to duty that Virginia loses her husband's love, but she

b

retains some of her power in the end because she still has
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" her children. The Virginia theme incorporates the

following values: poWwer, tradi'tion, duty, .and sacrifice.

Wlthln her family by marrlage, emphasis 1is, plaéeﬁ on

‘buylng the latest consumer items and glva.ng the children

the securlty of a blg house and 1lots of money.

i

Considering how much 1t§ costs to raise chlldren, the male
head of this family mus.‘t have a respectable, well—paylng
job. Years Dbefore qlrglnia discouraged Henry from

painting pictures beca\.lse it was neither lucratlve nor

&
A

respectable. As as ad{lertising salesman, he 1is a more

\

acceptable family man. For this family, convention and
consumerismﬂtare highly valued.
; Mary is the opposxtlon or resistance to VJ.rgJ.rua. In

hear belief system, the only duty we have is to ourselves.

Self-satisfaction and \personal happiness run higher than
\ . ’
self-sacrifice or doing, one's duty. Mary reminds Virginia
¢ i ! ' -
that their mother.wanted their lives in return for her
L \ s

d 4
sacrifices. ‘She/ dislikes her sisters and the unques-

tioning way in which they have accepted the customs and

values of their mbther. She is the intellectual, the -’

non—conformi'st of the three and maintains an independence
from their .ideas and practices. This is most apparent
within her family by marriage. Mary and Calvin are
antd-consumer. They live in a small apartment, ride buses
and have few material possessions. ‘I‘hey believe that
more important to a child than financial‘ security is. the

security of love, affection, understanding and freedom.
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v
Within this framework, children should not be pu;hed by
authoritarian parents but guided by 1loving, enilightened
ones. L'ikewise, the ‘spirit of the-partnership itself does ’
nat allow for the pushing or domination of one séoxfse by
the other. Respect for each other's rights is an integra;
part }af their union. Mary respects Calvin's aesire and
right to work as an archaeologist in spite of its
unconventionality and low - pay. Mary and Calvin 1live a
counter lifestyle with few material éossessions but strong

intellectual and emotional bonds. They really listen to

one " another and make decisions togegher up until they

. expect their first child. At that time Calvin singularly

decides to reject an important career opporgunity. His
decision signals a change in their ~marriage for the
individual will now be subordinated for the collective
good. -Mary and Calvin .:articuiéte .tge values of a
proauctive family unit: intelle ai, anti-consumer,
loving and egalitarian.

Harriet's theme relates to the other two by its .
inequality in terms of power and influence. Harriet is
the single, working woman subordinated in her family of
origin and at work. She is the classic victiﬁ who sought
but lost the conventional life due to a misguided sense of
duty to an invallid mother. Because she is so easily
dominated and manipulated out of her desires, her sisters

do not treat her with respect. It is only at play's end

that Harriet takes a stand against Virginia by refusing to

T

A~

N -
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stay with her when Heﬁry leaVes. However,‘hér5deeision isi"
Q

motivated by a negative belief that if again forced into a’
"N dependency sxtuatlbn, she will commit .murder e. second_
tlme.',Harriet's attitudes - and beliefs:are negatiﬁe and\
‘\“ S destructive. For this reason, theg are outsideJ of ‘ehe
conventionaf valuee'of the Virginia theme, yet they bffer
o solutlons to the problems po ed by that.theme. ' ‘, " J‘f,t
- At work Haxrlet is the ever-eff1c1ent and loyal l.a,‘o
' employee, dutifully organlenq the profe531ona1 and ~° .
personal life of Mr. Haskins. o Here, also,. she is
explolted because she does more tpah her shate and because
'she le-stlll in love with her boss, now ma;rled to someone
else. 1In sPite of her affection for Mr.ﬁﬁaskins, Hegriet" /

- . keeps tight control aver her emotions, always addreg81ng

. ~ him formally and refusing to ever allude to thelr past. '
L] - ©
(Y
Hers is the theme of the lonely, sacrificing single woman
}

whose behavior and choices are shaped by the negative and
B - RN

therefore can offer no real solutions to life's dilemmas.
& ot ‘

'The‘thematic analyses of this chapter have revealed

©

h“ " the .general vision of the world -contained by each play.

[T
In certain 1Qstances that vision focussed less on women
since they p1;§éé”‘on1y minor roles. Nevertheless, the
analfsis was still oriented to the facts. uncovetred about

" women, however. minor their preeence. These.facts provided

» . ‘ - . ) S~
k valuable information®as to which rareas women were alloWed ~ ™

'a presence, for example, as wives and mothers in To Where

I Live or as helpmates of farmer husbands o;' as\-office
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‘workers in The Seed That Won the’ Plains.  The remaining
. o £ ) N
plays focused mainly ongwomeh. characters and therefore
* ] .
comtained valuable information for the eventual linking of
. . L3
- the dramas to'\the social base of women.
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The Analysis: CBC Drama.and the Condition of Women

A principal oﬁjective of this research was té
determine the social '‘position allocated/tg woﬁeﬂ in CBC
radig dramas. Overall did these radio dramas frame women
in a position of confinement, or did they establish a'more
composiée portrayal showing women das emancipated in some
catego?ies, disenfranchised in ot£ers? The analysis Qill
‘proceed as follows: each drama will be critically
'evaluated from the perpective of Juliet Mitchell's schema,
a set of four categories used to ' evaluate women's
condition. A summary of women's overall position will be-
made based on- discernible patterns in all. categories and
contradictions within and between categories,

-

Before proceeding, definitions of the categories

are required. Production refers to any surface or latent
content in the creative work “which addresses the\subject

of 'women at work in the public  sphere. Reproduction

similarly addresses the supject of women as procreators,
1 B

and ‘'the socialization of children, the subject of

mother/daughter or mother/son relations. Finally, the

term sexuality refers to any surface or latent conﬁgnt
" : . ?

addressing the subject of male/female relations. Although

I am aware that Mitchell uses the term to signify sexual.

-4

relations between men and women, I am extending the

meaning to include social relations between men and women

—

S

~

whether of a sexual nature or not. ™




" The Hungry Spirit 5

Because of the polarization of themes within this

P

play, we find similérly dissenting ideas for each of the
L

Mitchell categories. In terms of production we have one

value-system stressing female participation in the world
of work outside of the home, work which would contribute

not only to personal satisfaction but also to the

- —

¥

betterment of the community. ‘The Fmphasis on science
serves té present women as spiritual and mental equals of
men. Though the theme of the f{play 1is not geared
specifically to the collective liberation of women, it
would appear that individual freedom éollows as 5
consequence. Women's éosition in production focuses on-a
resistance to traditional values and to a life devoid of
real meaning. Finally, ‘this value-system includes an‘
acknowledgement pf the role of higher educa£ion in
improving the quality of women's labour-force

(
participation.

) The opposite value-system also inciudes a place;for
women in production but one that is conditionally granted.
Working women are- single and engaged in traditionally
female occupations (Marian teaches elementary school, a
‘minor female character works for the telephone company}.
Their work-force pgrticipation is tolerated beca@se they

contribute some of their earnings to their families of

origin. In this case Marian's mother is widowed and
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financially insecuée. Marian's earning% offer her the
power to pu?chase small luxuries.  Finally, women's
participation. is temporary since “their ultimate purpose
should be to marry and raise a family.

Within the reproduction category, again the two

value-systems reveal different attitudes. The prevailing
value-system prohibits procreation outside of marriage and
counsels going to gr;at lengths to avoid the scandal
associated with it Instead of embarrassment, the
prgtagonist'S'value system emphasizes the responsibility
that must accompany personal action and the steps the
individual can téke to bo satisfy his or her needs and
at the same time to pr@yigzéaccountability for his or her
actions.

’ ' ~ \
Socialization is expressed in the mother/daughter

relationship. Emily Gale, the representative of "

traditional values, 1is the obstacle to her daughter'%
plans for higher achievement. Toward her own ends$ she
manipulates and uses emotional blackmail on her daughter.
The patriarchal ideology underlying her conduct places a
higher priori#y on sons than daughters; for in her view,

Marian's ambitions must be sacrificed for her brother’s

desire to start a family. Within this framework thé

importance of marriage and family is highlighted as is a
daughter's duty to family. The opposition is highlighted
through a contentibus mother/daughter relationship in

contrast with a supportive father/daughter relatfbnship.
! .
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Dr. Frank is not Marian's'real father but he assumes a
fatherly role, encouraging Marian in her goals and
battling her mothgr.for her right to pursue them. Here
differences based on sex are disregarded while talént is
rewarded regardless of éender. *The use of a male and a
physician to defend Marian's righi todliberation is an
interesting rhetorical device employed py}the‘playwright.
The male role prevents a male/female dichcdtomy in the
.
quest for 1ibe}ation) thereby encéuraging the audience to
consider the pessibility. ﬁr.Tﬁe physician'é‘ role
legitimates the quest within a tfaditional v;lue systeﬁ.
With respect. to sexuality, on the side of
traéitional .values is Marian's suitor who<wants her to
seétlé for his romantic fantasy--marriage and a family.
On the other side is Marian's quest for challenge,
independence and a lifestyle which is an alternative to

traditional marriage, one which tests personal

capabilities and broadens experience.

The Godsend

In this play, sexuality_is .the principal category

which is. addressed. There 1is a minor reference to

production insofar as Clara, a minor character and the

local parson's daughter, does volunteer work, welcomin
g ’ 9

’

s s . 4 .
newcomers and visiting parishioners. Despite the fact she

is not paid for her services, she considers them her duty
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a‘s a clergyman's daughter. An assurt{ption of the drama is
that young women perform voluntéerJCOmmunity work to help
o the male figures in their lives.
With respect to sexuality two views of women are
- presented. In one,.middle-ageq women are assigned an
active and enterprising role and one inn which the} are
very much in charge of their destiny. Contrary to
traditional views, the middle-aged .woman ﬁrotagonist of
this drama is financially and spiritually independent. 1In
—

additioﬁ,.she is determined to uphold her - civil rights,

Q

hY

male establishment. “She brings about this triumph in
collusion with a young woﬁan. Clearly, women j;;t be
willing to use deception to uphold their rights, otherwise
they will suffer from the discrimination that blatantly
operates in male/female . relations. Martha is
underestimated by both male figures in this drama. They
have stereotyped views of her as the "old. maid",
"defenceiess old lady" and flustéred woman. The sergeant
is quick to judge Martha as incapable of.handling a tough
situation. 1In fact, he is the one who ié not tough enough
in the investigation of Seaton. fMen have discriminatory
views of women and attempt to render them po&erless in
daily situations. Enterprising women of courage and

conviction -can triumph over their subordinate social

position.
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To Where I Live

A Y . /

Women have .minor roYes in this drama even though

’

their influenée is strongly felt through the relationship

they have with the male protagonist. This accounts for an

.absence of material in two cdtegories: productldh and

reproduction. That is, women qie not presented as workers

nor are they presented in a reproductive capacity. The

socialization and categories are presented

sexuality

system

within a value which is simple ( and

L

traditional--home, fadﬁly4 friends, courage to die- for
/ .

one's country. /

’
i

.' [y ) . R 4
In socialization the focus is on the role of mothers

and the mothér/son felationship. The protagonist has had
—~

the experience of two mothers. His real mother has been

deceased for .years when the play begins. Through Eric's
thoughts, we receive an image of the "perfect",motherf
K . , . // - N

loving, beautiful &hd of a strong emotional bond between

md@her and son. There 1is a crifféism‘ of that bond,

howevér, since her 10ss causes Eric a great deal of pain.
The criticism is not of the nuclear family set-up which
fosters this kind of dependency but of mothers themselves
who are(eﬁbgionally dependent on and possessive of their

children. With Eric's stép-mother the deep emotional

+

bonding is absent. amicable but

/

dutiful. In this instance it is thHe responsibility of a

Their relationship is

mother to "create a home" by servicing others' needs and
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p .
by managing family ha;mony. It is a position which dénies
a mother's identity other than in her role of
self-sacrifice. )

The relationship between Eric and ex-girlfriend
Chal f\orms the substance of the sexualitx~category. There
is a‘gap between the way 'Chal understands her refusal of
Eric's marriage préposal, and the way he understands it.
She believes herVshocking behavior would not have fit well

with his overly romanticized image of  her. She alfo

believes she is not good enough for him. Eric, on the

other hand, assesses her rejection of him as a

self-protective strategy. She simply did not want anyone
to reach her deep feeliﬁgs and therefore settled for
someone. who could not. Eric 1is convinced, had they
married, her life would have been happier and she would
have come clgser to his fantasy. . The value system
incorpo;ates a view of women as ensconced in marriage. It
is a marriage in which they are expected to~ fulfill the
male's romantic fantasy of a wife. Chal is aware of
having to conform‘ to or meet the male ideal. T]z,j.s makes
her unable to accept Eric's proposal. Since she isn't
good enough, she 1s unable to meet his standards.
Consequently, she places herself in a marriage in which
she is not expected to behave in a certain way. She is
acceptedvfor what she ‘is. Yet, that does not provide
happiness either, since what she is, she does not much

-4

like. Women are in a position in which they do not 1like

™
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themselves, their 1lives, yet marriage is not the answer:
if thay love their husbands, they cannot be themselves; if
they do not, they live a degrading existence.
Nevertheless, they must marry, with the result that they
feel resigned to boredom, a sense of aimlegsness. Women.

. ’ A
have a lack of choices. -

[N

Tears Idle Tears

The play as a “Whole addresses the question of
retur.riing soldiers and tr;e effects of their long absence
and of the traumé of their ,Iwar experience on marriages.
It ultimately places the responsibility for coping with
the difficulties of the situaticn on womenT')The‘themes,
however, reveal two orientations to the problem. The
question of women in production is not an issue here. The

assumption that women are working only wuntil affairs

revert to normal is clear. A woman's place is at home

~ L

catering to the needs of her family. -
The mother/son relationship is present in the

socialization category. It is a negative one

characterized by a hostile son and idomineering, anxious
and possessive mother. The Wi(?bl;led mother is a classic
stereotyge of the over-protective and nagging mother.
Regarding sexuality, marital relations are the
specialJ focus’/ of this play. The problem is the

unhappiness of wives in their marriages after their
-



husbands return from the war. - There are two orientations
to _the problenm. Iper one, the blame for women:s'marital
unhappineés is directed at men. Men's lack of honesty,
sincerity, emotional openness and financial aﬁé emotional
%upport are criticized. The value set is traditional in
that the positions of family head and breadwinner are
still considered men's responsibilities. It i; in
opposition, however, to the traditional notion of men as
emotionally aloof an@ incapable of establ;shing real
intimacy. To communicate these values, the drama draws
upon sexual stereotypes: woman as ghild?kas mother and as
shrew; . man as Jjuvenile, "as father and as incompetent.
Within the other value set the blame for women's
unhappiness 1is directed at themselves. They are advised
tQ Jbe’ understanding, patient, realistic, strong. They are
also told to accept their husbands' faults, to not demand
too.much from those who have suffered through a war.s It
is further—sugyestey~that they keep a sense of humour and
stay married fof' their children. Such ideas aim to

14
preserve the existing male hegemony and make women

responsible for the success of marriages.

w

v
~

The Seed That Won the Plains

Women play minor roles in this drama about western
wheat farming. However, they do dominate two office
scenes which depict them at work in a white-collar

capacity. In terms of production, women are not shown
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actively struggling on the wheat 'farms with their
husbands. It 1is ‘clear tﬁat their roles there are

~ secondary. However, they are very evident in the office,
typing 1long, boring reports and complaining about the
demands of their male boés. There is an ambiguity about
the experience of office work, one of the female
characters disliking it, while the other two, although
they may not enjoy some of the tedious tasks, still
appreciating the salary and lifestyle it affords. All of
these working men appear to be single, and the one who

\. least likes the\work quits whenever she gets married. All
the women are subqrdinéte at the office. They report to a
male boss for whom they show 1little rgsgect, yvyet they
obviously dre  powerless to effect change. These
characters represent women's growing role in production as
lower-echelon white collar workers.

The relationship between Lena and Dick, modern
wheat farmers, forms the substance for the sexualitx
category. Their exchanges revolve around their largely
speculative venture, the purchase of a wheat farm. Dick
is clearly the decision-maker in the marriage.
Furthermore, he has utmost confidence in his decisions,
all the while advancing toward his objective of feeding
the starving of the world. Lena goes along with Dick's
decisions and his vision. She does not, however, have a
vision of her own. She'simply prefers life on the préirie

to city living, and marrying Dick, a farmer, provides her

\
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with that lifesplle. Lena has a narrow and self-oriented

vision while Dick 1is conscious of a rgsponsibility to

" humanity. Also, her thoughts are negative and

self-defeating, while his are concentrated on the success
of his project. Women are shown as helpmates, aiding
their husbands in pursuing their dreams but haying no

broad visions of ...eir own.

Flow Gently Sweet Limbo

One 1is not struck by the- uncbﬁ%ring §f blatant
oppositions in this play's. structure. Rather, one is
affected by the complementarity of themes, all revealing
that life satisfaction and mental health can be found only
within traditional marriage and family.

There is a distinguishing turn of events within

the production category since one of the female

protagonists is presented as independently wealtﬁy. This'
enables her to engage in various philanthropic activities:
contributions to church and financial aid to her live-in
companion. Nonetheless, the wunderlying assumption is
still conservative. Women do not "do" in the public
sphere. There is no sense of action, of creativity, but
merely a sense of presence through giving. The other
woman figure has a low-paying, loQ-status job as a
salesclerk. Her other option, a career in nuréing, has

been closed by a manipulative, possessive mother. In
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—~ whatever public capacity they serve, women's lives‘ are
portrayed as limited, meaningless, aimless. However, the
blame is not situated in the lack of optiops for women in
the public sphe§é, Rather, it is located ih the failure
aof. the women to establish vthemselves in marriage and
family.

"

. There, is a strong emphasis on _ socialization

here, since the 1limitations in both women's lives are-
shown to be)ﬂirectly attributable to parental influenqgs.
In ‘one instance the mother is dom;nating, demanding,
possessive and manipulative. She stresses a daughter's
"duty" to family. The-image of the daughter emphasizes
her naivety, generositgl“loyalty and honour, traits which
do not allow her to see her mother's malevolent qualities
" until it is too late. In the other instance, it is: a
“father's emotional and physical distance which contributes
to the daughter's' limited 1life. Worth noting 1is the
suggestion that because the daughter has no endearing
female characteristics--she is not pretty, nor is she
charming of persohality--the father cannot develop an
affection for her. Considering the underlying values of
these themes, we find that it is not ;pecifically mothers
or fathers that ake being blamed for the limited course of
their daughter's lives. Rather, it ig -the potential €or
destruction in the parental role for either ééx, when
his/her qualities are not balanced by a mate and parenﬁ of

Py et

the opposite sex. That is, both parents in this play are

R
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single parents.. That is what allows the mother's

emotional dependency and the father's imsensitivity and

coldness to warp their daughters' 1iGes@- Given families

u
with farents of both sexes providing a balance of human

o

‘qualities, the suggestion is that the daughters; .lives

would have been more successful. The -drama reveals a
segregation of human qualities along sex lines. Mothers
are, emotional, dependent, possessive; fathers are strong,
silent, independent. Finally, the drama wupholds the
necessity for ‘the socialization of children within the
t;aéitional nuclear family pattern, that is one which
includes parental figures of both sexes.

In terms of sexuality the focus is on the absence of
male love in women's lives. Within one theme ‘the women is
not pretty or charming enough to attract a suitor. 1In the
other, Phe opportunity is lost through the girl's naivety

&
and sense of honour. The two women's .shared middle-age is

- shown to be unsatisfying, aimless and shallow. The

assumption is that within traditional marriage they would
have found meaning and happiness. A shared ccmpanionship
bymﬁfmbers of the same sex cannot provide that kind of

fufﬁillment.

- ’

Mother is Watching o

[
—_— -

The themes reveal an overwhelming emphasis on family

ang‘maritgl relations, no doubt causéd by the presence .of

-
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three leading figures who are sisters. and themselves

members of families by marriage.

.In production the themes reveal the value-set of

ot

the singlé working woman. The job is seéretarial and’ is a

second choice after possibilities for marriage arg

-~

destroyed. ‘Within the 'public sphere this woman . is
subordinate. Her working person is dutiful and -
'fself-éacrificing, qualities typical of the female

personality. Not only is she subordjfate in the public

sphere, but because she is working and single, she is also

subordinate in the private'spherei The value-set is one
that discredits the single $Bkking woman because she has
missed the opportunity for ,a much  more satisfying

. . . ¢
experlience 1n marriage.

Reproduction is adaxesseda:through the play's
emancipatory theme. Procreatipn is not, hgyevéf, seen as;
a liberating function; When one sister finds herself to
be pregnant, it becomes ‘the stimulus for a questioning of
the couple's Jalue system. Formerly,, the .stress in tgeir

marriage had been o? love through independence and a kind

L

"of mutual sharing. The expected child :changes_ the
couple's perspective. Now their desire is to form a
secure family unit in the. child's best interest. It is

¢

through the functioning of her reproductive capécities‘

that the woman in. this instance loses power to the male.
Mary finally submits to her husband's view that in future

they must pursue like paths for the child's security. The

\



105..

N
emphasis is on the constraining nature of reproduction and

on the importance of a secure nuclear family unit for the
3 .
maximization of a child's potential for growth.

In socialization the fociuis is on a mother who is

.
absent (through death) but whose child-rearing practices

have created the three sisters who dominate the play. The
implicatién is that a mother who is emotionally dependent,
possessive, domineering and manipulative creates tgFee
possibilities through hér mpthering. First,. she can
recreate herself, and' this happens in the figure of the
middle sister, Virginia. Second, sﬁe can victimize and
. destroy, creating a misfit like Harriet. Finally, her
‘motheriné can produce a child who rebel% against the
values for which she, the mother, stands, thereby,
escaping her doﬁinance. fhis is witnessed in the younger
sister, Mary. The viewpoint is a judgmént on mother as
overpowering and destructive.

The relationship between the themes can be exposed
within the sexualiti category. The Virginia/Henry marital
pair are upper-middle class, consume{—?riented and
conventional. They place duty and resgﬁhsibility to
family pefare pefsonal desires. Virginia has the power in
this éamilg; but ultimately it costs her a husband, for

Henry abaAdons her and the children as a result of her

need to control and manipulate. The opposition to

conventional marital relations is found in the Mary/Calvin
) s 7

pairing. Their family unit is anti-consumer, intellectual

v
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ﬁhrodgh independence ahnd équality. it is the solution
offered to the éroblems created in conventional,
middleTclass family relationships. Withiﬁ:the sexuality
category, a male gegemony is maintaifed. 1If women insist
on having exclusive power, they will lose love. Any power
they do acguire\ﬁust ultimately submit, in! situations of

[ -

conflict, to the male dominance. i ;

Conclusions

>

The seven dramas indicate a fairly homogenous

pattern for the condition of women in produetion. This

pattern is confined within an ideologica{fﬁramework‘which'_
insists that woman's place is outside of pr!duction and in
the home, servicing family needs. Within| this context,
then, wofk is neither a source of happiness nor a source
of satisfaction for women. Another factor \ontributing to
its un%mportance is the demeaning nature |of those jobs ‘
which are available. Office work, sales iand elementary

| .

school teaching are characterized in the| plays as low

status, low paying and unchallenging. Mort indications
are that those women who work would rather be married and
‘ - P &

stay at home. Marriage then |is thei factor which

determines whether a woman works or not. | There is only

one instance of a married woman who does| work and this
3

instance is found during the specific »conditions of the
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war period. Otherwise, married women, even those without

children, remain outside of production. J

Of those wholwork, there is a further justifiéation
for(their participation besides their non-marital status.
That is the ‘financial help that they provide to their
families where father is absent and mother has fewN
financial resources., In this respgdt these young women
are very dutiful, more dutiful than their brothers wh¢ opt
out of, those family‘responsibil;ties to create families of

their own. This situation underlines a contradiction in
: -

the condition of middle-aged women. Although ‘the vision

_Places~ them irtside of , production, circumstances (either

death or abandonment by a mate) have left them unprovided

i
for tinancially. Their children are almost their sole

|
means of supbort. Another contradiction 1lies in the

condition of éwonmul who remain outside of marriage,, yet
must spend their lives in unproductive jébsf The dramas
indicate that this‘is the condition of several women. .A
vision which places them at home leaves no provisions in
ptroduction that they might nonetheless lead fulfilling
lives. | N |

In spite of the small sampling of plays, the

element of reproduction, referring to the practice of
maternity, is| addressed. It is a maternity which musg
take placelwithin traditional marriage and it is one which
has a different meaning for men thgn it does for womeﬁ.

For men, women's power of procreation is represented as a
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positive influence, even as a liberating one. In the case
of single men, the anticipation of a child means phey can
liberate themselves from their families of origin, through
marriage, and create independent families of their own.
In the case of married.men, it means they can establish a
more secure family unit for the good of the child. Women,
however, experienée negative consequences as a result of
their maternity. Those unmarried suffer the moral
judgments of sociefy. Those married experience a sense of
confinement as the focus of their marital partnership
shifts from a hea}thy-individualiSN\'to a submission to

what is in the family's best interest. Of those dramas

where the subject of reproduction is addressed, women are

depicted as losing power through their protreative

i
function. —_— |
i

The pattern of women's | position for . the
i

socialization of <children category 1is riddled with

confradictions. While on the one hand the ideology
éituates the rearing of childre/ as women's "natural”
'Vocaﬁ%gg,l the actual relationship between mothers and
children i!?laden with conflict /and outright_hnstility.‘

. / .
Peter in Tears Idle Tears can hardly speak to his mother

without showing anger, while Harriet in Mother is Watching

has murdered hers. Marian frém The Hungry Spirit openly

/
struggles with her mother for' the right to lead her own

life as does Violet in Flow Gently Sweet Limbo. The image

of mother is definitely negative with a marked emphasis on

/
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domination, possessivenéss,. manipulation and emotional

dependence. There. are several instances of mothers

feigning=sickness to prevent their children, particularly

daughters, from leading independent lives. Although the
’

plays view socialization of children as one of women's

primary roles, they are not favourably disposed to women

D.-

as mothers. ,

Within the sexuality category the pattern of the
piays indicates s marked concern with women's marriages or
lack of them. That is, the dominant ideology places women
of all ages within marriage and family. Generally, three

ﬁcétegories of women are represented: young and single (but
expecting marriage), young and married, middle—aged and
widowed. The depiction of the young and single is very
idealistic. They are described as naive, generous,
dutiful, loyal and self-sacrificing. These qualities, as
previously stated, are a liability whén the women begin to
assert themselves independently of family. In fact, it is
these qualities which §lace them in victimized positions
in relationship to the family for they preévent them from
establishing families of their own.

The pattern which emerges for young married
women is one of great unhappiness. This unhappiness is
~__attributed in several instances to relationships with

husbands who are. emotionally distant. The women want

- !
emotional support from men who are either wunable or

. ‘ :
unwilling to give it. The men are the famdly heads and

)
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make the final decisions in any fémilY"Controversies.
Although women allow them this privilege, theg_are not
happy about it. There afe a number of instanceélin which
women go along with the decisions of men yet reveal
negative feélings about doing so. Furthermore, women show
a marked hopelessness about the possibility of change for
the future. Tﬁere is a\grea£ contradiction between the
ideology, stating that women need marriage for héppiness
and f,ulfill;nent, and women('s depictea condii:ion, showing
that . the marital state is 'not the happy, satisfying
condition it is supposed to be.

The poéition of middle-aged women is' equally
“unsatisfying. They are 'found 1living élmless .and bored
lives but exerting some measure of power over adul£
children. They are ail single women, either widowed or
never married, and most are financially and emotionally
depéndent on .their children. Far from being elderly
figures of wisdom and aignity, they are shown to uéé.their
life’experience to manipulate those. who 1love ;hem. The
suggestion. is that if these women had husbands, they would
exert less control over younger  family mempérs.'—

Women's position as a combinatio'n.\ of ti’zabove

y are

four elements is not depicted as a powerfullgpe.
réfstricted in the area of production by an ideology which
places them in marriage, thus undermining their effor£s to
achieve anything substantial in the public sphere. = Once

married, their position is again secondary to men who act

/ .

*
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as the family heads. The only §ower. women do assume is

\

~ &
over children, and that power they abuse. Their

procreative powers are .also er/icted .as placing.them in a

repressive position in which their individuality will be
sacrificed 'to preserve family unityl. As per -Juliet
Mitchell, women's ‘position as portrayed in the radio
dramas is inextricabl'e=-fron?the‘ir relationship to family.

It is also, overall, a position of confinement.

*
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L
CBC Radio Drama and its Structural Links to Canadian

Sociézz‘

1
[

Gender Relations During the 1940's and 1950's

Canadian society underwent <considerable change
during the 1940's and '50s. The Second World War was
responsible fég many of the changes. A massive war
industry stimulated an unprecedented economic growth in
Canada with an increasingly industrialized base. Peoﬁle
took advantage of the increasing employment opportunities
in the cities to move from rural to urban areas. European
immigrants joined their fellow Canadians in ;he expanding-
cities. <Canada rapidly shifted from a rural to an urban
society. When Canadian soldiers returned from overseas
and with Canadians generally experiencing a new sense of
prosperity and peace, the birth rate rose.‘ The resulting
urban overcrowding, in addition to an expanding
construction industry, drew thousands of Canadians out to
the suburbs in search of a home. A variety of applianceg
and goods were needed to fill these homes. The changes
during thése two decades were, then, not just in scope but
in quality of life, for the new focus of Canadians became

{
oriented toward a growing consumerism,

\8

. o . . Despite the changing social context, gender

“
“te, .

rf”{xé;ations redained structurally egquivalent to those of
-

L3

®
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earlier decades. Women, that is, were considered as the

‘ b

"second sex" in terms of pawer and privilege. This is no

" more in evidence than in women's recruitment into the

labour force during World War I1 and their subsequent
dismissal when the soldiers returned frem overseas
(Pierson, 1977; Connelly, 1978; Wilson, 1982). The war
period was an unusual one for women, in that the Canadian
governfient activeiy sought their skills and services for
the dwindling labour force. Women engaged for the first
time in the following economic practices: they joined the
labour force in unprecedented numbers (in 1941, 22.3% of
the labour force was female, by 1945, 31.4%); married
women f ormed an increasing + percentage of female
participation (10% in 1939, 35% in 1944); and women took
on jobs that were tradiﬁionally male (farm work,
munitions, heavy industry) (Wilson: 70, 84-86). Despite
the fact that these jobs paid more than tio traditional

'service ~occupations in restaurants, hotels and i3aundry
. L

Shops, they still emphasized women's femininity and low

status, for women filled the 'lower rungs within the
munitjons factories, not the managerial positions. Come
1945 when the war industry was slackening its pace,
companies established a pattern of releasing women workers
before men. As a group, women’were either steered back
into "female" types of occupations (teaqhing, nursing,

domestic service) or out of the labour force completely.

During the late forties and fifties, an expansion occurred

.
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in the white collar sector. Women were called upon again,
this time to fill routine ;sales and clerical jobs.
Although this somewhat improved the unemployment situation
for women, by 1951 they were participating in the labour
force at a rate of ten percent less than in 1945 (Wilson:
70). In addition, the pe;rcentage of married women working
had dropped by 1947 and remained depressed until 1954,
reaching the high of the war period only in the late
sixties (Wilson: 85). 1In terms of the types of jobs done,
three gquarters of women professionals were either in
teaching or nursing (Wilson: 82). 1In ‘addition they were
divided along class lines, lower class women fillin~g\
do'mestic service and factory positions, middle class women
doing office and sales jobs, teaching and nursing.

These economic practices were tied to beliefs and
values which confined women within a narrow vision; At
the basis of this vision was a division of 1labour, .
stemming from a belief that women's place was in the home
while men's first responsibility as the family bread-
winners was to sell their labour power. This belief
~structure was cl;:arly evident during women's expanded
entry into the labour ma.rket during Véorld War I1. Pierson
demohstrates that the issue at that time'was not Qomen*s
right to work but their patriotic duty to sacrifice
personal wants in the best interest of the nation
(1977:126). The deep entrenchment of the belief is skown

)

by the way women were called into the lapour force: first,

T .

/
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the young, single women; then, married women without
children; followed by married women with children to work
part-time; finally married women with children to work
full-time. In addition, the belief is shown by the
numerous kinds of gov.ernment' aid extended to women during
the wa.r period and almost immediately rescinded at war's
end. Such aild\included hotels and housing a\rrangements,
transportation costs to work, day care, training programs
and tax breaks (Wilson, 1982:85). Finally, the steering
of women, particularly married women, back home after the
war and their encouragement to stay there throughout the
fifties are all manifestations), of the "women's place is in
the home" bélief structure.

Related to this division of roles is the belief
that women's nature fits them only for certain kinds of
work.. Thus, even during the war, many of the munitions
jobs they performed emphasized their ma;nual dexterity 6r
patie‘nce and meticulousness. Otherwise, their - duties
seemed to be an extension of many household tasks,

emphasizing service, nurturing of others and aptitude for

_routine, monotonous tasks. It was also believed that

t
3

women were not suited for posit%onsmf power and that when.
they did hold equivalent positions to men that they be
paid less, f;ar' men, af;:er‘all, weresthe breadwinners while
women's labour force participation was temporary. Besides

lower wages, the -belief system contained support for

additional discriminatory labour practices toward
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women, Women had fewer opportunities than men for

advancement, and experienced horizontal rather than

“vertical career patterns. Women did not get the chance

for the really challenging jobs which would increase their

a

abilities to be major, independent decision-makers.

The belief that women's labou£ participation was
temporar‘y was related to a young womén's aspiratjions to
marry. Once married, her first duty was to husband -and
f;mily, which precluded any kind 6f permanent commitment’
to a ;\oﬁg;£erm career. The germinating belief was tha:c
women's greatest fulfillment was in marriage and family.
Until marriage and after, if they worked, it was - to

-

pf’d)vide themselves and possibly family members wi

luxuries.

After marriage, the vision specified that each
spouse of the marital péir was responsible for separate

functions:

The woman was supposed to create a home that
cherished the essential human values that -
could be felt and understood and never
analyzed. The man was to provide the economic
base for this 1life, to protect the woman, to
save her from any contact with the harsh
realities he dealt with, and his reward was to
experience what he could never create \
(Griffiths, 1976:202). .,

It was women's re'Sp‘onsibil,ity, then, to create the emo-
tional climate in the home: to express 't;eméerness and

concern for others, to create joy and héppiness and an

atmosphere of warmth and security for their growing

‘children. This division of family tasks is' further

[}
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confirmed in Seeley's study, ' Crestwood Heights (i?%{

'176=-183) .
\ - Overall the narraw vision for women io'n the forties
- and fifties confined them to what Betty Friedan coined as
the "feminine mystique." .

The feminine mystique says that the highest

’ value and the only commitment for women is the -

’ fulfillment of their own femininity. It says

that the great mistake of Western culture,

* through most " of its history, has been the

undervaluation of this femininity. It says

that femininity is so mysterious and intuitive

and close to the creation and origin of 1life

that man-made science may never be able to

understand it. But however special and

different, it is in no way inferior to the

%, hature of man; it may even in certain respects

\V °be superior.” ThHe mistake, says the mystique,

the root of women's troubles in the past is

N that women envied men, women tried to be like

ameen, instead of accepting their own nature,

which can find fulfillment only in sexual

. passivity, male domination, and nurturing
£ maternal love (1974: 43)

]

The error of this vision, as Friedan stipulates, was that
it encouraged women to deny their 'potential :for human

~

"growth. Women- were recognized as having needs for love
" and sexuality, but were not recognized‘ as hévinga a»need‘ to
disktover an _identity,ué private. image of who they are, can
2 be or want to be. Within the vision, women were seen as
not having to plan what nt’:o do with their lives for they

s ¥ were only marking time until a husband and children would

decide what the rest of their lives would be (1974). '

©
b

"9 , : . Motherhood was the goal of women, for this was
how within the visiongit was specified they could be

creative: In fact, at the height of the post-war baby

<

w
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boom;-Canadian fertility rateé were nearly four'births_pégq
woman (Rog&l Bank bReportef} i9§6:6). Child-rearing by
women became raised to almost cult status.s Women spent
their days devoting themselves to filling'a child's needs.
Seeley et al note the conflict this engendered ‘in the
women of Crestwood Heights w‘hose edpcatio.n and previous
life experience had not preé;red them ‘for the daily
frustrations of i*earir;c; children (1956: 179). Friedan
. examines'how mothers' total absorption with their ;hildren
can create neurotic yog&g men and women wiﬁh little.
independence of thought or action (1974: 182-205).

The dominant vision of women in the forties an§ "
fifties was in keeping with the generally conservative
spirit of the'ﬁimes. Much of this perioq consisted of the
post-war years when people searched for some kind of
stability and securi;y. UnfortunaFely within the wision
women were impelled to be the keepers of the new havens.
Since they did not have a political base like the one that
. mushroomed in the sixties, women did not publicly ;ebel
against the status-quo. .

—

CBC Radio Drama Explained

9
a &

In the following section the dramas will be framed
within the world vision and &ocial practices of women of
the 1940's and 1950's as described above. The purpose, is

to search for structural links between the two levels.

7 v
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Ultimately the links will explain the dramas’' genesis by
showing that the structures at their base are .relatable to,
the categories or structures which organized the

consciousness of women as a social group.

The Hungryﬁ§pirit (August 1940) is distinguished

by the contradictory themes at its imaginary base. The
>

distinction is upderscored by the completely diffefent

possibilities which are envisioned for women. On the one

. . !
hand, within the Marian theme it is proposed that women

take an alternative rroute to happiness and satisfactiog.
This route is Aot marriage and family but career. .
Additionally, the' suggested career 1is non-traditional
(scientific research) and requires several years of
college. In the above uaspects women are seen as the
intellectual and spiritual equals of men, willing to
welcome challenge and change as the prerequisites to a-
fuller humanity. Within this dramatic vision there is a
denial that women must sacrifice themselves for others.
Rather, women are encouraged to use all their potential.
Thgﬂfationale is that somé' time in the fﬁture they will be
able to make valuable contributions to society. This
vision of an independent career woman cannot be explained
by the traditional vision of the forties' woman. However,
it was: noted previously that a few years into the war,
women were desperately needed in the 1labour force to

replace the men who had -enlisted. They began to be

summoned in 192 and by 1943 their participation had

>
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reached its peak (Pierson, 1977: 125-145). {ThlS drama's .

theﬁe, then, with its emphasis oh career a§ the way to

emancipatiﬁn, can be' explained by the chanéing role of

women in production darind,the‘war effort. . The role of.
" é

women and their perception of their needs Thanged. as a
|

result of the war. At that '‘time they needed to enter the
ol <
"labour force to £fill the positions of the men who had

-

enlisted. Goldmanﬁ‘states that when a structure fio longer
meets a group'é needs, the group will either cre;te a'new
one or transform the old. The pésition taken here is that
the original structure which believed wgmen's place was in
the home was transformed to accommodate women's new needs.
Transfé;hation was not total ~-- consider the post-war
re;emphasis on homemakfng -- but it did allow‘some new
possibilities for women, novel kinds of jobs and unlimited
opportunity to work. In holding further to Goldmann's
theory of possible consciousness, it can be concluded thgt
the writer was éble to discern women's future direction
through the new social elements that were gathering
strength (to forsee that women would be needed in
unconventional ways in the woxk force) and to p;sh these
structural tendencies toﬁffffogical conclusion . -~ women
participating fully and equaily‘to men in proguction and,
in the process, finding a healthf and mature identity. In
accordance with Goldmann'sotheory, the writer has proposed.

only one possibility, given the new social forces that

were accumulating.
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On the' other hand, the tfﬁditional forties'

s

world vision held by women is structurally duplicated in

the mother theme. Emily Gale is the manipulative 'mother.
v |

trying to conérdl her daughter's 1life, "to absorb her

»

pérsopéiify as Friedan observes (1974: 182-205). She

attempts to conlvince Marian to remain in her traditional

female role as a teacher and to sacrifice her person}l

goals for the family.' These values and bellefs in women s

(L J

R sacrlflce and in their partlclpatlon 1n tradltlonal kinds

( i

of occupations, are structurally hom01og6us .to the
: ’ ’ .

organizing catebories of women's consciousness of the

period. The djﬁinant vision at play's end, however, is

s

not the traditional one but the alternative one offering

. women the possibility for selfhood through education and

career. - \ . ‘? o

»n

The Godsénd (lé40f’poses a difficulty in terms of
explaining its dominant vision. Martha Skinner defies all
qséects bf the traditional vision held by wgmen of the

. __forties and fifties. Furthermore, since she 1is past

~employment age, the structure's genesis cannot be

attributed, as in The Hungry Spirit, to women's changlnq

,///‘ {ole in production during the war effort. 1In this drama

P A,- we are presented with a woman who confidently and shrewdly
advances from victim of crime to'ong‘who outsmarts the

‘male social order. Her moves are carefully calculated and

,determinedly ' taken. This is a woman with spirit ‘fnd

‘cbnvictions, solidly strong in her identity and sense of
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worth. She is not the typical female heroine, not only

because of her strength, but also because she openly
cﬁallenges the male authority on either 'side of the law.
Her behavior ,and pronouncements are criticisms of the law
and criminals, both stronghélds of male power. For these
reasons she .cénnot‘ be ‘explained by éhe gt»uétures of
women's consciousness during the forties. For the same
reasons she and her theme must be viewed as relating to
the existing social structure by opposition. Another
issue worthy of note is the playwright's choice to make
Maftha a single woman and, furthermore, one who has never
married. Thig factor is contrary to the revealed pattern
for middle-aged women within the traditional dramatic
vision, who are usually Widoyed. This choice allowed the
Playwright to creagé a more independent woman and a more
positive one. Older womern of the traditional dramatiq
vision} it was revealed in chapter 5, are very nﬁgapive
figures.

One possibility that might explain the Martha theme
is the playwright's identification with a partjcular
circle of artists which had more radical views as to the
proper role it assigned to women. It is difficult to plot
these oppositions of smaller groups within the larger
group,}bf women because there is a lack of historical
information on women of.(the forties. However, it is clear

that the playwright has delegated to women the
7

responsibility of being the world's moral conscience. It
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is Martha who. brihgs*justice to fhe dramatic situation
while the male characters are either corrupt or
ineffective. In this respect we can say the drama is
indeed an opposition to the traditional vision of womeh:as
passive and men as the originators and upholders‘ bf '1;:\w

. and order. Mo%eOVer, this wvision \ié more acceptable’
considering that the piaywright is writing during the
crisis period of a war initiated by men.

In terms of the ideas it contains about women, the

—— dominant theme in To Where I Live (1943) is homologous to

traditional values regarding women. Eric's value set

A
-

emphasizes a romantic vision of women which has them
satisfying the male ideal. Within his vision Chal would
have been happy married to him because he understood her
~real nee&s. Her marriage to someone else was a way of
preventing her deepest feelings from being reached. This
is how Eric rationalizes his own sense of loss and still
retains the romantie fantasy of himself as a would-be
saviour. Also, within this vision the female partner is
. expected to satisfy the male ideal. This belief fits into
| the struFtures organizing ®women's consciousness at that
time -—<:Eor women to lack an identity is perfectly
justified since their rﬁle is to support other people's
neeas, particularly a husband's emotional needs. "’ Linked
to the hormology is Eric's rahantic vision of a beautiful,
loving and/ supportive mother. Although the value set

contains a criticism of the dependency created by the
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mother/son bond, it still fits the traditional vision by

suggesting that true masculinity’ requires emotional

)

distance. .

‘ The.value set of Eric's gir;friend,gi?not be totall?ﬁ
explained by the categories which organized women's
consciousnes® of = the day. The female f;ggre. feels
inferior to Eric and unablé to "marry him becausé she
realizes the impossibility of fulfilling his romantic
fantasies. «‘Yet she still follows the convention of
marrying and feels - bored, unhappy with her circumstances.
There is a knowledge of the social;eqvifonment here, yet a
feeling of impotence to effect change. Thé‘}esult is a
criticism of -women's ©position as dictated by the
traditional vision with its lack of options for women ana
its romantic illusions about women's needs being satisfied

throug~ emotional attachment to a husband. Like Marian of

The Hurgry Spirit and Martha of The Godsend , Chal eschews

.any kind of romantic cover-up of her condition. Unlike
'them, however, she ‘cannot seem to find a positive solution
to the problem. The more positive outlook of the earlier
dramas (both 1940) can be explained by the greater sense
of possibility women had at,that time. Betty Preidan's
4
study of the heroines of women's magazine stories o$ 1939
compared to those of the late forties and the fifties
points out that greater sense of possibiligy.‘
... they were New Women, creating with a gay

determined spirit a new identity for women--a
life of their own. There was an aura about them
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of becoming, of moving into a future that was
going to be different from the past. The
majority of heroines in the four major women's
magazines (then Ladies' Home Journal, McCall's,
Good Housekeeping, Women's Home Companion) were
career women--happily, proudly, adventurously,
attractively career women--who loved and were
loved by men. And the spirit, courage,
independence, determination -- the strength of
character they showed in their work as nurses,
teachers, artists, actresses, copywriters,
saleswomen--were part of their charm...The
- stories were conventional: girl- meets-boy or
girl-gets-boy. But very often this was not the
major theme of the story. These hercines were
usually marching toward 'some goal or vision of
their own, struggling with some problem of wark
or the world when they found their man. (1974:
38-42) ’

Freidan attributes these positive heroines to the more
positive climate which existed for women then, before the
feminine mystique spreéd through America.’ Taking the
plays in chronological order, the hypothesis could be
advanced that the plays of the early forties reveal women
in an intermediary period, exhibiting some of (the'lnore
independent qualities of earlier periods while at the same
tihe retreating toward the more passive stance which they
took in the fifties. The element of criticism which
exists in this play regarding women's position does not
fit in homolofous relationship to the Canadian social
struckure. However, it is explainable)as an expression of
discontent with the general direction women's structures

of consciousness were taking during the period.

Tears IdlefTears (1945) is.ééructured by two major

themes related through opposition. In one theme the

unhappiness of women within their marital relationships is




126.

blamed on themselves; in the other, men are held

responsible. The former takes a rational-analytic

~

approach, attempting to persuade women to acce.pt their
submissive, supportive role by\_appealing to their
reasonableness. In this dramatic visioff women are held
responsible for the emotional climate of a marriage,
and this position is justified by men's traumatic war

experience. The view is that the war veterans are in need

of additional support, and it .is women's moral obligation

to show the compassionate understanding the situation

requires. This vision is the one that dominates the play

—_—

since through it {is provided the "solution" to the problem
of marital discord and unhappiness. This vision is also

homologous to the traditional world view women held in the

?
~ ~

forties and fifties: by the division of roles, women are

- made responssble for the emotional arena of the marriage.

-t

The opposing theme contains .a criticism of the way
men are dealing with the affective aspects of their
marital rela{:ionships by‘ focusing on male reserve and lack
of sincerity. Malgv immaturity is further emphasized
through the men's lack of concern about finding Jjobs tF)
provide the family's financial support. Herein 1lies a
contradiction. Although the wvalue set contains a
criticism of men's interpersonal skills, it nevertheless

contains the expectation that men continue to act as

breadwinners and family heads. The theme then 1is in

N
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contradictory relationship to the Canadian social
structure insofar as it accentuates women's legitui!nEEe
claim to emotional support from husbands gs opposed to
their traditionally tacit acceptance of male silence and
remoteness. However, unlike earlier dramas which offered
women a positive solution to problems in male/female

relations-~Mdrian in Hungry Spirit (1940) and Martha in

The Godsend (1940) -- the critical element in this play
.does not transcend t}ie pattern of réprc;ach. The women
resign themselves to hopelessness. They have knowledge of
the injustice of their situation but are 'so entrapped by

convention they feel impotent' to effect change. This

value set corresponds with the spirit of the contradictory .

element in To Where I Live (1943). In that play Chal is
also aware of the unfairness of women's e;cperience in
marriage and also resigns herself but by way of cynicism.
What is emerging in the radilo dramas 1is a shift in
structural tendencies from the envisioning of possibility
for women in the earlier dramas, to the envisioning of a
more limited sense of their future as we progress Ifurther
into the war and post-uwar periods. As Goldmann'has
pointed out, the researcher is able to plot Sut the new
ideologi?:al and social elements which are gathering force
by analyzing the latent content of cultural creations.
' owever, the dramas reveal a transition toward a more

conservative vision for women rather than one which shows

them acting out a fuller humanity. The artists have
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transposed in their art women's gradual movement toward

the spirit of the feminine mystique.

The Seed That Won the Plains (1945) is structured by

three major themes, two of which complement each other in
expressing the value set of the western wheat farmer while
the third poses an opposition by expressing a vision of
the urban dweller. The dramavhag an episodic plot line
with wohen playing small roles in two of the threehthemes.
In spite of their minor presence in the play as a whole,
women are the connecting link between the themes since it
is they who engage in the rural/urban debate. More
specifigally, it is one of the female characters who
chooses life on a wheat farm aswthe’solution’to women's
probléms of liJEng and working in the city.x Hers is not
thé?dominant vision of the drama, however. The playwright
leaves an ambiguity at thg_pla{us gpd as to whether a
wreturn to the farm can accommodate ﬁhe‘heeds of all women.
The suggestion is that women's new direction lies in the
city and in work.

Women are virtually absent in the 'struggle theme
except for one who ;ppears briefly as a helpmate to her
farmer husband. Ideas about women at “the base of the’
other two themes“fit into the traditional vision held by
women of the day. The distinction between the two is that
the ideas of one express the value set of the urban ;oman,

while those of the other focus on the farmer's wife.. The

urban woman'appears to be single, works in an office and

s
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. " .
A likes some aspects of the lifestyle offered- by city work.

However, she is subordinate at work and disrespects the

procedures practiced by male bosses. Furthermore, she is

k4

4 .
o her powerlesgness igiven the vulnerability of
- \%g

resigne

. s r— .
- her workin s:.tlon./f This urban working woman can be

. 7
explained by . thg/’ structures organizing women's

/

. 4 o . .
consciousness from - the mid-forties onward. As described

4
s

previously, the ’,1/ater war and post-war periods were marked
by the incre.at/s/ing entry of women into the lower echelon,
white col/l/ér sector which was expanding at an
unpreceden’éed' rate. In these 3‘ women suffered ‘many

discriminatory labour practices, for they were no more

than cégs in a large bureaucratic machine. Therefore,

despite their stronger presence in the labour force, womg;h ’

stil/i confoxmed to the traditional vision of women as the

"second sex." Within the rural value set, the female
/ . ‘
character conforms to the traditional vision of woman as a

o

hélpmate who éoes along with her husband's personal
vision. She clearly demonstrates qualities of p.z;ssivity,
fearfulness and dependency. It is only a question of
where the dependency is directed ~-- toward a husband and
not toward a boss. A rural/urban distinctiqn, then, does
not demonstrate real differences in the latent content of
the drama in terms of ‘its ideias about women. Both value
sets recreate the mental categories heﬁq by women of the

time. — .

4
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P

The ideas about women in this play élso conform to a
pattern noted in two previous dramas: of the mid-1940's:
women have a knowledge of tpeir powerlessness. but are
resigned to their position. 1In addition, they ration;lize .
their dissatisfaction with the stafns—éuo ---either seei%g
theﬁéélves as the problem or animiziqg the importance of
their lower, position -~ as a way of cop;ng with
injustices. v

The structure of this drama is rather unusual since
its fragmented story line allows for a division around the
rural/urban gquestion yet its value sets on the-éuestion of
women are not at base' dissimilar. What the playwright
does articulate is an ambiguity on the part of women about
thir new role 1in city officeé and yet he implies at
play's end that their new work role is here to stay. It
is not a Qork role, however, which presages new
possibilities for women but one which perpetuates th;
injustices women already suffer, simply moving them to a

L3

different environment.

Flow Gentliy Sweet Limbo (1948) contains three value

sets related structurally through complementarity. One
value set exposes the problems of a youhg woman of low
socio-economic status. It shows how difficult it is for a
woman of the lower-middle class to improve her financial
circumstances and to rise above her social copditioning.

In fact, the conclusion reached within the theme isvthat

it is impossible. The feelings of denial, self-sacrifice
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and guilt are so deep-rgoted in Viqlet'that she is unable
to extricate herself frog' family responsibilities to
pursue her dream of becoming a nurse. Instead, she
settles for a dead-end job as a sales clerk, putting

—

herself further and' further into debt until escape is
impossible. In the process, misguiged by a strong sensé
of honour,' she denies Herself an opportunity to marry.
This vision of woman as victim fits Freidan's description
of the woman engulfed in the fifties' femining myi}{que.
This state of consciousness viewed women as existing only
for and through others and as lacking a cksir and separate
identity. It accounts for the sense of confinement
experienced by -the §oung woman of this value set _and for
her inability to transcend her victim position.

A sgcond vélue set expresses the concerns of a young
woman of high social status.- However, the vision is the
same. Limitation is a\ key element of women's l;ves no
matter what their social élass. It is just the content o£
Eheir lives which changes. Ellqp, unlike Violet, does not
have to work, buy her activities are equally méaningless.
Endless rounds of social\ soirées and amateurish forays
into the arts consume her time. They do not, however,
proVide the 1ove and support she is searchiﬁg for,
qualities not pro&ided by her upper class father. Again,
woman- is revealed as victi;niied nby family and society.
This value set is also explained. by the categories

~

o~ "
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prganizing the consciousness of tﬁe fifties' woman who was
trained to be sociab;g, pleasing and passive.

The third value set is tbé culmination of the other
two, .the solutior to the problems "encountered in these
value sets. Thealower—class woman and:- upper-class woman
decide to live tégeth‘er, ‘each_providing the other with
what ‘§ﬁe lacks. Thus, Ellen .provides Violet with
financial aid while Violet gives her the emotional support
she needs. However, Fhis éolution is shown. to have
negative consequencesk for a sense of aimlessness and
boredom permeates éhe women's lives. The stgucture of the
drama shows no sense of possibility for women unless they
marry. That is their only satisfying option in a society
divided along class and sex lines. Female solidarity and

:
money notwithstanding, the truly meaningful life can only

be had within marriage. This vision is very unlike the

one which ‘predominates the earlier drama The Hungry Spirit °

\(1940). Here, the female protagonist eschews marriage to

‘pursue an exéiting career in scientific research. By
194é,~ the playwright has sensed that the structural
tendencies of women as a social group have changed, and
envisions the tight limitations of the upcoming fifties®
woman, bound by the feminine mystique.

Mother is Watching (1952) contains three major value

sets and their subsets, all related structurally through
opposition and through their embhasis on power. Two of

the véiue sets can be explained by the traditional vision

P
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héld by women of the fifties. The third is in opposition
to that visioyf, thus revealing values which present ‘a
challenge tébi:e social relations, ideals and obéec;ives
of the more conservative position.

One of the traditional value sets echoes thé living

patterns of the fifties' suburbanite. Like their real

counterparts, Virginia and Henry have spent their married

years trying to pay off their debts and find their toil

takes a heavy psychological toll on their marriage, in

L)

fact, ending it. S.D. Clark in Suburban Society comments

on how the young married couples of the fifties, in their
eagerness to establish a home, took on too much
responsibility and gave up many pileasures for which they
paid heavy psychological and Physical costs, thé mést

important being intellectual and spiritual deprivation.

ot -
(1966:121). In Crestwood Heights, Seeley et al confirm

this analysis:
Even with a moderately high income, the Crest-
wooder 1is severely taxed to keep up a four-
bedroom house and, at the same time, clothe,
feed and rear several children in an appro-
priate way (1956:59).
Henry clearly realizes he has lost contact with his inner
self by compromising his values for the sake of tradition.
Virginia, on the other hand, is so entrenched in tradition
that she never comes to realize her blindness. Instead,
at play's end, she gathers- her children about her,
mollified that she at least still controls their lives.
This mind set repeats the mental patterns of the fifties'

/ ¥
/ \
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woman uncovered by Friedan, whereby the mother makes a

cult of child rearing because allowing her "babies" to
grow up will mean she has no life at all (1974:200-205).

Virginia is now husbandless, and as the second traditional

T

value set indicates, the single life for a woman 1is very

grim. Harriet, a single working woman, is pitied by those
in her environmént. Firsty 'she does not Hhave love and
marriage, cénsidered in this wvalue set as vital to a
woman's happiness, so vital in fact that Harriet Rills for
lack of it. Her desperation is explainable by the
aspirations of all fifties' women who, as confirmed by
Wilson, desired marriage (1982). Secondly, ﬁarriet must
work to earn a liv‘ing. This automatically confers lower
status on her since the feminine mystique aepieé‘Women‘
careers or any comnitment outside the home. Thus,
Harriet's lack of power in this value set is attributable
to the feminine mystique, a narrow vision held by women of
the fitties w'hig:h confined them to home, family and
domination by men.

"Many of the values—-Uf the emancipatory theme
contradict those of the traditional themes. Mary and
Calvin are non-conformists, 1living a .counter lifestyle
which includes working at a job because it is liked,ﬁ not
because it pays well, having an egalitarian marriage,
being more interested in accumulating ideas rather than
'possessions. However, there i_s a definite shift in their

b

values as Mary's pregnancy progresses. Calvin opts Tr
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denying the fulfillment of a personal dream to

-

cteate a  stable family' unit for the baby. +1In
accommodating . his- new perspective, in spite of her
disagreement, ﬁary compromises herself. '‘Thus, even within
an emahcipato;y theme we find that cgrtain values are not
sacrificed. What is interesting in this value set is the
sou¥ce of the stasis. The artist could construct a vision
which. contained any number of alternative ideas but not
one which would éompromise thei sanctity of the family.
This is understandable, given the general stress on the
nuclear family in the fifties. |

As with the above dramas, the women characters of
the traditional vision do not recognize  their

ho? -
victimization (Virginia), or if they do, they deal with it

.in a negative fashion J(Harriet). It is only through

independence of tradition (Mary) that women can see
clearly enough the ties ;Eat bind them. However, even
here, a woman will submit to ﬁer partner on serious issues
over wﬁich the two cannot agree.

In most of -its ‘beliefs and values, then, the
emancipatory theme lies in opposition to the mental
gtructures of women in the fifties. Yet, when it comes to
breaking with tradition on the quesfion of power between
men and women, the artist cannot gnyision the possibility
of women feeﬁ}ng free enough to take the’ control. Given
the 'fiftieé woman's deep:'entrenchment in the feminine
hystique, this‘ is an explainable resolution to that

[ ~

particular dilemma.
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Conclusion

.

Within those. dramas where themes related

homologously to Canadian society, mental categories were

' found which framed women as persons lacking clear

identitiés, this being visible in their lack of pQFsénal
vision and passive acceptance of a husband's personal
goals and those of society. The préblem of gender 'was
compounded by that of social class. Working class women,
even those with a personal vision, could not transcend
both' learned Ugender roles , and social environment.
nga;dless of class, all women &ere bound to marry, for a
life without a husband ﬁeant performing boring,
meaningless work and having a powerless status vis-&-vis
family and friends. Women of tﬁe traditional vision were
framed within mental categories which made th¥m appear
less than real, more rgmantic fgntasies than women of
depﬁh and substance. Finally, these‘womén were revealed
as victims of families, society and themselves. More
importantly, young women were often revealed as \tbe

N . [
victims of older ones.

~

. The above mental categories were in no way fixed

/

. structures as evidenced in the oppositional relationships

which surfaced both within the plays and between the plays ~

and Canadian social structure. This relationship was

strongest in the earlier‘plays (1940) where tge women were -

revealed as most fiercely independent ahd most -
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determinedly poésessed of a personal vision. Within these
emancipatory visions women both demanded and fought for

their rights to be respected. Those plays o% the middle
T ). 4

and later war years contained an oppositional element but

one which was either minor or, although major, lost out to
a more dominant traditional vision. ,The women framea'
within these relations revealed knowledge that their
rights were being violated but had decided to adopt a

¢
passive position. Finally, the plays of the post-war

'period were in the main homologous to the social

structure. One emancipatory vision did surface but the
emphasis here was on an equal part;nership within marriage,
one which became undermined upon the ar;ival of childrenw—
This presented a less radical opposit'?on than the earliest
drama‘s where women chose to remain single. For the most
part, the merftal categories or structures of the post-war
plays revealed women who did not even recognize the
injustices they endured. These structures articulated the
consciousness of those bound by the f;n-l_inine mystigue.
Thus those CBC dramas which were in the main homologous to
the Canadian social structure were found to, have been
written and produced during the later war and post-war

periods. Those of an oppositional nature were created

closer to the war's onset.
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General Conclusions

- Reviewing the hypothesis for this thesis -- that the
mental structures of CBC radio drama are homologous to the
mental structures of women as a sacial group =-- the
conclusion is tﬁat the findings~of the analysis support
this relationship. Categories that organized women's
consciousness in the forties and fifties were uncovered in
the plays, thus explaining the appearance of certain va}ue
sets in all plays and explaining the compléte structure of
“one play which focussed exclusively on “women who were

tradition-bound (Flow Gently Sweet Limbo). These

traditional value sets contained an emphasis on a division

of labour, on women's femininity - assivity, -
Y

dependence, nurturance of others -- and on their strong
commitment to marriage.

o Those value sets™ which related to the social
structure by opposition were more difficult to explain.

Here the women were not victims but active participants in

their 1lives. They showed an independence, a lack of

concern about marriage, an ability to articulate their

needs and a strong, fighting épirit. This vision of thosé
early plays can be explained by the greater sense of
possibility women had at the war's onset. The war was
both a boon and a catastrophe for women, for as a crisis

situation it forced certain positive changes in their view

"of themselves —- that they were capable of performing the

-
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country's labour while the men. were absent -- yet as a

. world-wide destabilizing factor it ultimately forcgd them

“in the directién of a more conservative position since

everyone, men and women, became focused on a dJreater

stability and security. The artists of these CBC radio

dramas captured that transition in the latent®structure of

the plays. Those plays of tﬁis middle interval (1943 and

\ 1945) revealed women's transition to a position where they

continued to show an awareness of their lower social

status and yet displayed an inability to take the re;uired

action. This transition was important as it underlined

women's position of possibility lin the earlier plays and

their eventual arrival at the wvictim position, a stasis

characterized by unawareness and passivity which dominated

the plays of the late forties and early fifties. These
revelations of the latent structure were important as they

did lend support to Goldmann's position that a researcher

has the possibility of discovering the future direction of

social groups by analyzing the latent content of cultural

creations.
\

In summary, women's position in the CBC radio dramas
. analyzed for this thesis stood as follows: strongly
emancipatory at>the war's onset, inactive yet critical of

the status quo toward the mid-forties and fully conforming

by the end of the decade. ‘ °




. Listing of Plays

Drainie, John and Murray, Claire

29/02/48

Gowan, Elsie Park
26/08/40

Grey, Earle
04/10/40

Joﬁdr.y , Patricia
23/11/52

Helliwell, Peter
12/03/43

Markle, Fletcher
25/03/45

Noxon, Gerald
06/04/45
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