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ABSTRACT

A STUDY OF FEMINIST POSSIBILITIES OF ESCAPE FROM THE PANUORON
AND THE MALE GAZE IN PAT BARKER'SUNION STREEAND ANGELA
CARTER’'SNIGHTS AT THE CIRCUS

Atar, Merve
M.A., English Literature

Supervisor: Assist Prof. Dr. Elif Oztabak Avci

March 2016, 73 pages

The aim of this thesis is to study Pat BarkéJision Stree(1982) and Angela Carter’'s
Nights at the Circug1984) to explore the novels’ treatment of how modern institutions
discipline women in the light of Foucault's conceptualizatiothef “Panopticon” in his
Discipline and Punisi{1977). This study will also be attentive to the works aofifast
scholars such as Sandra Lee Bartky and Susan Bordo, who in tleésdiffoucault,
Femininity, and the Modernization of Patriarchal Power” (1988) dime ‘Body and The
Reproduction of Femininity” (1993) respectively argue that Fotisanbtion of the
Panopticon fails to encompass the subjugation of women in partidiier thesis will
argue that bottnion StreetandNights at the Circu$oreground the ways how women'’s
bodies are rendered more “docile” than those of men. Furthermdbe light of Laura
Mulvey's “Visual Pleasure and Narrative Cinema” (1975) and heiomadf “to-be-
looked-at-ness,” it will be argued that both novels explore thes wawhich women are
exposed to “the panoptical male gaze” and “the female connoisséis.thEsis will also
explore to what extent the women characters in these novetstally escape from the

Panopticon and the male gaze.

Keywords: The Panopticon, Docile Bodies, The Male Gaze, The Female Gmumois
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PAT BARKER'IN UNION STREE'WVE ANGELA CARTER’IN NIGHTS AT THE
CIRCUSROMANLARINDA PANOPTICON VE ERL BAKISTAN KACISA DAIR
BIR CALISMA

Atar, Merve
Yiksek Lisansingiliz Edebiyati
Tez Yoneticisi: Y. Dog. Elif Oztabak Avci

Mart 2016, 73 sayfa

Bu tez, Michel Foucault'nurDiscipline and Punish(1977) adh kitabinda yer alan
Panopticon imgeskiginda modern kurumlarin kadinlari nasil boyunduruk altingiaial
dair Pat Barker'iiJnion Streetve Angela Carter'ilNights at the Circusadli romanlarini
calismayr amaclar. Bu camada ayni zamanda, “Foucault, Femininity, and the
Modernization of Patriarchal Power” (1988) ve “The Body and The Raptiom of
Femininity” (1993) adli makalelerinde, Foucaultnun Panopticon imgegenel olarak
kadinlarin boyunduruk altina algmi ele alma konusunda ¢zausiz oldgunu savunan -
siraslyla - Sandra Lee Bartky ve Susan Bordo gibi femahi@tiemisyenlerin ¢amalar

da dikkate alinacaktir. Bu tezdenion Streetve Nights at the Circus, kadinlarin
bedenlerinin erkeklerin bedenlerinden nasil daha fazla itdatialdigini gosterdii
savunulacaktir. Dahasi, Laura Mulvey'in “Visual Pleasure andaliige Cinema” (1975)
adli eseri ve buradaki “bakilasilik” kavramigdoltusunda her iki romanin da kadinlarin
“panoptic eril balga” ve kadinlarin bu s6z konusu bakicsellstirmesiyle ortaya ¢ikan
“female connoisseur’a maruz kakekilleri ele alinacaktir. Bu tezde ayni zamanda bu iki
romandaki kadin karakterlerin Panopticon’dan ve eril ¢taki kacip kacamagh

incelenecektir.

Anahtar Kelimeler: Panopticoitaatkar Bedenler, Eril BagiFemale Connoisseur
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CHAPTER |

INTRODUCTION

This is a comparative study of Pat BarkeUsion Streetand Angela Carter's
Nights at the CircusThe novels will be analysed in the light of a criticainieist
engagement with Foucault's conceptualization of the Panoptican, nbtions of
“surveillance” and “docile bodies” iDiscipline and PunishSince both novels deal with
female characters’ exposure to disciplinary practicels wishared emphasis on the role of
gender, they both lend themselves to an analysis in the lightrafr& Lee Bartky and
Susan Bordo’s arguments that women'’s bodies are rendered morethimcitaose of men
in modern society. This thesis will also make use of Lauravéytg notions of “to-be-
looked-at-ness” and “the male gaze” in the analysis of tvels’ treatment of women'’s
position in patriarchy. It will be argued that the femalerabi@rs in both novels are
entrapped in panopticons from which, however, they find ways to escaie.thé

emphasis on escape is much strongé&iights at the Circusompared t@Jnion Street

Barker grew up in a working-class neighbourhood. Her successfuaatioiu
background that led her to the London School of Economics also sdueresl place
outside the working-class environment. She knew she wanted to beabut she never
got to find a publisher until she met Angela Carter in aingritvorkshop Carter taught.
Upon Carter’s suggestion to “set aside her apprentice stdrmsite and educated people
and instead focus on the earthy, tight-knit and sometimes brutalimihere she spent her
childhood” (New Yorke), she wrotdJnion Streetwhich “earned her a place among ‘The
Best of Young British Novelists’ itsranta magazine and won the Fawcett Society Book
Prize in 1983” (Brannigan 368). Barker is also much appreciated@herRegeneration
Trilogy (1991-95), which is about the First World War. Yet, all her eaolyets, Union
Street Blow Your House DowandLiza’'s Englandfocus on the conditions of the working

classes in industrial and post-industrial England. As Brannigan puts it,

Union Streetwas followed byBlow Your House Dowrf{1984), which
explored issues of sexual violence and social deprivation afisingthe
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murders of thirteen prostitutes by the “Yorkshire Ripperhia 1970s and
early 1980s. Barker's third novelhe Century’'s Daughte(1986), later
published ad.iza’'s England extended her depiction of life for working-
class women in northern England back through the twentieth cengiing
Liza's life story to examine the role of memory in narratisesommunity
and connection. (Brannigan 368)

Brannigan, in her studyRat Barker states that the early critics of Barker took her as a
social-realist writer, whose preoccupation mostly remainginvithe domains of post-
industrial working-class culture of England; yet, she ardgbas “her canvas has always
been broader than her settings implied” (Brannigan 2). Perhmapsiiore general way, it
can be held that Barker writes, in a quite unsettling nrarthe traumatic experiences of

physical and economic survival in the margins of society.

Angela Carter was born in 1940 in London, at a period when Germanyedpos
aerial attacks on London, forcing her mother to move to the soutbrk$hire, where her
grandmother lived. She returned to the capital when the wapwea. Carter’'s father was a
journalist, which may have played a role in her starting h@mg career as a journalist.
She was distinguished from many other writers of her iimterms of her interest in a
variety of media, writing for radio, film and television.r@a is the “author of novels, four
collection of short stories, four children’s stories, one biookrerse, four plays for radio,
two film screenplays, and two television scripts as welbdsuge journalistic output”
(Stoddart 3). The scope of her work makes it difficult teegarize Carter as a writer.
When asked how she would describe her fiction for someone who mexkther before,
she answered as follows: “Oh, | do not know about all that. | aevays been fascinated
by folktales, and the basic structure of storytelling so | gulase never noticed that big a
difference between one genre and another. | guess you couldjsstyget bored very
quickly. I'm always trying to do something different, somethifigave not done before”
(Bradfield 91).

Carter studied English Literature at the University ofstidi with an interest in
European medieval literature. She taught creative writing ceursevhich she had an
influence in some of Britain’s most prominent contemporary verigeich as lan McEwan,
Pat Barker and Kazuo Ishiguro. “Carter moved easily inside argldeubf academic
institutions and saw no conflict between creative and criticHlepretical work” (Stoddart
4).



It is Nights at the Circushat brought Carter the literary attention she had not had
before. In other words, witNights at the Circusher works got the chance of “reappraisal
and rediscovery” (Stoddart 6). According to Stoddard, Carter'swasnovels,Nights at
the Circusand Wise Children(1991), received more popularity for three main reasons;
first, because they have a lighter tone than the previous sewmmd, Carter started to be
associated with the magical realism of South Americanewrisuch as Gabriel Garcia
Marquez; and, third, those two novels were published by a biggerhmuse, Picador.
Angela Carter died at an early age in 1992. Salman Rushdie thiaksin spite of her
worldwide reputation, here in Britain [Carter] had somehow nevee dquad her due”
(Stoddart 7).

Published prior tdNights at the CircusUnion Streetis set in the England of the
1970s, whereas Carter’s novel is set at the end of the 13iimecewhile Union Streetis
realistic in its representation of the decay of urban lifejab@nd economic depravity,
womanhood, motherhood and poverty in post-industrialized Enghigtits at the Circus
is considered as an example of postmodern fiction and magitiahré@arter came to be

associated with.

Nights at the Circusas already been studied in the light of Foucault's notion of
the Panopticon. For example, both Joanne Gass in “Panoptibbghits at the Circusand
Margaret E. Toye in “Eating Their Way out of the Patriarc@gnsuming The Female
Panopticon in Angela CarterNights at the Circusanalyse the ways in which Carter’s
novel engages critically with Foucault’s notion. Yet, there areritical studies otJnion
Street from a Foucauldian perspective. Furthermore, these two novels nodvbeen
analysed in a comparative manner before. Therefore, in addition toriagplthe
similarities and differences between the two novels in teftiseir feminist concern with
patriarchal disciplinary practices imposed on women, this salgdyaims to throw light on
the Foucauldian aspectsldhion Streetas well as its feminist revision of Foucault’s notion
of the docile body by juxtaposing it witNights at the Circusin which the critical

engagement with Foucault's theories is much more explicit comparedkerBarovel.

In chapter II, 1 will first explore Foucault’s notions of thenBpticon, surveillance
and the docile body that he developsOiscipline and Punishl will then go on with
Sandra Lee Bartky and Susan Bordo’s critical engagementReitbault from a feminist
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perspective to highlight their argument that modern disciplirsystems and modern
institutions render women’s bodies more docile than men’s. For thiéémSandra Lee
Bartky’'s “Foucault, Femininity and the Modernization of Pattia Power” and Susan
Bordo’s “The Body and the Reproduction of Femininity” will be studieédrthermore,
notions of the male gaze and women'’s “to-be-looked-at-ness” thatlMulvey develops
in “Visual Pleasure and Narrative Cinema” will be exploadd to the discussion on the

feminist revision of Foucault’'s notion of surveillance.

In chapter Ill, | will focus on Barker'®Jnion Street It will be argued that the
women in Barker’s novel, from a very early age on are exposgoWer in the institutions
of marriage and motherhood. Furthermore, it will be argued that the novel foreghmmds
women’s constant subjection to the male gaze results inewsmnternalization and
projection of the male gaze on to other women. As a consequankeeping with the
feminist emphasis on the role of gender in the exposure to poweil liewargued that
Barker's novel emphasizes that women’s bodies are rendereddwooite than those of
men in patriarchal society. The chapter will also explore héhethe novel suggests any

possibility of escape for women from the patriarchal disciplinary power.

Chapter IV, will focus on CarterNights at the Circuspecifically in relation to its
heroine Sophie Fevvers, who performs “feminine” attributes irxaggerated manner,
hence emerging as a character who refuses to be pinned dowenaeded as a docile
body. Compared ttynion StreetNights at the Circugmphasizes women’s possibility of
escape from panopticons in a much stronger way. It will be dridpa¢ this difference does
not only stem from the fact that Carter's novel is a nagiealist one in which Fevvers,
for instance, manages to escape in some magical wayssEs® due to the treatment of
gender inNights at the Circusis performance in that it does not allow the internalization of

the disciplinary power.



CHAPTER Il

THEORETICAL FRAMEWORK

In this chapter, first, Foucault's conceptualization of powes, Ranopticon as a
mode of power, and his notion of surveillance will be discussedon8e the critical
engagement of some feminist scholars such as Sandra Leg BadkSusan Bordo with
these Foucauldian notions will be explored in order to identify the pieysfind useful as
well as the aspects of Foucault’s theory that they considdrigonatic specifically in

relation to women'’s bodily relationship with power.

According to Michel Foucault, power exists everywhere and sotftem
everywhere. By power, Foucault does not mean a singular relationship betweeatitie® e
but rather a network of relationships in which every constituesrtceses some amount of
power onto one another. Foucault argues that knowledge and power carseqaleed
from one another; observation of others leads to knowledge whialsembwer. Unlike
the Enlightenment tradition that sees knowledge as neutral tiobjemd emancipatory,
Foucault underscores the inseparability of knowledge from thienesgof power and
argues that power is used to have control over knowledd@saipline and Punisi{1977)
Foucault states “Power produces knowledge; that power and kn@d@dgtly imply one
another; that there is no power relation without correlativesiitution of a field of
knowledge, nor any knowledge that does not presuppose and constitutesatne time
power relations” (27). In fact, he argues that powserknowledge and asserts that

throughout history power and knowledge have created different forms of domination.

In Discipline and PunishFoucault historicizes the ways in which power has been
inflicted in Western society. He focuses on differing formspohishment with vivid
examples from the seventeenth century, the Enlightenment period, nthestrial
Revolution and contemporary Western society. In the first chaptée book titled “The
Body of the Condemned,” Foucault recounts the execution of a man namednBahe

regicide (Robert Francois Damiens), who was condemned to “emakede honourable
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in 1757, which was a mode of punishment in France in which the condemnetb“tvas
taken and conveyed in a cart wearing nothing but a shirt, holdiogcla of burning wax
weighing two pounds . . . whose flesh will be torn from his bseasitns, thighs and calves
with red-hot pincers” (3). As another example, Foucault mentions a certaiatlilendrawn
“eighty years later by Léon Faucher for the house of young prsém@aris” (Foucault 6)
around which the inmates of the prison had to work. These are fieoedt ways of
punishment. There is a period of eighty years between them; buatintethis is not the
only difference. The methods of punishment remarkably differ. So afeathe reasons
behind this change? Why was the cruel, bloody scenery replaced byea‘civilized”

one? According to Foucault, the reasons are more than one.

Less than a century separates them. It was a time wh&urape and in
the United states the entire economy of punishment was iledistt. It
was a time for great ‘scandals’ for traditional justice,time for
innumerable projects for reform. It saw a new theory of laa/ erime, a
new moral of political justification of the right to punishddaws were
abolished, old customs died out. . . It was a new age for penal justice. (7)

By the end of the eighteenth and the beginning of the nineteenthrgent
punishment as a festival started to die out in Europe. Punishmeatistabe seen as equal
to the crime itself. This change in the perception of punishnvesta consequence of a
long process. Foucault describes it as “the disappearance of torture as apmdtacle . . .
Punishment of a less immediately physical kind, a certainediisarin the art of inflicting
pain, a combination of more subtle, more subdued sufferings, deprivietiofvisible
display . . . The body as the major target of penal repressappegared” (7-8). Physical
pain and corporeal punishment, where the public played a huge ra@ppéing in the
display of the tortured body as the audience enjoying the spectaere no longer the
primary elements; therefore, some new methods had to be introditedtheatrical
representation of pain was excluded from punishment. The age aétgahrpunishment
had begun” (14). Although the execution/punishment still went on, the puaouton
came to an end. The new motive for punishment was to deter peoplecémmitting
crimes rather than having “the horrible crime repeated in btidd” (Foucault 9). If
physical pain was still necessary to some extent it would be uofi@ proper way”
according to certain rules and for a “higher aim” (Foucaultwltirh is the reformation of

the soul. As a result of this new restraint, figures sucthoasors (to inject tranquillizers)
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and psychiatrists started to be present near the prisooray alith the employment of
quicker and less painful methods to kill such as the hanging neadcmd then the
guillotine. By emphasizing the connection between the change inr peladons and the
change in the punishment system, Foucault historicizes the armergethe modern penal
system. In Europe with the rise of the middle class in the @gtiteentury, the monopoly
of power shattered. The Monarchs were accused of acting alpitnaterms of handling

power. The power holders were not only cruel but also the harmfiipgwer in terms of
judiciary was weak and poorly managed.

The true objective of the reform movement was . . . toupet new
“economy” of the power to punish, to assure its better distribugio that

it should be neither too concentrated at certain privileged paiotstoo
divided between opposing authorities; so that it should be distrilited
homogeneous circuits capable of operating everywhere, in sgons
way, down to the finest grain of the social body. (80)

Foucault theorizes this new economy of power through the work efginteenth-century
architect Jeremy Bentham:

Bentham’s Panopticon is . . . at the periphery, an annular buildinige at
center, a tower; this tower is pierced with wide windows thahamto the
inner side of the ring; the peripheric building is divided intds¢elach of
which extends the whole width of the building; they have two windows one
on the inside, corresponding to the windows of the tower; tther ,con the
outside, allows the light to cross the cell from one end to tier.oAll that

is needed, then, is to place a supervisor in a central towleiosshut up in
each cell a madman, a patient, a condemned man, a worker or a schoolboy
By the effect of backlighting, one can observe from the tow@ndsg out
precisely against the light, the small captive shadowshé dells of
periphery. They are like so many cages, so many small theatrghich
each actor is alone, perfectly individualized and constantly visibl8) (20

“The Panopticon (pan=all, optic=seeing)” worked almost likeachine without a stop,
making sure that no prisoner inside it could ever see thedts who surveilled him from
that privileged central location. The prisoner could never kmdven he was being
surveilled or whether he was actually being surveilled;t thacertainty and the
inaccessibility to the knowledge of whether he was being sladeivould prove to be the
key point of this type of discipline along with no communication no interaction with
others. Instead of putting the prisoners in dungeons and using violent methods

punishment, a practice that had come along since the medieval tii@dzanopticon, in a
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more powerful and sophisticated manner, puts the prisoners intanegtito one another
and renders them devoid of the ability of seeing one another. \tbg same, it guarantees

maximum visibility and thereby surveillance of the inmates.

Visibility is a trap . . . Each individual, in his place, iswg@ty confined to
a cell from which he is seen from the front by the supervisdrthauside
walls prevent him from coming into contact with his companidtes.is
seen, but he does not see; he is the object of information, neubjeat in
communication. (200)

For Foucault the underlying principle in the Panopticon iseating knowledge
and thereby power through observing others. The more one observesréhpowerful he
becomes, the more powerful he becomes the more control he hdifigycombined and
generalized, they attained a level at which the formatiomoiledge and the increase in
power regularly reinforce one another in a circular procgsk3). Foucault underlines that
prisons as we know them today came into being from that veryadeimg to deprive the
individual from his freedom with an aim to reform him. As Folicpaints out, this new
mode of discipline and punishment applies to other modern institugizis as schools,
hospitals and factories. All these institutions disciplimrt“inmates” in such a way that

they internalize power and discipline themselves.

If the inmates are convicts, there is no danger of a plo&atempt at
collective escape, the planning of new crimes for the future,duaorocal
influences; if they are patients, there is no danger of camtadithey are
madmen, there is no risk of their committing violence upon one andther
they are schoolchildren, there is no copying, no noise, no chatteqste
of time; if they are workers, there are no disorders, nf, the coalitions,
none of those distractions that slow down the rate of work, mdksst
perfect or cause accidents . . . Hence the major effebedPanopticon: to
induce in the inmate a state of conscious and permanent wsitbitit
assures the automatic functioning of power . . . It is an importa
mechanism, for it automatizes and disindividualizes power. (202)

As Foucault argues, the Panopticon shows itself in society in ¢refpiaons resemble
factories, schools, barracks, hospitals which all resemldens” (153-4). The factories
have been designed according to the new discipline of surveilldhe “master” does not
have to be present near the workers and apprentices any longereilt&uce thus
becomes a decisive economic operator both as an internal plaet foduction machinery
and as a specific mechanism in the disciplinary power” (175)sdime applies to teaching

mechanisms where “the details of surveillance were spddiind it was integrated into the
8



teachings relationship . . . where a relation of surveillancBnedke and regulated, is
inscribed at the heart of the practice of teaching . .a @®chanism that is inherent to it
and which increases its efficiency” (175). What Foucault underlis the anonymous
power of surveillance on individuals working like a network efations from top to
bottom, almost like a pyramid as a whole producing power andbdistig that power on
individuals. In other words, Foucault borrowed Bentham’'s Panopticon rmasdal to
explain how modern societies work, making people think that theld dmi surveilled
anytime and anywhere, which entails self-discipline and prodtyctitie who is subjected
to a field of visibility, and who knows it, assumes respongybitir the constraints of
power; he makes them play spontaneously upon himself; he inscribiessilf the power
relation in which he simultaneously plays both roles; he becoreeggriticiple of his own
subjection” (202-3).

Foucault argues that now (as opposed to the pre-modern times of bodily
punishment) much more is required of the body than “mere politiegiance or the
appropriation of the products of its labour;” a new discipline novadeg the body, by
which Foucault means modern forms of the army, the school, thedipspe prison and
the manufactory, as a consequence of which the subjected apdattieed bodies are
produced or, as Foucault puts it, what is produced is “the docile waligh may “be

subjected, used, transformed and improved” (180). From the eighteenth century onward,

The human body was entering a machinery of power that explores it,
breaks it down and rearranges it. A “political anatomy,” whicts also a
“mechanics of power,” was being born; it defined how one may have
hold over others’ bodies, not only so that they may do what one wishes,
with the techniques, the speed and the efficiency that onerdleés: Thus
discipline produces subjected and practiced bodies, “docile” bodies.
(Foucault 138)

Feminists have long argued about the usefulness of Foucaolisfar feminist
theory and practice especially in regard toDigcipline and Punisl{1975) and thélistory
of Sexuality Volume I: An Introductidd976). While some of the poststructuralist feminist
scholars such as Judith Butler “find Foucault’s descriptionseofaulatory and normative
functions of the category of sex to be richly suggestive foresddrg the production of
gendered subjects” (Gutting 393), others such as Sandra Leg BadlSusan Bordo, have

criticized Foucault for his gender blindness and for failingneke a distinction between
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disciplinary practices that produce “docile bodies”. They aria Foucault treats the
bodily experiences of men and women in the same way without aoapémt differences
women and men have been subjected to in disciplinary systemsBBaly and Bordo
agree with Foucault in his assertion that the discipfiqaiactices produce docile bodies;
however, they argue that by means of internalization of thes@liihary practices women
subject themselves and one another to the “female connoissadiic/i means women’s
internalization of the panoptic gaze. As a result, women tlieggr bodies “as seen by
another, by an anonymous male or female” since pressure coming thet female gaze
can be equally powerful and sometimes even harsher. Women police their boolidggcc
to the panoptical male connoisseur which resides within the consesmuf many
women. Patriarchy both causes and benefits from women’s obseséisangallance.
“This system aims at turning woman into docile and complaint comps of men”
(Bartky 37). This self-surveillance makes women conform teoigsabal definitions of
womanhood. And in their works, both Bartky and Bordo study Foucault's idpavedr
and demonstrate the ways through which women'’s bodies have been trdditobpcted

to the norms of femininity.

Sandra Lee Bartky, in her “Foucault, Femininity and the Modeinizabf
Patriarchal Power” revisits Foucault’s idea of power frofarainist perspective to explore
how women and their bodies have been disciplined according to thms wdrfemininity.
Bartky agrees with Foucault, who, in her words, argues thatrieeof parliamentary
institutions and of new conceptions of political liberty wasoagpanied by a darker
counter-movement, by the emergence of a new and unprecedented diddifgdted
against the body” (25). Like Foucault, Bartky holds that this diseipline, “invades the
body and seeks to regulate its very forces and operatiors;ahemy and efficiency of its
movements” (25). Yet, Bartky thinks that as much liberating-oucault’Discipline and
Punish is while he introduces us with his conception of docile botliesneglects to
differentiate between the feminine and masculine body. Insteadalbdieats them as
one, as if their bodily experiences did not differ at all; fasén and women bore the same
relationship to the characteristic institutions of modern [if27). Bartky argues that
women are subject to the same disciplinary practices Foutestdtibes, but he does not
mention that as a consequence of these disciplinary bodies, womerés hoglirendered

more docile than those of men. According to Bartky, Foucault ddevaie a reference to
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those forms of discipline that are aiming at creating paduli‘feminine” bodies. “To
overlook the forms of subjection that engender the feminine b®dg perpetuate the
silence and powerlessness of those upon whom these disciplinesdesvenposed” (27).
Therefore, Bartky thinks that, Foucault only reproduces that mewikich is “endemic

throughout Western political theory” (27).

Bartky then goes on to discuss how modern society imposes ideasutf baa
women. She emphasizes how today more women go dieting than men anciman’'sv
magazines keep arguing for getting rid of that “wintd' ffieefore the bikini season comes.

Appetite must be kept track of at all times and at all costs.

Since the innocent need of the organism for food will not be denied, the
body becomes one’s enemy, an alien being bent on thwarting the
disciplinary project. Anorexia nervosa, which has now assurpettmic
proportions, is to women of the late twentieth century what hgsteas to
women of an earlier day: the crystallization in a pathologmatle of
widespread cultural obsession. (28)

Female bodily control is not only confined to dieting or womelggoting a large amount
of their time to physical exercise. Even with regard to everyadily gestures and
postures, women appear to be more restricted than men. “An exprésse lines and
creases more readily than an inexpressive one. Hence, if wareeimable to suppress
strong emotions, they can at least learn to inhibit the tend#rttye face to register them”
(Bartky 29). As an example Bartky gives a case of photogmaiptnger two thousand shots
taken in the streets by a German photographer Marianne Mak97®. In these
photographs, there emerges a striking difference between wardanem: women’s hands
are folded together on theirs laps, legs pressed togethengntiemselves small and
narrow while men sit legs apart making the most of the sjp@gecan occupy. “Woman’s
space is not a field in which her body intentionally canreely realized but an eclosure in
which she feels herself positioned and by which she is confined.|dt®e woman’
violates those norms, her looseness is manifested. . . indnalsm . and in her manner of
speech” (Bartky 29-30). Furthermore, “the nice girl,” Bartkyss as opposed to “the loose
woman,” learns to train her facial expressions, as well: csts¢s her eyes downward
because staring directly at others and not bearing the prfitession is accepted as rude.
“The ‘nice’ girl learns to avoid the bold and unfettered staf the ‘loose’ woman who
looks at whatever and whomever she pleases” (Bartky 30). In bodiyements too, a
11



woman has to walk not displaying too much of her hips, not wearing cldtaeare too
revealing and if she has to, not bending down without great attei#tipaid. Even in
today’'s magazines there are instructions as to how to clinamdnout of a car without
making an “inappropriate” scene. There is no magazine in which meetaaght not to
stare, not to look where they should not, not to touch or not to taggealivays women
who are taught to be more careful so as not to create a gtarstoation in which they
will be accused of being provocateurs. A woman has to get hdrdhcial and bodily hair
by means of a series of painful and expensive methods; shdeausto master a number
of devices and products to perfect her hair, follow certapssie get rid of cellulites, and
use just the right amount of make-up. According to Bartky, in theeogorary Western
world the ideal perception of beauty in a woman is the body &draler adolescent, an
infantilized body and face that bears no sign of age, wisdom, experggncharacter,
which are, however, admired in men. High-heeled shoes that arefoiotfie shape of the
human foot and that cause discomfort and even deformity, corsetsttol@and reshape
parts of the body, bras that give the breast the aspired ahdpeven breast implants and
so on are all various types of bodily disciplines imposed only on woiBe, fashion
functions to discipline women. The economy of smile is genbralistributed to women;
she is expected to smile much more often than men (Bartky 29-8@gvdr, unlike men,
even when a woman “perfects” her appearance, it is neverngeedathat she will gain

respect or social power. According to Bartky, it mainly serves “tHe gaze”:

In the regime of instutionalized heterosexuality, woman mug&erharself
“object and prey” for the man: it is for him that these eyreslimpid pools,

this cheek baby smooth (de Beauvoir 1968, 642). In contemporary
patriarchal culture, a panoptical male connoisseur residdsinwihe
consciousness of most women: they stand perpetually before hisrghze a
under his judgment. Woman lives her body as seen by another, by an
anonymous patriarchal Other. (Bartky 72)

Laura Mulvey, who first coined the term “the male gaze” instal Pleasure and
Narrative Cinema” (1975) divides the pleasure in looking iwo: active/male and
passive/female and holds that “the determining male gagecps its phantasy on to the
female figure . . . women are simultaneously looked at and dishleyth their appearance
coded for strong visual and erotic impact so that they can #e¢csaonnote to-be-looked-
at-ness” (Mulvey 837). Mulvey focuses on the gaze in termssampact in cinema and

argues that the male protagonist as the bearer of the look afuthience “controls the
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phantasy and emerges as the representative of power” (838).résilg the audience
identifies himself/herself with the active male figurbanis in charge of things as opposed
to the passive female character. When she says “audiedcdyey does not make a
distinction between the male and female members of the auditmerefore, when a
female member of the audience is encouraged to look at #gensitrough the male gaze,
she ends up internalizing this male gaze. This is the very coomd3artky makes when
she states above that “a panoptical male connoisseur redities the consciousness of

most women.”

According to Bartky, “The disciplinary power that inscribiesnininity on the
female body is everywhere and it is nowhere; the disciplinégiameryone and yet no one
in particular” (Bartky 36). While Foucault identifies thegosition of discipline with
institutions such as the school, the factory and the prison, he tendsrtook the fact the
anonymity of the disciplinary power (the lack of a formal sanctieshranism) and the fact
that it is unbound creates an impression that the productie@monihity is either entirely

self-imposed or it comes naturally.

Nevertheless, insofar as the disciplinary practices rofrfimity produce a
“subjected and practiced,” an inferiorized body, they must be understood as
aspects of a far larger discipline, an oppressive and ireggatitsystem of
sexual subordination. This system aims at turning women into thke doci
and complaint companions of men just as surely as the army @itust

its raw recruits into soldier. (Bartky 37)

In contemporary society women are not only “kept in line” with plajsir
psychological threat they suffer in the hands of men; rathere tls also the “panoptical
connoisseur” hidden inside women. It is a state in which a weoegards her own body as
seen by another, that is, just like a prisoner in the Panopgtimacts as if she is under the
constant scrutiny of an authority figure. As Bartky holds in “Folic&emininity and
Modernization of Power”, “the disciplinary project of femininity iset up; it requires such
radical and extensive measures of bodily transformationvittaglly every woman who
gives herself to it is destined in some degree to fail” (§dgietal and cultural norms (i.e.
disciplinary practices and institutions such as cosmeftidsfashion) can be oppressive
because they represent unreachable and unrealistic staaddrsiscialize its subject to the
extent that after some time those subjects start taariws those mechanisms of control.
Citing Foucault, Bartky underlines that in modern society power is exaticise
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faceless, centralized and pervasive manner; it does not relyigdent or
public sanctions . . . The disciplinary techniques through whiclldbge
bodies of women are constructed aim at a regulation that is pairetd
exhaustive —a regulation of the body’'s size and contours, its tppeti
posture, gestures and general comportment in space, and the appefranc
each of its visible parts. (Bartky 41)

However, as Bartky argues, since it is usually women tHeesevho practice the
discipline on and against their own bodies, the role of patriarchggulating women'’s

bodies is often unnoticed.

The woman . . . just as surely as the inmate of the PanopticrsaH-
policing subject, a self-committed to a relentless selfesllance. This
self-survelliance is a form of obedience to patriarchy. Italiso the
reflection in woman’s consciousness of the fact that she is under
surveillance in ways that he is not, that whatever elserstyebecome she

is importantly a body designed to please or to excite. There les be
induced in many women then in Foucault's words “a state of consanmls
permanent visibility” that assures the automatic funatgnof power.
(Bartky 42)

Susan Bordo approaches the same subject from the point of disorders women suffer
from in her Gender/Body/Knowledge: Feminist Reconstructions of Being and Kgowi
“What we eat, how we dress, the daily rituals through whictattend to the body is a
medium of culture” she holds (Bordo 165). She argues that “Througreg¢judation of
time, space and movements of our daily lives our bodies amedrashaped and impressed
with the stamp of prevailing historical forms of selfhood, mgsimasculinity and
femininity” (Bordo 165-166). Pursuing an ideal female body with the diseiplof dieting,
make-up, and fashion, women without a stop practice focus ommgelivements and
modification at the cost of utter demoralization, debilitation amdn death. Just like
Bartky’s proposition that women are almost all the time undele nead female
surveillance/gaze, Bordo, too, asserts that female bodies ade docile through the
disciplinary practices of daily life and “rendered les<iaity oriented and more
centripetally focused on self-modification” (Bordo 166) and thosetipess make women
feel never satisfied with themselves and always in awrisfuing an ideal that is never to
be reached. Therefore, Bordo underlines that in an era in whiclddghkis to torment
women'’s lives, there is the need to develop a political disecalvsut the female body, a
discourse that requires the reconstruction of the 1960/70mis¢nparadigm of the
oppressor vs the oppressed, villain vs victim (Bordo 167). Hggestion is the feminist
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appropriation of Foucault's concepts. She thinks that just like#&ult argues, the idea of
power as something possessed by one group against another musindenadaand
instead a network of practices, institutions and technologids st&tain positions of

dominance and subordination in a particular domain must be focused on (Bordo 167).

Bordo argues that the “continuum between female disorder and Infenmiaine
practice is sharply revealed through a close reading of theseddis to which women
have been particularly vulnerable” (Bordo 168) and then specifiese disorders
historically; neurasthenia and hysteria in the second half ef nineteenth century,
agoraphobia and anorexia nervosa and bulimia in the seconof tiadf twentieth century.
Bordo does not mean to say that hysterics did not exist untiseabend half of the
nineteenth century or the bulimics until the twentieth century. Whatsihermeans is that
those disorders started to be taken up on mass scale in thasds ghat made them
epidemics in that specific era. Symptoms such as “Loss of nyplafitvoice, inability to
leave home, feeding others while starving self, taking up spadewhittling down the
space one’s body takes up” (Bordo 168) have symbolic meanings tetdao with
power relations; therefore, when studied closely, it is found thattidg of the sufferer is
deeply inscribed with an ideological construction of feminieityblematic of the period in
question” (Bordo 168). However, with the use of these disordemsif@ty is written in
exaggerated terms, “at times virtually caricatured pregsensaof the ruling feminine
mystiqué” the body of the disordered becoming “a cultural statement agender”
(Bordo169).

One of these disorders Bordo focuses on is hysteria; an exagged
stereotypically feminine features. The term hysterica oféen, specifically at the times it
was an epidemic, interchangeable with the word feminine. Treta@nth-century woman
was diagnosed as hysteric and that epidemic in contemporary wisnfettowed by

vaginismus, premenstrual tension, and infertility and so on.

! The Feminine Mystique book written by Betty Friedan in 1963, is adedpas the starting point
for the second wave feminism. According to FriedAmerican women, starting from the late
1940’s to 1950’s and early 60’s were forced to befioed inside their homes, as the wife and the
mother and were encouraged to neglect their caz@pposed to the New Woman of the century
who is more career-oriented.
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The nineteenth-century lady was idealized in terms of delicany
dreaminess, sexual passivity, and a charmingly labile andciami
emotionality. Such notions were formalized and scientized iwthr& of

male theorists from Acton and Krafft-Ebing to Freud, who desdribe
normal mature femininity in such terms. In this context, the diatons,

the drifting and fogging of perception, the nervous tremors ands fahe
anesthesias and the extreme mutability of symptomatologyiatesbevith
nineteenth-century female disorders can be seen to be comtineszof

the feminine mystique of the period, produced according to rules that
governed the prevailing construction of femininity. (Bordo169)

According to Bordo, agoraphobia and anorexia are some of the aysaf the
twentieth-century constructions of femininity. Agoraphobia is ‘litgical albeit extreme
extension of the cultural sex-role stereotype for womerdpg®sed to thecareer womah
(Bordo 170). It is a result of women being confined into little epdo an extent that these
women after some time want to stay in those spaces withoytheysical force exercised
upon them. It means situating women indoors to take care of thewanksand babies
etc., to spend her time inside the house and do all these voluatatily expense of being
scared of going outside. According to Bordo, contemporary notions dafiféty are still
associated with the figure of the woman who feeds the others anegssggpthe desire to
self-nurture. Therefore, women have to control the appetiteofmt §ince female hunger
whether it is for “public power, independence or sexual gratificatiootd® 171) has to be
contained and kept under control. And this ideal forms the veng lohghe anorexic
according to which a “ladylike” woman should feed others not hefsed&l other-oriented
emotional economy,” a sacrifice a woman has to make in ordee tpelceived as a
“proper” woman. Female hunger is depicted as needful of contatnamel control, and
female eating is seen as a furtive, shameful, illicit According to this interpretation of
anorexia, food is not the real issue here; rather, “the contfehwdle appetite for food is
merely the most concrete expression of the general rule gogetiné construction of
femininity that female hunger . . . be contained and the public space that women be allowed
to take up be circumscribed, limited” (Bordo 171). The ideal of slenderneks, éatent of
one’s driving herself to bulimia and anorexia, and exercigienents offer the illusion of

meeting the demands of the contemporary ideology of femininity. The anorexic

at school discovers that her steadily shrinking body is adminet so
much as an aesthetic or sexual object but for the strengtHl @ndgi self-
control it projects. At home she discovers in the inevitdidéles her
parents fight to get her to eat, that her actions havareusr power over
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the lives of those around her. As her body begins to feel and looKik®re
a spare, lanky male body she begins to feel untouchable, out bf gkac
hurt (...) for many anorexics, the breasts represent a bovine, uimm)sc
vulnerable side of the self. The anorexic is also quite anfoeurse, of
the social and sexual vulnerability involved in having a female jbodyy

in fact were sexually abused as children. (Bordo 23)

The anorexic realizes what it feels like to crave and twestaut through the power of her
will she overcomes the hunger and with self-mastery willttph over it. The anorexic
may or may not be aware that she is making a politicalnséaite She may not even be a
feminist or she may even be hostile to the idea of questioningulhgal ideals as an
intervention to her life. “The anorectic’'s experience of poweateieply and dangerously
illusory. To reshape one’s body into a male body is not to put on malker powt privilege.
To feel autonomous and free . . . is to serve not transfownial ®rder that limits female
possibilities” (Bordo 179). The same can be applied to the hysthe muteness of the
hysteric, protesting by going voiceless is also a patribratheal of the silent,

uncomplaining woman (Bordo 177). As she summarizes,

In hysteria, agoraphobia and anorexia then, the woman’s body may be
viewed as a surface on which conventional constructions of fenyiriret
exposed starkly to view, through their inscription in extremeypeftiiteral

form. They are written of course in languages of horribleesinif. (Bordo
174-175)

To sum up what has been argued so far, it has been assertedhitea@toucault
highlights a change in the form of punishment, from targeting the boegtlglito taming
the soul, the feminist scholars Bartky and Bordo have argaedhils change should be re-
theorized taking gender differences into account as well.ngatkie modern institutions
aiming to reform the bodily movements of women specificallyjsitsuggested that
women’s bodies are rendered more docile than those of men. Hovtegseguld be
stressed that it does not mean the panoptic gaze is sdbcéicaale one; although it is

correct to say that the gaze is patriarchal, it can also be the gheef@male connoisseur.

In what follows, Pat Barker’'&Jnion Street(1982) and Angela CarterNights at
the Circus (1984) will be studied to explore the novels’ treatment of how mmode
institutions discipline women in the light of Foucault's conceljptaaon of the
“Panopticon” as well as the works of scholars such as SandBarde and Susan Bordo,

who revise Foucault's notion of the Panopticon from a feminisdpgetive. This thesis
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will argue that botHJnion StreetandNights at the Circugoreground the ways in which
women’s bodies are rendered more “docile” than those of men. Furtleeimdine light of

Laura Mulvey's notion of “to-be-looked-at-ness,” it will be aeg that both novels deal
with the ways in which women are exposed to “the panoptied gaze” and “the female
connoisseur.” This thesis will also explore to what extent the emoamaracters in these

novels can actually escape from the Panopticon, the male and female gaze.
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CHAPTER Il

IS THERE A WAY OUT OF THE PANOPTICON AND THE MALE
GAZE? : AN ANALYSIS OF PAT BARKER’S UNION STREET

The aim of this chapter is to study the representation of womeatiBarker's
Union Street(1982) in terms of their subjection to power within the institutbf
marriage. It will be argued that Barker's novel foregrounds ittea that women’s
bodies are rendered more docile than those of men as a consegfupoeer inflicted
on them in the institution of marriage as wives and motherghémnore, the novel
emphasizes female characters’ subjection to the maleagalztheir internalization and
projection of it onto one another. The chapter will also explorehghevomen in the

novel can escape from these disciplinary systems and patriarstnetiens.

Although the title “Union Street” suggests a street full ofgteavho are united,
this is not the case. The name of the street is iron@usecthe novel rather emphasizes
how characters fail to achieve a sense of solidarity amongst themséion Street is
a symbolic space . . . which functions to delineate the imaginednturs of urban,
working class landscape and social structure” (Brannigan 15). loanUsireet, the
houses are broken: they are not safe places, or sanctuariestt@etvinter of 1973, the
novel depicts the lives of women residing in Union Street in an medacity in
England in seven chapters with each chapter shedding lights geratagonist who
happens to have a traumatic experience of her own, a storplehee or just the
trauma of post-war Britain within a hostile environment. Eaclptenas named after its
main character: “Kelly Brown,” “Joanne Wilson,” “Lisa Goddardyidriel Scaife,” Iris

King,” “Blonde Dinah” and finally “Alice Bell”.

In the novel, the stories of seven different women from diffeegggs are
structured around a cyclical time, which shows us how womedn@fn Streetare
trapped and basically cannot move beyond the vicious cydtsroninity starting from

childhood, continuing with youth, childbirth, maternity, old age and deathr Tivies
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echo those of their mothers and grandmothers. Each chapter fooudeslives of one
of these women, starting from growing up and making a living tomatse at

maintaining a family, and growing old. These seven women, imprisatdteg are in

their lives, without the ability to move beyond, are “trapped irelantless cycle of
poverty, casual underage sex, backstreet abortions, abusivensgis, and early
signs of illness” (Brannigan 8). Therefore, their lives echo ordy those of their
(grand) mothers but also one another; in other words, their lieedirdeed: when

reading the story of Kelly Brown, for example, one can come aaiedsing; or, in the

same way, Joanne Wilson appears in Lisa Goddard's story.|licmBrannigan puts
it, “The characters are really versions of one characpeogress through life. Barker
indicates this in the recurrent scenes in which charactershegeyounger or older
selves reflected in the other characters” (10).

Starting from the very first chapter, all these women leaid lities that seem to
have been determined even before they were born. Barker pdrtessythat have been
constantly oppressed in the hands not only of women’s husbands and laithalso,
very importantly, as a consequence of the social and economic oosditomen have
to go through. Yet, this does not mean that the novel is blind to theqmeslt of men.
The novel highlights the fact that working-class men are, too,.eeped in the post-
industrial era: they are represented as uneducated, jobless, penritasgech who lack
the means to provide for their families and some of whom finéfrati domestic

violence.

Barker’s novel foregrounds marriage as one of the ingfitatof modern life to
which men and women do not bear the same relationship. Accordinguizaut,
institutions use strategies to have control over the individuahennaintenance of
disciplinary power. Yet, as discussed in the previous chaptedré&dree Bartky
criticizes Foucault for treating the bodily experiences of raad women the same
without making a difference between them as if they “boreséimee relationship to the
characteristic institutions of modern life” (Bartky 27). WHaartky points out is
Foucault's disregard of the disciplinary practices “timbduce a modality of
embodiment that is peculiarly feminine” (Bartky 2@nion Streeforegrounds not only

the psychological and bodily war women go through with their hustemdishildren,
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but also how they shoulder the finance of the house most of the tidomsltnot make a
difference whether or not these female characters workdeutse house: they are to
perform “womanly duties,” socially expected gender roles, undayaircumstance in

the so-called domestic sphere.

An example for one of these women is Lisa Goddard, who leadfcaltiife
not only as a consequence of economic conditions but also becaasemdfifferent
husband who neglects her and their two children and the third one amayhéisa is
introduced to the reader while in the supermarket. She isdsopfand exhausted that
she snaps at her little son and “hit(s) the child across ¢&s fa and she hit him again
and again, stinging, hard slaps, her face distorted by hatsftedeoked at him”"YS
108). This is surely the tipping point for her; she is not onyrygat the child, but also
angry at herself, at the choices she has made, and her histaEmdvho never shares
his part of the burden. After it becomes obvious that her husband cannot geitgatece
for he does not even care to look for one, all the responsibilitye household is now

on Lisa, who is pregnant with another baby:

She did not want this baby. They could not afford it: Brian had beten ou
of work for the best part of a year. . . Brian was out drinking. As always.
She did not want to have his child. The two she had already were a
much as she could manage. More. There were times when she doubted
whether Brian would ever work again. Oh, he said he was stilldgoki

But she didn’t believe him. He had given W5112).

As Sarah Falcus puts it, “Motherhood becomes another way irhwiamen
are imprisoned in these texld¢w Your House Down, Liza’s England, Union Sfreet
When combined with poverty and class, motherhood becomes constrictthg an
repetitious, particularly when mother is left holding the bafythe absence of an
inadequate father figure” (249). Motherhood is presented as antvelich the mother
figure, inevitably and in a predestined manner, is doomed to “failié eyes of other
women. Due to the way in which she is “embodied” within the uigih of marriage,
Lisa can barely remember the times prior to her marritge young girl who would
work at the cake factory and then go dancing all night long. Shembars those

memories as if they are not hers, which indicates how much steedaslienated from

2 Union Streeis abbreviated a®lS throughout the chapter.
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her former self since she became a wife and mother. On thehathdy her husband
Brian, even though he is either in between jobs or unemployed mose diirte, is
much freer when it comes to having some leisure time. He goes out drinking e\gry ni
with money he finds or borrows from here and there, and hesggiicts to be served
dinner on time upon arriving home: “He always wanted a hot meahever he came
in: there was a row if he didn’t get itUS 112). While waiting for Brian to come home,
Lisa starts to question where he could be finding the money to every night; she
checks the jar where she has kept the money only to find it emftgr her
confrontation with her husband about the missing money, he does not heshatd

her:

He had to silence her somehow. So he stood up and hit her, ndtardry

on the side of the head. But the blow liberated something in him, an
enormous anger that had been chained up waiting for this moment. He hit
her again. And again. It was easier now. She was driven batisatie

wall. When it was over he stood and stared at what he had d8#17)

As if it is a daily routine, or a recurrent incident, L'ssanly reaction after the beating is
to ask for a flannel to wipe out her mouth. This seems to kily plae result of Lisa’s
internalization of violence exercised on her. She has gottentasetb the extent that
she neither resists the power exercised upon her nor react$Stoe was sorry for him.
She felt how like a child he had become. Underneath the drink aneriigsand
violence he was like this all the timelJ§ 120). The novel also suggests that, Brian’s
situation represents all the male characterdJofon Streetwho are “the walking
wounded of a post-industrial Britain in which the old heavy induswigish invested
their daily lives with purpose have been dismantled and nottsegpet in their place”
(Joannou 75). The male characters resort to alcohol and videnttee only way for

escape and survival.

Another character who has been subjected to male violence staoinder
childhood and throughout her marriage is Iris King, who is happy to laeded) as the
mother of the street. She is a woman obsessed with cleanliness, order aicyg.desks
obsession with cleanliness and order is a consequence of her reatigomackground;
or, more specifically, to the street where she grew up: Wigtreet, near the river

where “they lived in a series of boarding houses and some of thesn'twauch better

22



than brothels and some of them were brothdls3 {87). This is the place she never
wants to go back to because she associates the place nvithidihinks she has risen

on the social ladder by moving from

the city’s most derelict district, where “suicide, mental illnesm&rincest
had flourished”. Iris is unable to forget its horrors, and, as comafiens
for these disturbing memories, becomes overwhelmingly conceritad w
maintaining her reputation as the “cleanest woman in thetstegen as
she is haunted by the undoing of her hard-won status. Barkettsh side
Iris’s mental state emphasizes her preoccupation with pragener own
and her family’s slide back to Wharfe Street. (Brophy 33)

The novel underlines that Iris’s relationship with her fathas woublesome, as well.
“Her father paid a long succession of women to look afterSwne of them did a good
job, some didn’t. Mainly they didn't"4S 187). Upon her mother’s death, Iris is left in

the hands of her rather cruel father, who does not hesitate to beatltiea her badly.

As she got older the beatings got worse . . . Her father el teerible
when she was in her teens . . . A young girl growing up in thatar®ng

a lot of old pros. He didn't know what to do about it and finished up
beating the hell out of her every time she looked at a latheAtinish she

set her cheek up at him that bad he picked up a pan of beiing and
poured it over her head. It'd been a hospital job that time, and when she
come out she went to stay with her Auntie in Jarrow. And when she com
back she got on with Ted, and married him. ‘Course she had to, thatby t
time she’d’ve married anybody, just to get outS(1.89)

This is the environment she grew up in and compared to Wharfd, Sivea Union
Street seems a much better place to her. To free herseltiimbeatings of her father,
Iris rushes to marriage. “She was in love with the idemafriage. A home. She had
never had a home'US 189). Only three weeks after their marriage her husbard], Te
hits her for not having the supper ready on time. “He came in and Faursdill ironing
his shirts when he thought the supper should’'ve been ready. He beltacrdes the
ear; hard enough to make her see stars, and slammed ouptdt{&lS 190). She then
remembers that Ted is famous for his temper and for a maroasiders going back to
ironing and prepare the dinner but then she does not want to be likaotleer,
victimized in the hands of her father. Instead of accepting tackienized and living in
constant fear, Iris takes her revenge and waits for her husbaeturn home only to
strike him a blow with a meat chopper. Although it does not stop thageait ends

the fear inside her: “she never lost her self-resp&t$'1(90) again.
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Not willing to be economically dependent on her husband, Iris als&swor
outside the home. Even though she is not content with the wagds,ssiienore than
satisfied for having an income entirely independent of her husl&redis no longer
worried about the money but still “she hated the rows, the violence, the wetyiltdren
went quiet whenever their father walked into a rooS (92). Interestingly, even then
she tries to justify her husband. She thinks to herself thatst he is not lazy and he
still has a job. However, one night, while she is wondering wherenight be, her

husband brings home two men, to have them have sex with Iris:

There were two of them. He'd brought two complete strangers lamiche
sent them up here. “Get out” she advanced on the first man. Hedbac
away until brought up hard against the banisters . . . She thoteytwai,
she could have broken the man’s back. At the time she wouldn’t've cared if
she had. He staggered to his feet. The other man grabbed hiva bym
and they fell over each other to get out of the front door . . .v&im
downstairs to find Ted. He was curled up on the floor like aufme
retching. The final stages of his drunkenness were alwagsthik. She
bent over him and said, “I ought to kill you. But | won't. You're not thior
doing time for.” . . . She never willingly had sex with him agaierh@ps
once or twice a year when he got too bad, to shut him up; nevermaore t
that. US193-194)

So it does not matter much, the novel seems to suggest, whetioenam is relatively
stronger or more resistant compared to others as in the fclaisekong. In the end, and
from the very beginning, all the women characters in the novel beee subjected to
male power and violence within family. When it comes to physcgsychological
abuse within or outside the family, it is not really etsyight back for a woman, and
whether she is 11 or 60 does not really make a difference, anig thhhat makes this

cycle of predetermined life these women lead difficult to unravel aaklree.

As discussed in the previous chapter, Foucault divides daesmof punishment
into two. While the earlier form of punishment used to be pareal one directed
against the body under the control of the sovereign, with the refioimerference into
the system and the excessive control the sovereign holds ametpuhishment and
public display of the body was replaced by the attempt to diseifitie soul. In this new
power regime, the primary objective is not the body anymoresdbkhas to be taken
under control now. In the modern world, punishment is no longer in the words to be
uttered by the sovereign; rather there has emerged a whoiglidery system for it.
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Physical punishment is no longer the preferred method. Howevekem®amovel
reveals that this is not the case for women in the domeptiere. They are sitill
subjected to a corporeal form of punishment ordered and practicedeibyfdathers
and/or husbands in addition to being exposed to the ideologies such agticlgme
targeting women's “souls.” They are still beaten; their bodies ar¢hgtimeans to bring
them to their knees as seen in the examples above. What istineoreyvel shows that
there is also another, much more damaging form of physical violefim¢ed upon
women, which is rape. “Sex and violence seem almost inseparabkniovel, whether
in the form of a rape in a public place or conjugal violence: men and womeriwakyac
pulled apart by the act of sexual union, at least physicallyoi psychologically,

creating sort of traumatic memories” such as Kelly’'s (Waagr20).

Kelly Brown, who is only 11, is raped by a man much older than she i
Referred to as “The Man,” with no specific details given alhdmt, the rapist seems to
come from a wealthy background with his shiny black shoes and jacket. He shows Kelly
affection and attention no one has ever given her before: “He |@ikesl so intently.
Other people [her mother, Linda, the teachers at school] mdeglgegl at her and then
with indifference or haste, passed on. But this man stareer &s if every pore in her
skin mattered. His eyes created hay'S(16). As discussed in the first chapter, Mulvey
theorizes what she considers the traditional role of woméo-las-looked-at-ness. She
explains the male gaze in terms of narrative cinema angesrthat the spectator
identifies himself with the main protagonist and projectsidigk since woman is an
object to be looked at and to have pleasure from looking aewhé man is the
dominant figure, rendering the woman into the status of an otjeot admired for
sexual fantasies. In her relationship with the Man, Kelly becomes fulyea®f her “to-
be-looked-at-ness” which “creates” her. This, however, is not batause of her
internalization of the male gaze but also her desperate need feoioatt&his makes her
even yearn for the attention of her rapist. In their firstoanter at the park, Kelly is
alarmed by this man’s gaze, but she still stays with himeta fthe geese in an
abandoned lake. Even though she senses the danger, she “is drawrbazduse he
appears to fill a void in her identity” (Brannigan 20) and iway treats him like a

surrogate father - a father who has been long gone from her life.
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The Man leads Kelly into a deserted factory where theeens to be no way
out. She feels the threat yet again and this time wants tawag: “Climb the walls?
Too high. Get into a yard and dodge round him there? Yes. She dametd, but
already it was too late. He came round the corner and stoppadcioment, watching

her” (US28). Not being able to run away from him, Kelly is raped by this man.

At first he had just wanted her to touch him. “Go on,” he whispeked.
single mucoid eye leered at her from under the partially-tetteforeskin.
“Touch me,” he said, more urgently. “Go on”. But even when he had
succeeded in forcing her hand to close around the smelly purpléomlads

it wasn't enough. He forced her down and spread himself over tser, hi
breath smelling strongly of peppermint and decay. At firsttiggat skin

had resisted him, and he swore at her until he found his way in. She
stiffened against the pain, but even then did not cry out, butilbwylsite

he heaved and sweated. Then, with a final agonized convulsion, &liwas
over and he was looking at her as if he hated her more thamrangise

on earth. S 29)

Since the sentence “Touch me’ he said, more urgently” follaowsiediately the

sentence in which The Man’s sexual organ is personified amage with an eye
“leering” at Kelly, the pronoun “he” in this second senten@seto refer both to The
Man and his penis. The entanglement of the two in this scerepefunderlines The
Man’'s phallocentric power, his dominance and authority over Kellyaamale.

Furthermore, “the single mucoid eye” Kelly sees on the Manisispsuggests a
connection between her rape, an extreme form of male violaficéed on her body
and, the phallocentric surveillance on women. The male gaze,dénwtnds, emerges

in this scene as a means of enforcing power on women.

Barker’s novel adds one more dimension to the rape scene. As Buannig
argues, considering the social background of the rapist, ign#fisant where he led

Kelly, to rape her:

His choice of location is also symbolic, for if the community oflKe

birth once thrived upon the monumental power of industry, thetddser
factory yard is now the symbolic core of a deserted, vulnerable
community. Set in such a bleak landscape of loss and derelitkie

rape has obvious allegorical significance for the commuuity whole.

It destroys any sense of connection, cohesion or self-validatidhat

when Kelly realizes that the rape defines her . . . she also recognizes that
she is now made in the image of her surroundings. The man has

26



deprived her of the last tissue of protection between herhanpiatinful,
blighted landscape around her. (qtd. in Monteith 7)

In the post-industrial society of the 1970s Britain suffered an ecoraepiession, with
unemployment rate getting higher and making it much more difficulteople to get a
decent and steady paying job. Although both men and women were affectbd by
reality of unemployment, it was women who suffered the most thec&stlud this
environment where their bodies, as seen throughout the novel, are demaeeedocile
than those of men. Accordingly, in this “derelict society synziealiin” Union Street
women’s bodies are rendered into economic commodities “for usexahdrge, their
value determined in the impoverished system of social and @ulalationships of their

ruined community” (Brannigan 8).

Just as they are under the surveillance of the never ré&imgptic male gaze
women are also under the scrutiny of the female connoisseurftiadefgaze, which
emerges as a result of women’s internalization of the mate.gAs Susan Bordo
argues, patriarchy is a system in which women, too, participa&producing cultural
norms and are rewarded for doing so. Patriarchy, therefore, stearsin which both
men and women participate. It is true that the gaze isapatal but it is not necessarily
male. At the beginning of the chapter on Kelly Brown, Mrs. Browts gealous of her
elder daughter Linda, who comes downstairs in the morning wearingaobifg and
pants. With that look Linda attracts her mother’s latest “Famay” Arthur’s attention:
“Arthur, his eyes glued to Linda’s nipples, opened and shut his moigh tw . Mrs.
Brown looked suddenly older, rat-like, as her eyes darted betwelar And the girl”
(US 7-8). This is the first time Mrs. Brown does not see her daugistérer daughter
anymore; she looks as a rival, who has the advantages of youththrndham she has
to compete in order to get men’s attention. In this sceneBrosvn sees Linda through
Arthur's eyes and this marks the beginning of a rivalry in #tready troubled
relationship between the mother and her daughter. We seévig continuing with
Kelly, as well. In Mrs. Brown's eyes, the rape transforms yKefito a woman,
“promoting her in her mother’'s eyes into a repellent matutitythe status her elder
sister has already assumed as sexual rival in relatidretoransient ‘uncles’ who have
taken the place of the father” (Rawlinson 25). However, ¢hange in her mother’s

perception comes only after Kelly is raped; her mother estier figure, as if for the
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first time, beneath the nightdress that is “slightly transgdrevith her nipples that
“seemed to demand attention. Like eyes in a ch&s$'43). This marks the first time
Mrs. Brown starts to see Kelly not as a girl in her eadglescence, but as someone
who is about to become a woman with her bodily change apparent &yehehe
language used to reflect Mrs. Brown's perspective is sigmfjcbecause her seeing
Kelly's nipples like eyes, demanding to be looked at, seemstityjtree male gaze. It
is also very similar to the gaze of the rapist, The Man, wisosgtinizing eyes first

created her and then “defined” her.

Mrs. Brown is blamed for what has happened to her daughter metggabours
and the police. They seem to think, if only she had been a mang caother, if only
she had paid just a little attention to her daughter’'s whereabblgisever, this
judgemental attitude is not shared by the implied author. The nathedr emphasizes
that the responsibility is not solely on Mrs. Brown’s shoulderscdntrast to the
neighbouring women who assume that a mother has to protect her dawghthrher
every move constantly, the novel foregrounds the ideological @mbmic factors that
render a young girl vulnerable to rape. This brings us to theidea of the female
connoisseur, which causes the internalization of disciplinarytipeac in other words,
women tormenting other women, internalizing the panoptic gaze of niake
connoisseur. Bartky argues that as a result of women’s intextiatizof patriarchal
norms, women live their bodies as seen by another disciplina®. §domen are
produced as disciplined docile bodies. “Under the Panopticon, thectswigitches,
judges and polices himself/herself according to the disciplinarnpn because he/she
never knows when she is being watched and judged” (Palmer 51). Wtiee their
bodies according to the panoptical male connoisseur who resides in the conssiofisnes
most women. Women watch themselves from the perspective ofidieeconnoisseur
because they are everywhere watched; “discipline is instialty unbound” (Bartky
75). A failure to perform femininity may result in being shamesdcidlined or worse
yet “the refusal of male patronage” (76) which is a seymmishment in a world
dominated by men. As Bartky argues, patriarchy both causes and denerit

women’s obsessive self-surveillance. (Bartky 75)

She (Mrs. Brown) needed a woman to talk to, but in all thisisgdd
street there wasn’'t one of'em you could trust. They'd alied against
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her, because since Tom left there’d been other men in the house. Jealous
cows. And how they'd talk! Coo and sympathise, oh, yes. But talk. She
could hear them now, “Well what can you expect, leaving the bairn
alone half the bloody night? You knew where she’'d be don’t you? Out
boozing at the Buffs with that Arthur Robson. Eeeel!3 85).

While “community” connotes terms such as shelter, support and bedpntie
community introduced itUnion Streetis indeed a ruined and a broken one. Women in
this particular community are ignorant of one another’s probsngomen; they seem
to project their anger against patriarchy onto one anotheamsif patriarchy itself.
Motherhood as an institution defines Mrs. Brown as a failure whal aoatl keep her
family together and her daughters safe. She cannot copeassipgyoing around her in
the neighbourhood. With a guilty consciousness, she even reacts tcalling the
women in Union Street “jealous cows” (US 35). She goes to Iris Kiokjng for some
comfort. Iris is someone who can see Mrs. Brown’'s state of nmadpéy her and
spread to the neighbourhood the news that she is in fact noff thdtad mother for she
is so devastated. Even though they share common experiences of oudhartu
poverty, Iris, it seems, does not want to show solidarity for. Brewn, whose house
she scrutinizes with “a single glance of disapproval for thessy room and the
unwashed hearth” (39). Even in such troubled times like thiseihs¢he women in the
street not only fail to form solidarity but they also keep judgiagh other according to

norms of “femininity” they are supposed to live up to.

Another example of women'’s internalization of patriarchal nornseés in the
case of Iris King. Iris’s life has been shaped by her dectsiteave Wharfe Street only
to move in to Bute Street, which was not enough for her, either. “The s kept
fanatically clean. Iris looked out at her neighbours: the meprigon, the women
spending the social security money at the prize Bingo, kids edagg anyhow. . . . It
was the women she despisedJS 191). Her obsession with order and cleanliness
comes from her ambition to climb the social ladder and sefourderself and her
children a much better place in society. In addition to her obsesdionidifess, she is

very much concerned about her reputation as an ideal mother.

She valued her reputation in the street. She knew she s@ected and
her family was respected. Her reputation mattered more tdhher
anything else. It was the measure of her distance from WBindet,
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the guarantee that the blackness that came from hewpakl never
finally return. US196)

Iris’s attachment to the notions of cleanliness, tidiness motherhood reveals her
unquestioning acceptance of and obedience to the domestic ideology. Atanstrong
explains the domestic ideology in Heesire and Domestic Ideolo@s follows: women
who were excluded from the political and economic realm wergepgower over the
domestic sphere. Hence they were excluded from the workplaceeardconfined in
their homes. It was a kind of a contract signed between men amerw The woman
was awarded with a certain kind of economic security and act@ver domestic life
with her submission to this traditional domestic role while politcatrol was reserved
only for men. So their areas of control were entirely differBom one another
(Armstrong 255). That is the reason why lIris’s world shatidrsn she learns about her
sixteen year-old daughter Brenda's five months long pregnancy. hsetlaer and a
dominant figure in the household who believes she did everythingosketin order to
raise her children in a rather decent environment and asofeeae who inwardly
thinks she did her part of the bargain, controlling the houselaiking the children
while her husband is off doing the “manly duties” of bringing home fdrigl has a

difficult time processing the truth about the pregnancy.

Upon learning her daughter’'s pregnancy, “The little cow,” she thmkerself.
“Iris felt the blood rush to her head. For a few seconds she wadlyitelind with rage”
(US 181). What makes Iris angry is what other people will thinkesfwhen they find
out about Brenda’s pregnancy. She feels that her image as a gtioet s shattered.
“It was this [her reputation] that Brenda threatened tdrogsWell, she wouldn‘t be
allowed to. . . She wouldn’'t have Brenda back in this house. Would oatdwot,
would not. She didn't care where she went. Her or the bak\5"106). She gets so

angry that she does not hesitate a moment before hitting her pregnant daughter:

Iris’s fist came up and hit the girl on the mouth. It was saidbvely

relief that she did it again. “Hey, steady on!” somebody shouted.
Further down the ward another woman could be heard summoning the
nurse. By the time they arrived, Iris was dragging Brendanarahe

ward by her hair. The girl was white lipped and moaning with felae.

had both hands pressed together over the wound in her belly. VBl gi
you shut your face, you little whore.”. . . “I'll murder the litthitch.”
(US184).
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Iris cannot accept the idea of her daughter ruining her life fiait whe thinks of
as “five minutes of pleasure and a lifetime of miseryS(198). Iris is not only
concerned for what will happen to “her reputation” once people kaont Brenda's
pregnancy, but she is also, in her very own way, worried about her dgughbm she
thinks will regret her choice of giving birth at such anlyeage. She wants none of
these things that have happened to her, to happen to her daugter She does not
want Brenda to marry at 16, get a job that barely pays arel warschild while at the
same time she shoulders the burden of maintaining a householthascese of many
other women in their neighbourhood: “A man can put his cap on, you gan'tare
stuck with it,” US201) she warns her daughter.

Brophy states that, “Barker’'s sketch of Iris’s mental estamphasizes her
preoccupation with preventing her own and her family’s slide abiharfe Street and
suggests that it even fuels a dangerously manic will toajesthat she has created
before someone or something else does” (qtd. in Monteith 33). Hierscaonic that
Iris, who is terrified by the idea of going back to Wharfee&tir has to go there to get
Brenda'’s illegal abortion done, after persuading her daughter to go with thespi®ices
mentions the name of Big Irene to her daughter, who “used to hidpogtrof a jam”
(US 205). But even after she persuades Brenda for an abortion, iskly ¢pas second
thoughts. She thinks about the possibility of Brenda dying, sinces $ire months into
her pregnancy and this entails serious risks even in a hospitbre in the hands of a
backstreet abortionist. “Brenda might die. Iris wanted to run ldackop it happening:
the child would grow up as thousands before it had done. But she didn’adrste
went on clinging to the spikes, pulling on them as if she iwgsin” (US 211). She
fears for her daughter’s life: “She thought, It's funny — yelsterd could’ve killed her.
Now if | could bear the pain for her | wouldU§ 214). After Big Irene is done with
Brenda, the mother and daughter go back home and the procesmoflgith begins
with all its pain and difficulty. A live foetus is born.drthen buries it, and that memory

hunts her for the rest of her life.

This story can be considered another example of the novel’'s empimabbw
women'’s bodies are rendered more docile than those of men. It is true that both men and

women have to endure the difficulties the working-class lifepua®n them; however,
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the novel emphasizes, it is women like Brenda who have to sufi@iutde burden. The
father of the baby walks out free as a bird, even if laavere of Brenda’s situation. It is
Brenda who is impregnated; it is her who has to make a chdieedre giving birth at
16 and ending the life she thought she would have, or abort the baig gk own

life and live with the memory of this painful incident.

Is it ever possible for women characters to escape thenfPanopticon®nion
Streetis a realist novel which depicts the conditions of workingslawomen, whose
lives have been made more difficult with the economic conditioeg suffer from. In a
realistic wayUnion Streeexplores the lives of these women and for that matter it offers

little resolution.

Barker is thoroughly feminist not just in pursuing these angdishies

of oppressed women, but also in showing such oppression as the
product of a bankrupt social economy. Everywhere, in fact, in Barker’
landscape are the signs of a failed social system. (Brannigan 8)

Yet, the novel contains some scenes which suggest possiliditiaomen’s rebellion
against the phallocentric power. These scenes can be dividetnt first there are
individual acts of rebellion: Some characters cause harmutbority or authority
figures, but only momentarily, not causing effective or endurasgylts. Second, there
are moments suggesting a way for women out of the Panopticon.c€he where
Joanne Wilson tells her boyfriend, Ken, that she is pregnant illestiae first category.
His first reaction is to ask her if she tried “anything'islambiguous what he means by
“anything”: It seems he wants to learn whether she used athiydointrol pills prior to
pregnancy or if she did anything to terminate the pregnanogether. His question
indicates his assumption that it is solely her responsibility to deal withdaintrol or to
rid herself from the situation they are in. Joanne’s boyfriena t¢acts to the news of
his baby by trying to “screw it [the baby] out of hetdg 100) by having sexual
intercourse with Joanne, leaning her against the wall, not nebefsa@ing her at first
but it is obvious he wants to rid himself of the baby with hige¢hanical moves”.

Joanne, at first complies with this movement:

There was something exciting in being used like this, in giway to

this impersonal, machine-like passion. For a moment she letlfherse
relax, and his flesh bit into her like steel. The goods tranked and
rumbled overhead, no longer roaring, but deadly and monotonous. She
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could see in her mind’s eye the oiled pistons moving round. And round.
Almost matching the thrusts of Ken’s burdS101)

Yet, she realizes his intentions that his mechanical “thrusitimged into an instrument
of abortion” (Rawlinson 27) and “With deadly corrosive hatred shgab to move
against him, imposing upon him the rhythm of the train, which wlssaexciting, and
then terrible and then, abruptly, ridiculous, so that he lost bidien and slid ignobly
out of her” US101). The scene ends with Joanne rendering Ken impotent byirrgbell
against his will, the will he tries to project on her. $fias for that moment; yet, it
should be noted that this is a momentary disempowerment. The noseh@osuggest

anything hopeful for Joanne’s future life with or without Ken or the baby.

Another example of an individual act of rebellion against patr@raorms
rendering women'’s bodies more docile than those of men is Kéllyisformation into
a rebellious outcast. After the rape, Kelly changes her apms=ar@ong with her
attitude. She cuts her hair first. “Suddenly it was gone. 8hé off’ (US 46). She
wants to dismiss her feminine traits that can be the obfabe male gaze. Inwardly, to
protect herself from further danger and damage, she starts mgeclner feminine
attributes starting from her hair. Furthermore, she startegsdin “harsh, androgynous
clothes, as if to deny the sexuality that has been forced upb(Fatrus 250). With the
change of clothes she unsexes herself in way of protectindfleseefurther damage.
Yet, as Bordo puts it, “To reshape one’s body into a male bodgtiso put on male
power and privilege. To feel autonomous and free while harnessing bddpal to an
obsessive body-practice is to serve, not transform, a social trakefimits female
possibilities” (179). After the incident of rape Kelly alstarss sneaking into other

people’s houses, people wealthier than her family:

She approached the house, telling herself with every step thabsite:

turn back now. The French windows were open. She stood outside and
sniffed. Her nose told her at once that the house was empshe .
stepped inside. When she closed the door behind her and stood in the
big hall, everything seemed to stir around her, as if reserttiag
intrusion. (JS51-52)

The place she damages the most is a wealthy home she willbeeaepart of, a home
that represents the life style she identifies with the Mand the part of the house she

damages the most is the pink bedroom, “woman’s room, temple ohifetyii (53)
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where femininity is constructed. “The parents’ bedroom was Hesugh at first she
could hardly take it in, it was so different than anywhere else she had b&baere was
a pile of cushions at the head of the bed: big, soft, delicatelytesd, plump, pink,
flabby cushions, like the breasts and buttocks of the woman wpibislthe bed” (S

53). It is not known what she exactly looks for; it is not the ey feels, however,
because she does not know how to envy. On entering the littletgdi®om she thinks
to herself that she could have pitied or despised the girl wh@rbedroom belongs,
but, she would not have known how to envy her because the lifecthigiri lives is so

different than the one Kelly leads.

There is no more stark comparison than this middle-class domest
interior to her own broken, neglected home and childhood, nor more
salient reminder of the impermeability of the social ami¢cal barriers
between classes. The interiority of working-class culturas explored

in Union Streetas a post-industrial hell, an abyssal ghetto, from which
there is neither respite nor escape. (Brannigan 9)

Kelly’'s wanderings are not only confined to the temples of feminihigyvgants
to be rid of. One of those nights, she also enters the schodchtmals, another
disciplinary institution. As Waterman puts it, “she seeksmge, an outlet for her
anger, vandalizing the school, and a wealthy home. . . becauseetitegent the
official version of success and integration” (20). This is nyaitilven by the fact that
she does not feel secure inside the context of a nuelealyf her sense of a family is
broken and she feels more at ease wandering in the stremtsromside the homes of

total strangers.

She went into a corner of the room, pulled her jeans and pants down,
and squatted. A lifetime of training was against her anfirgt she
could do nothing but grunt and strain. But finally there it was: @osim
gleaming, satiny turd. She picked it up and raised it to her face, smelling
her own hot, animal stink. It reminded her of The Man'’s coclshi&pe,

its weight. She clenched her fist . . . She almost ran ablf#o&board,

and wrote, sobbing, PISS, SHIT, FUCK. Then scoring the board so hard
that the chalk screamed, the worst word she knew: CUNS55-56)

Taking school as one of the major disciplinary institutions inckoldian terms, her
rebellion and her assault against the school is actually Hioabagainst all sorts of
mechanisms, teachings, ideologies aiming to regulate her conuiidiea body. By

chalking the worst words she knows on the board, Kelly actudilglseagainst the
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authority of the school, in a way she could not revolt againsutteority that The Man
inflicted on her, resulting Kelly to define herself as being imgthand no one.

Brannigan comments on this scene as follows:

She screeches in chalk the ‘worst word she knew’, the waitdsthms

up her worth in a society in which she has only ever been valued by a
man intending on raping her. This is Kelly’'s exasperated crihet
knowledge of what she will become. It is the fate of her motHer, o
Linda, and of the characters in the later stories, of Iris Kiog
example, whose husband invites his drunken friends to rape her. (8)

In addition to Joanne’s and Kelly’s rebellious acts, Iris Kéngssaulting her
husband with a meat chopper, and her refusal to let her dauglgeingatthat vicious
cycle of poverty and violence by giving birth to a child can alsedmesidered some
other examples of women’s individual efforts to interfere wiith system victimizing

them and their daughters.

The novel also contains two scenes that are suggestive dbiptissiof escape
for women from the phallocentric power. The first one takes pladésa Goddard’'s
story. As discussed early on, she is stuck in a marriage with two kids andramattoa
the way. She is preghant and she has doubts as to whether shevaetd the baby.
Her concerns are mainly driven from the fact that her husbared shoulders familial
responsibilities. He is like another child whom Lisa has to kitdr. After giving birth
in the hospital, alone, and when the nurses bring her daughter to Lieelshé&There
was nothing about this baby she recognized as hers. If she had baaimah she
would have rejected it, would have sniffed at it and turned aatagnce and finally”
(US 133). Since she has been all by herself from the beginning gfréigmancy and
since a new baby means even more responsibilities espeaafipraically speaking,
the baby is not something she looks forwards to. She is see@mwif taking care of the
baby all by herself that she cannot even hope to be releasedheohospital: “Its
weakness terrified her'Us 136). However, her feelings change when she finds a smear
of blood on her new-born’s nappy. At first, she is devastated fahsiles something is
wrong with her. Yet, she soon finds out this is natural for bably gird for the first
time she willingly holds her in her arms: “the thought thaidmghat tiny body was a
womb like hers with eggs waiting to be released, causedsdahe fear, the same
wonder. She walked across to the window holding the child in mes ar. . My
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daughter” US 139). Until that moment Lisa cannot identify her baby withsbiy she
even refrains from calling her “she” and instead keeps calling hebéating’ or “it”. But
upon seeing her daughter’s first menstrual blood, she startgltthée excitement of
giving birth to a girl. Now, she can associate herself with hegliter and anticipates
what she will be going through in life as a woman as she gupv®©nly after this
realization does she call the little baby Katherine, “my dear (US 139). This scene
marks the beginning of an understanding and the building of a bond betigaesnd
her daughter, which suggests that it may be possible for Lisatdmact with her

daughter in ways beyond patriarchal norms and expectations.

The second scene which suggests the possibility of a hopeful réplidad
understanding between women takes place at the end of the novebvEhestarts with
Kelly's story and ends with Kelly meeting Alice Bell atpark. The cyclical and
repetitive nature of the novel emphasizes a bleak perspeltitieat the same time, it
underlines Barker's “effort to create a collective exgreee and consciousness, rather
than the individualistic one associated with the novel of middiesdiée” (Kirk 612).
Alice is the main female character of the last chapténe novel. She is a woman who
lives alone in her home, but after a fall and a stroke shestfiered her son and
daughter-in-law want to remove her into a facility where shiebe “taken better care
of”. However, she identifies herself with her home and does nottewd@hve it to such
an extent that she would rather die at the park on a bendpnitydhan be stuck in

some place where she will not feel comfortable.

For Alice, home is equated fully with self-identity, so that she conceives
the attempt by social services to remove her from her home as
equivalent both with rape and death. . . . Alice clings to whahbmme
symbolizes, therefore, long after it has ceased to afford heothtorts
of a home, because even the fact of its possession effecigelfies

% The reason behind the falling and the strokess algnificant. The women in the street have made
it a habit to stop by Alice’s house, to make herde to light the fire etc. But that time she félls.
Harrison, a neighbour in the street, and Iris Kireye some kind of a dispute over politics. Mrs.
Harrison and Iris are at odds with each other, ik supports socialism against conservative Mrs.
Harrison; therefore, over this dispute the two warteave Alice’s house hastily forgetting to light
the fire. So, Alice in order to do that tries tokadire by herself and in search for the coal stils f
and the result is a stroke. Even when it comesetpimg out another neighbour, the women find
something to argue about instead of coming togefités marks the suggestion that those moments
of ever forming solidarity are only temporary.
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her social elevation above the level of a pauper in the workhouse, which
is her anachronistic marker of indignity. (Brannigan 11)

Alice Bell leaves her home to die in dignity and independence; rather than being
hospitalized in a nursing home in the hands of her son and her daudateaimd most
importantly the welfare system. “The memories threatenedverwhelm her. These
fragments. Were they the debris of her own or other li&®® had been so many
women in her time”yS 263). Here the novel suggests that these separate storiés coul
actually be the life story of a single woman: “Every older \@orbecame an image of
the future, a reason for hope and fear” (94). Some of them bengoned in another’s
story functions like a mirror through which the charactersyseager or older versions
of themselves. For that matter too, they have little or no lasp® what the future
holds.

Alice’s meeting with Kelly who has been traumatised byr#pe incident is the
meeting point of the novel, where the meeting of the oldest dbaradice, seventy six
years-old, who has been “many women in her tini 263) and Kelly, the youngest,
who is eleven, offers resolution. “Renewal is suggested: thengaimgether of young
and old, the past and present, to resist the faceless fih@eshreaten their lives.
Throughout Barker’'s writing, the mutual determinacies of gendérctass are figured
in a constellation of conditions” (Kirk 615-616). While Alice sée¥elly the young

girl she used to be, Kelly for the first time sees death.

But there was a child there, now, a girl, who, standing withstire
behind her, seemed almost to be a gift of the light. At e was
afraid the child had come so suddenly. Then - not afraid. They sat
beside each other; they talked. The girl held out her handwitihered

hand and the strong young hand met and joined. There was silence.
Then it was time for them both to gtd$ 265)

Their sitting together and joining hands even though they do not know eacistatigs
for the recognition of “a mutual pain and a kind of sisterhootlwtrtanscends age and
is grounded in identifications of gender, class and community. For faathiyal is the
main priority” (Kirk 614). Although to call it a “sisterhood” walibe an overstatement,
it is definitely a moment of two women’s coming to understandamather, maybe for

the first time in the novel.

37



Pat Barker'sUnion Streetoffers little hope as to whether these women'’s lives
can ever change for the better. But, of all the glimpses ofhiliigsof escape discussed
above, the final scene where Kelly meets Alice, signals silplity of escape from the
Panopticon and the system it represents. The youngest and thievaddesn in the
novel meet, and their meeting marks mutual understanding for shdirine as if their
eyes have opened or as if they have seen each other for reahddhey really are.
Thinking that each woman in the novel represents a certaindpefi time in one
woman’s life, the meeting of Alice and Kelly, and their reagh& mutual recognition
marks a final connection between all the others. “The lenebunter between the two
signals a barely formed possibility of communication, humanity, petnagesrstanding,
as Kelly “stared at the old woman as if she held, and mginhaunicate, the secret of
life” (Brannigan 10). They are indeed stuck in a vicious ¢ysléfering in very similar
ways. Yet, this shared suffering is also a means for themmderstand each other well

if they ever try to do so.
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CHAPTER IV

ESCAPES FROM THE PANOPTICON: A STUDY OF ANGELA
CARTER’S NIGHTSAT THE CIRCUS

The aim of this chapter is to study Angela Cartdlights at the Circug1984)
particularly in relation to its heroine Sophie Fevvers. Fesgeicceeds in escaping from
the male gaze by rewriting/performing, in a parodic mannerjapetial accounts of
femininity; therefore, she emerges as a female chanati@idoes not allow her body to be
rendered docile by technologies of power imposed specifically onewotn Carter's
novel, there are other female characters, as well, who ragalhst the Panopticon in
solidarity and manage to escape from it. In contrast to Barkealst novelUnion Street
Carter's magical-realist novelights at the Circusputs an emphasis on the possibility of

escape for women from the patriarchal disciplinary regime.

Nights at the Circusarrates the story of a huge woman, Fevvers, who claims to
have been hatched from an egg and have the wings of a bird, makengimigue aerialist
of her time. The novel starts with Fevvers, along with helogate mother Lizzie, being
interviewed in the dressing room following her performance atitbas she works for by
an American journalist Jack Walser, who is highly doubtful of Ees/g “story.” The
interview starts with flashbacks relating to Fevversfe ks she continues to answer
Walser, whose agenda is actually to unveil the mystery suilrmurieevvers. It then
continues with Walser joining the circus, curious to learn mioréhis journey Walser
changes from a pragmatic and sceptic journalist whose mindswaaked on facts and
“truth,” to literally into a clown as a member of the circOairing that period of time,
Walser falls in love with Fevvers and becomes her merbescim other words, Fevvers

does not let him author a life story for her.

The novel's portrayal of Fevvers as a woman claiming to baea hatched rather

than conceived, contributes to the emphasis on Fevvers as a parentless chiacasties
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up her own life story. A major question the novel is structured arewmbtieéther Fevvers is
real or whether she is a mere fraud. With her slogarh&dact or is she fiction,” “Fevvers
mocks the spectators’ (or the readers) epistemophiliashigic gazes, [because] she
never provides a final answer to her being a fact or fictiontdie99). As “the pure child

of the century that just now is waiting in the wings, the Maye” (Nights25), she is not
“bound down” Nights25) to the ground. As will be pointed out, Fevvers is an embodiment
of dualities: she is a bird/animal and human, a giantess and alisgerulgar and sublime,

a virgin and a whore, which make her too slippery to pin down or categorize.

The novel starts with one of many references to the legendlef laé Troy, who
is the first female figure revisited by Fevvers: “they could jestvall'ave called me ‘Helen
of the High Wire,” due to the unusual circumstances in which | cashere — for | never
docked via what you might call the normal channels, sir, oh, deanméut, just like
Helen of Troy, was hatched” who “took after putative fathersthan, around the shoulder
parts,” she tells Walser (7) . As her argument goes, séielija Helen of Troy, was not
born but hatched and as a proof of that she claims not to have a lnkgeHelen, for
whom “a thousand ships were launched,” Fevvers, too, is an afjeetsire. This new,
demythologized Helen, however, is not a breath-taking beautyh®nontrary, Fevvers,
does not have “womanly” manners and facial traits. Her voice is “rauc®udigr gestures
are “grand, vulgar” (9); her handshake is “strong, firm, culise” (40). According to
Walser, she is “more like a dray mare than an angel” (9). Heilbesdrer as “large as life”

(13), being “divinely tall” with a face “broad and oval as a meat dish” (9

Food imagery and Fevvers’s endless and “shameless” apmetiteoll plays an
important part in the novel. Her so called appetite is inkstantrast to that of the
“anorexic,” who Susan Bordo describes as follows: the anorexic, byotmgrher
appetite whether it is for “public power, independence or sexuafigaaon,” (171) is
contained in a little space given to her. Even though the food ihaainly issue at all,
“femininity” demands female hunger as something to be coettolh the construction of
models of femininity, especially, from the nineteenth centuryawsds; women’s eating
habits have come to be a topic related to women’s place ietgokien’s eating habits, on

the other hand, have not received as much attention. Fevvers, dipugedrawn as a
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character whose relationship with food is not disciplined bylimeghnotions of the female

body. She is a woman of appetite and is not ashamed of it. As Dennis puts itskgvver

the antithesis of the pathetic woman and of the delicate ardly sic
Victorian ideal . . . Rather than attempting to downplay herreless
social norms demand, Fevvers consciously even ostentatiouslyrnperfo
them. She intends her displays of appetite to be witnessedkgusinke of
her circus performances as agrialiste extraordinaireshe is an artiste of
appetite (120).
From Walser’s point of view, her endless appetite is naradddllows: “She gorged, she
stuffed herself, she spilled gravy on herself, she sucked udrpeashe knife; she had a
gullet to match her size and table manners of the Elizabe#naty” (Nights21). Actually
Fevvers, too, is aware of her “performance” which consstateleviation from norms of
femininity and expects Walser to be shocked by her appetiteibeshe gives him a look,
hoping “the spectacle of her gluttony would drive him away” (21). Instead of regukedr
body according to the dominant norms of female beauty at the ttine oentury, Fevvers
takes as much bodily place as she can and refuses to havikeaaindgveak body. She lets

instead her appetite determine the flow of her life.

Fevvers’s rejection to be minimalised to the portion of the “ideal” fernadly is in
keeping with her ideas about marriage and family. FevvesstBegnstitutions of marriage
and motherhood as restrictions to her freedom. “To Fevvers, doryedteids to
abandonment of self’ (Keating 24). In other words, to devote Retdih man is equal, for
her, to self-sacrifice. It seems that her notion of marriage been shaped under the
influence of her suffrage activist, Marxist-feminist, suatsgmother Lizzie, who early in
the novel asserts: “Marriage? Pah! Out of the frying pamthe fire! What is marriage but
prostitution to one man instead of many? No different!” (21). Throughid's voice,
marriage and prostitution are placed in a more common grounetigamay thinkNights
at the Circusreduces marriage into a “false ideology of happiness” {8t 504) with
Lizzie asserting, “The name of this custom is a ‘*happy endif®&1). Lizzie's critique of
marriage highlights “the economic exploitation of women within tiséitution of marriage
that is covered by fictions of romance” (Michael 504), for ityomleans, according to
Lizzie, a woman’s giving herself and also her bank account taravmilingly. The only
difference Lizzie makes between a prostitute and a wifleaisthe former is aware of the
contract she has made or of what she is in for. Carter, too, ibdwde The Sadeian
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Woman argues in a similar way: “Prostitutes are at leastenlty paid on the nail and
boast fewer illusions about a hireling status that has no vefheecial acceptability” (9).

Unlike prostitutes, wives, on the other hand, get nothing imrrditwr their commitment to

one man; except perhaps the “veneer of social acceptakiht;,’ while both the prostitute
and the wife engage in sex as part of an economic exchangehemgostitute is aware of
the contract she has made. Hence, the prostitute “comes ahdag moviel, precisely
because she is depicted as more aware of her position witleicoaomic system in which

all women necessarily participate” (Michael 505).

The novel undermines the notion of family founded on the marital whithe
husband and the wife and employs it instead in connection with ato@led women
working and living together in a brothel. Fevvers tells 8&athat she “was reared by these
kind women as if | was the common daughter of half a dozen mot{idigtits 21). She
recalls her time in the brothel, under the roof of Madamisdwe with joy and happiness.
Fevvers was left on the steps of Ma Nelson’s brothel when akeavwaby and was raised
by Lizzie, one of the prostitutes. Despite being an “old-faskliombore house,” the
brothel’s physical condition is depicted in a positive manneutitt the employment of
adjectives traditionally reserved for “sanctioned” (Micha@T) institutions: The brothel is
surrounded by “an air of rectitude and propriety . . . a place tkatitdi mistress, turned a
blind eye to the horrors of the outside, for, inside, waseepbf privilege” (26). When not
working, the prostitutes seem to be pursuing their “clasgicabuits: “Grace practised her
stenography or the lyric ripple of the flute upon which Esmeralda proving to be
something of a virtuoso'™Nights42). The brothel, as described by Fevvers and Lizzie, is a
representation of sisterhood. It is drawn as an alternativeesfdrewomen as opposed to

the outside world:

It was a wholly female world within Ma Nelson’s door. Even dog who
guarded it was a bitch and all the cats were females, one or the other of ‘em
always in kitten, or newly given birth, so that a sub-text ofilitgr
underwrote the glittering sterility of the pleasure of thestil available
within the academy. Life within those walls was governed byeesand

loving reason. | never saw a single blow exchanged between ahg of
sisterhood who reared me, nor heard a cross word or a voice raised in anger
(42).

42



In the brothel, Ma Nelson works fully dressed in the “uniformrofamiral of the
Fleet” (34). Her choice of dressing is a parody of a histofigare, Lord Horatio Nelsch
As a “subject of countless books, paintings, films and documentidaison has been
celebrated and immortalized within epic narratives ofomafism, heroism and sacrifice”
(Stoddart 102). How history is written as well as the notiohsreal” and “fiction” is
problematized throughout the novel. Therefore, through a parodic eapaten of such a
historical figure, “a national heroNights at the Circusmakes fun of men’s centralization
as heroes in official histories and highlights the “construnotss” of history altogether
“by challenging the official history’s claims to veragifyxity and authenticity” (Stoddart
102). In the brothel, Fevver’'s childhood is spent posinliteau vivantas Cupid in the
main room during the day. Yet, in time, when her wings develop, ghiasb® play the
part of the Winged Victory, which is another female figurgvees impersonates. Fevvers
describes it as “a perfect, active beauty that has beahwese, mutilated by history”
(Nights40). The Winged VictoRyis a marble statue missing the parts where the head and
the arms are supposed to be. Fevver acts as a living statuisha is also armed with “a

ceremonial sword that come with Nelson’s Admiral uniform,” “as if a risgith a weapon
was the fittest guardian angel for a houseful of whores”. @&vers’s performance as the
Winged Victory, as in her performance as the Helen of Trogjgsificant in terms of
Fevvers’s rewriting patriarchal history. By appropriating figere, that is, by giving the
sculpture the arms in the form of wings, and also a sword, Fefillerthe missing parts;
she rewrites the way official history represents women adlégs and armless figures both
metaphorically and literally. Fevvers’s description of theustaas “mutilated by history,”
emphasizes history’s treatment of women in general. So, by pattirgad to a headless
figure, Fevvers becomes “a metaphor that comes to lifey (O8). Therefore, “Fevvers is
a reappropriation on behalf of women of what had been appropriateel figtire of a

woman — on behalf of men. With the reappropriation comes atoelisation and re-

* “Lord Horatio Nelson was a national hero, famoas His bold actions and victories against the
French during the Napoleonic Wars. He entered ttendh Revolutionary Wars in 1793 and
destroyed Napoleon’s fleet in 1798 at the BattléhefNile”

Web. < http://www.bbc.co.uk/history/historic_figefaelson_admiral_horatio_lord.shtml>

® The Winged Victory (of Samothrace) is a marbleéwstdound in a Greek island Samothracel a
masterpiece dating back to the Hellenistic peribds a statue missing the head and the arms.
(Moreira and Valente 101)
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humanisation of what men simply dehistoricised, transcendentalisededmuananised”
(Day 178).

Following Ma Nelson’s sudden death caused by an accident, héousligrother
inherits the house and gives the women one day of notice to Riaee. Ma Nelson was
prescient enough to make sure all of her girls are prefardde future, they are not left
on the street with nowhere to go. Rather, they all have their gastart a new life of their
own. Leaving their past behind, they burn the brothel down, and go émpeirase ways
looking for opportunities either in business or schools or eveniagar even if it means
the dispersal of the sisterhood they once had. But only after tdstitgies open the
curtains for the first time since ever, do they realize “luxury of that place had been
nothing but illusion” Nights 54). They realize it has been that very sisterhood and
solidarity among them, and also the motherly presence of Ma Ndiabrhas kept the
place running for them like a little community, almost enti@ly off from the brutality of

the outside world.

Only after Fevvers is out in the world where she needs toreaney, does the
novel begin to foreground women’s exposure to the male gazg:ifirthe Museum of
Women Monsters run by Madame Schreck, and, later at the circus #evers narrates
her life story. After burning the house down, Lizzie and Fevveasl he Battersea to stay
with Lizzie's sister; however, things take a turn for the wpitsaving them financially
destabilized with all the money they saved up back in thenddrgone. At that time,
Fevvers is visited by a Madame Schreck, who proposes Fearsition in her museum
of women monsters, which Fevvers has to take against Lizmetests. Fevvers makes a
striking comparison between Nelson’s brothel and Madame Schreukseum as follows:
“Nelson’s Academy accommodated those who were perturbed inbtbdies and wished
to verify that, however equivocal, however much they cost, theyries of the flesh were,
at bottom, splendid. But as for Madame Schreck, she cataréadoke who were troubled
in their... souls” (63). The museum was a house for wealthy menatisfys their
“perversions” by gazing at and/or having sex with a varmtywomen with strange
physical oddities such as “Dear old Fanny the four Eyes; amsldbping Beauty, and the
Wiltshire Wonder, who was not three foot high, and Albert/Albertiviag was bipartite”
(66). Every night, the girls are made to stand in stone nichesetbwéth curtains so that
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what is inside can at once begin to excite the customers. snnthseum, women
“monsters” are displayed as objects. They are dehumanized emtddtras such for the
pleasure of some perverted rich men. According to Magali Cavtierael, Carter’'s novel
makes a distinction between pornography and desire specificalygtihthe account of the
museum of women monsters, which “reinforces the notion that p@plog is a

representation of male domination”:

The male engages in sexual actions without the female in this papmogr
situation and thus remains in control; she serves mergha aisual
stimulus. The novel's depiction of pornography as a staged espation

of sexuality rather than as sexuality itself supports Marang¢aise Hans
and Gilles Lapouge’s view of pornography as a “sexual spectdsle, i
reproduction or its representation, the discourse on sexuality and no
sexuality” (510).

In line with what Mulvey discusses in terms of the gazeha museum, too,
women are depicted merely as objects and images andréhegded for erotic impact that
connotes “to-be-looked-at-ness,” where the man enjoys the dpeetaat he sees, as the
bearer and holder of the voyeuristic gaze. Therefore, whahgination is seen in the
individual stories of the women in the museum. For instanceshifigt Wonder, who is a
less than three feet tall, dwarfish but “perfectly formed” (@@jnan is passed around from
one dwarf to another for months because they are “brothers” anthdy believe in
“sharing,” an idea which reduces Wonder to the state of ancality. Wonder, like other
women monsters in the museum, has a symbolic deformity. Thesengoatmormal
looks seem to symbolize various patriarchal constructions ofnfieityi. In addition to
commodification as well as infantilization, as in the cas&Vainder, women monsters
symbolize women’s entrapment in the notion of motherhood as svéllesr silencing. For
example, Fanny the Four-Eyes, who is endowed with another pair sfveyere her
nipples should be, believes she cannot feed a baby her salt tears, even thouginsHerye
one. This imagery of nipples/chests being associated withaés@sonnotes how the male
gaze is constructed as in the case of Kelly Browtmion Street.Fanny works at the
museum because “she saw too much of the world altogetiigtitc 78). Another woman
monster, the Sleeping Beauty, remains asleep since her adoksagh the exception to
wake up once a day to eat and urinate. Her sleep is associtiateath, for every day she
grows less and less reluctant to wake up. This certain “deformity” of haessasiated with

the femininity of the Victorian period, when the women were mogilylaauded as the
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“angel of the house,” a symbolic angel who is supposed to perfariwbmanly” duties,
which most importantly includes the silence she has to assunte pédrforming those
duties. The original Sleeping Beauty is a representationyouag woman whose fate is
controlled by her father, first, then her husband. Carter's Sleepagty on the other
hand, resorts to sleeping as a way of escape from being definegivandaway by her
possible controllers, father and husband figures, and sleeping seeoméyhgay of escape
from this possibility despite the fact that it is veryahuike being dead while still alive. It
could also be related to her refusal to be woken up by a princeefétes she, too, in her
own way escapes from her predetermined fate, by rewriting andersuigyv the role
imposed on her traditionally. The women in the Museum of Women Mi@svho are
constructed as the “commodified other” by the male gaze, aesl fonly after Fevvers

causes Madame Schreck’s death.

Thinking that women commit their “voyage through the world” to“tnercies of
the eyes of others” (42), Fevvers willingly confronts theenggze, by presenting herself as
an aerialist with actual wings, instead of hiding in the shadomfgar of being labelled as
a freak.

As a winged woman, Fevvers is unashamedly aberrant, freakislevidow
she is also a desiring subject, and a self-creation who chdesesys in

which her unnaturalness, and her appetites, are performed, taasncej
the victimization that normally attends freakishness. Eraticisther than
monstrosity, defines her identity as a performer and celelagtySally

Robinson and Magali Cornier Michael suggest, Fevvers crbatsslf as

spectacle. Her performance always engenders a new centiéergioa —

she evades marginalization to occupy center stage. (Dennis 117)

Instead of letting herself be victimized due to her aberrant,bBdyvers emerges, as
Kerchy argues, as a “self-parodic and self-made woman” (EFelyers has “six inches of
false lash,” (3) she is “blonde of blondes” (345) “hair made up thighhelp of peroxide,
hidden away under the dyed plumes that added a good eighteen inchesaheduyy
immense height” (12). Fevvers reveals the constructednessnafifity by performing it
in exaggerated terms. In this respect, the novel anticipagamants of Irigaray in “This
Sex Which Is Not One” (1985) and of Butler @ender Trouble: Feminism and the
Subversion of Identity1990) in its treatment of femininity (or gender in geneea)a

performance. According to Butler, “acts, gestures, enactimgetgerally construed, are
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performative in the sense that the essence or identityhignatherwise purport to express
are fabrications manufactured and sustained through corporeabsigjliscursive means”
(173). This approach to gender problematizes understandings that assume
intrinsic/essential relationship between gender and body. The tart#rgy of gender as
performative, or, as a performance we can see on and through the&eely the way for
the possibility of revision and subversion of gender. As Irigargy it, by “playing with
mimesis,” that is, by “deliberately assum[ing] the feminibgesand posture assigned to
her,” a woman can “uncover the mechanisms by which it exgieits(220). Deliberately

overdoing “the feminine style” assigned on women, Fevvers discloses iteuctedhess.

Dennis holds that, “Fevvers chooses to sell the spectaclesafifhéer consciously
performed freakish sexuality, because she is aware thavasan — and a bird woman at
that — she has no choice but to be the focus of the masgalzeg (123). This, however,
gives her the power to determine the terms of her serviaeasymodity, which at the end
enables her to appropriate the gaze to herself while aatime time gain control of her
narrative (Robinson 24). The ultimate seductress Fevvers, diedienale gaze by taking
advantage of her “to be looked-at-ness,” to put it in Mulvey's wowndth her catchy
slogan of “LOOK AT ME!": “Look, not touch... Look! Hands off’"Nights 13). She
presents herself as an object intended “to be seen, not handieithitieg herself before

the eyes of the audience during her performances at the Casusshe were a marvellous

present too good to be played wittNights13). Fevvers escapes the gaze by using it to her

advantage, by controlling how much she will allow the audience taomnger. Actually,
Mulvey argues that femininity is defined as passive sincdéttooked-at” grants to the
one doing the looking an active position, while being looked at passive position.
According to this argument, women are rendered passive whileholdnonto power.
Fevvers, on the other hand, disrupts this binary opposition of tinve aoBin/passive
woman and positions herself under that gaze willingly: “I egrmy apprenticeship in
being looked at - being the object of the eye of the beholtiigh{s23). Later, she shares
with Lizzie, “To sell the use of myself for the enjoymentaobther is one thing. | might
even offer freely, out of gratitude or in the expectation ofsuiea. . . But the essence of
myself may not be given or taken” (333). This passage is imolicaf Carter’s critical
engagement both with Foucault's and Mulvey’'s conceptualization ef(itale) gaze.

Fevvers protects “the essence of [her] self;” in other wastle does not let her self be
47

a



disciplined in Foucauldian terms. By performing gender, Fewemsages to escape the
male gaze.

There are two instances in the novel where Fevvers faaglgithe threat of rape
and murder and manages to escape narrowly. These instances, ahenes Bucceeds in
running away with the help of her magical wings only mayes¢ovremind the reader of
the violence in real life that women are exposed to, sudimeasnes in Barker’s novel, and
can hardly escape from. Madame Schreck sells Fevveradb man named Rosencreutz,
who wants to sacrifice her, imagining that she is AzraelAtigel of Death. His intention
is to gain immortality. However, Fevvers fights him usingdh®rd that Ma Nelson once
gave her. The sword she carries with her all the timehmathis phallic power, which, the
novel underlines, does not mean his penis but something “more aggreesi his other
weapon, poor thing, that bobbed about uncharged, unprimed, unsharpeighds 45). To
run away, Fevvers uses her wings and flies away from thefjRosencreutz. Her use of
wings, “a weapon not phallic in nature,” is obviously not a solutian every woman can
relate to or apply; yet, this imagery here is suggestivthefliberating quality of strategies

of empowerment that are not phallic and violent” (Michael 513).

The second instance where Fevvers again almost “faltsnVitco a man takes
place in Siberia, where a Russian Grand Duke tries to imakka part of his collection of
exotic toys. “You must know. | am a great collector of all kiredsobjects d'artand
marvels. Of all things, | love best toys—marvellous and unnagutefiacts™ Nights220).
This time however, when faced with the Duke attempting to hape-evvers cannot make
her way out with her sword since the Duke breaks it. Sheadistthe Duke by

masturbating him and running away at the moment he ejaculates. According telMicha

The novel does not jettison the conventions of realism, evedades push
toward the postmodern, since it ultimately grounds seemingly
extraordinary incidents - such as her narrow escapes from eathw
gentleman and the Russian grand duke - in the daily victimization
women and thus challenges accepted notions of women as naturally and
inevitably passive objects. (502)

The novel's most explicit engagement with Foucault's notion ofRheopticon
takes place through the story of an all-female Panopticorhichveveryone, including the

Countess P., who runs the prison, the prisoners and guards, is womenivakésSiberian
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asylum of women is managed by the Countess, who, “successfully” pgdikenéusband
and somehow “got away with it,” (246) and thinks that other womlem lad committed
similar crimes “with less success” should repent forrtbines. Ironically, “it was a sense
of sisterhood that moved her” (246) to create “a machine designemote penitence”
(248) for “charitable” reasons. From various Russian citiesssleets women found guilty

of killing their husbands and makes them build the place.

It was a Panopticon she forced them to build, a hallow citleells
shaped like a doughnut, the inward-facing wall of which was composed of
grids of steel and, in the middle of the roofed, central catafythere was

a round room surrounded by windows. In that room she’d sit all day and
stare and stare at her murderesses and they, in turn, sat aficdstared at
her. Nights247)

The description of the doughnut-shaped prison of “the Countessticiestablishment
for the study of female criminals” (247) echoes that of Fotlsawvho highlights that
setting a central tower from which a permanent gaze hamtolling force makes it
possible to hold the prisoner under constant visibility and surveillance (Fo248u Each
of the inmates is fully visible to the Countess in the miadide they are invisible to one
another. “Isolation is complete. She [the inmate] is alwaysestddl to the warden’s
scrutinizing gaze” (Gass 72). The paradox here is thelfateten though the Countess is
there to guard the women, she is inevitably imprisoned by theg m return: “the price
she paid for her hypothetical proxy repentance was her own iraocertrapped as
securely in her watch-tower by the exercise of her powds abjects were in cells” (251).
This seems to suggest that those women who internalizeiargizl worldview and as a

consequence fail to stand by other women are entrapped and harm themselves, too.

As Joanne Gass argues, although the textual space given talltfesnale
Panopticon in the novel is small, it is a dominant image ancedasment is in keeping with
ways in which Fevvers acts because she functions as “ttrem@nt of destruction of
panopticons” (Gass 57) throughout the novel. As discussed early on, Falefads the
Panopticon as a method of discipline in which the corporeal punmhrased on spectacle
is replaced with one that targets to reform the “soul” wittvaillance and self-discipline.
Although Carter builds her Panopticon in the novel on the basis oofcaklt's
conceptualization of it, there are also very remarkaliferdnces between them. First of
all, whereas Foucault disregards women in his discussiothefPanopticon as a
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disciplinary system, Carter builds hers entirely on women tatpoi the conditions of
women in general in a patriarchal society. “This female R#wpreflects the conditions
of the modern nuclear family, which cuts women off from one anoth&cep them in
different ‘cells’ and makes them work against each otheegltires their participation . . .
in order to function” (Toye 485). In other words, both the Countess’s Paoo@ind M.
Schreck’s museum function only because those in charge efittstgutions, Schreck and
Countess P., despite being women, participate in the punishment ofwaimen, and,
therefore, contribute to the functioning of the patriarchal $pciEhe Countess can be
taken as an anonymous figure who stands for a specific type adnyamother words, this
is a critique of not one particular person but all women whd boto power against other
women and who control them (Toye 487-8). Just as Susan Bordo arguésclpatr
requires the participation of not only men but also women who jpatiEcin reproducing
cultural norms and are awarded for doing so. As a consequence, thes,galteough
patriarchal, not necessarily male. Therefore, like Baskénion StreetCarter’s novel, too,

suggests that patriarchy cannot function without the willing participatioroofem.

A feminist revision of Foucault’s notion of the docile body inferCarter’'s novel,
as well. As inUnion Streetin this novel, too, women’s ongoing corporeal discipline in the
institution of marriage is underlined. The women in the Panopticonngtance, all come
from abusive backgrounds where they are mistreated by theatds, partners and
lovers. They are “like wine bottles that might convenienthgimashed when their contents
were consumed” (Nights 247). The mistreatment still goes on héthurnkey, who, prior

to sending the women to the Countess’ asylum, rapes and chains them.

Unlike Foucault’s envisioning of the Panopticon, in which the inmagsng
served his/her time are released, none of the women in thearésyhistory has been
released since letting go, according to the Countess, regogiesrepentance.” Yet, the
inmates feel no responsibility nor remorse, for they view tleeimes” as a freedom from
the “tyranny of their husbands whose cruel act is justified antintézed by the state . . .
each inmate is victim of an observing and defining authority boibleirend outside the
prison, and it is this model of observation that controls the nd@dss 72). Whereas
Foucault conceptualizes the Panopticon as a disciplinary migewer succeeding in

reforming the souls of the inmates, Carter’'s Panopticon faildiscipline the women
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inmates’ souls in that women prisoners find their way out eadintuThis idea is in
parallel with Fevvers’s rejection of her self be disciplinea Foucauldian terms, even
though she serves her body for the pleasure of the male gareforbethe women in the
Panopticon, too, save their souls” by not accepting to repent fior‘thienes” of killing

their abusive husbands.

Nights at the Circusloes not only deal with women’s exposure to the disciplinary
power of patriarchal institutions but it rather emphasizespissibilities of escape for
women from the Panopticon. Some of them are individual and fantasts as seen in the
example of Fevvers flying away from entrapments by Rosencaggtzhe grand Duke in
Siberia. As for the inmates of the Panopticon, they find thdignlin lesbian love as an
alternative to heterosexual love. Their escape from tihheg®aon is made possible after
Olga Alexandrova, one of the inmates, attempts to make contifch/era Andreyevna,
one of the guards, whom the Countess makes sure are covered in loegidaxhe eyes
for she wanted them to “remain anonymous instrumentsghts 252). The guards,
therefore, denied the ability to look and touch just like timates, are also imprisoned.
Olga’s physical contact with one of the guards, Vera, turnsaimote tucked in the center
of the bread roll given to her by Vera, to which Olga, havingneans such as a pen or
pencil responds by dipping her fingers in her womb and uses menstodltblwrite an
answer to Vera’s love words. “Olga’s use of her menstrual bloaassert herself as an
active subject challenges the traditional associationesfstnual blood with dirtiness and
inferiority to men” (Michael 516). So by using menstrual blood, ananly fluid used
against women in patriarchal discourses, Olga asserts poarhallenges the established
order. It is also the power of touch and love that sets the wammenThey break through
the Countess’s Panopticon to go set themselves a sodiatgageg up of women. This new
sisterhood of women set forth to start an all-female Utogiiargry men are excluded for

they would need no fathers, and no last names.

The second example of love a woman finds in another womantie istory of
Mignon and the Princess of Abyssinian, both of whom work at the <itdignon is
married to the Strong Man in the circus, who abuses her and cdigtipeats her. When
Walser rescues her from an attack by a tiger in the ciatubafter being beaten up by the

Strong Man, Fevvers and Lizzie take her up and help her bétgrealize that her skin is
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“mauvish, greenish, yellowish from beatings from her husband, showing how
heteronormativity can violently visibly mark bodieNights129) When it is revealed that
Mignon has a lovely voice, Fevvers finds Mignon a job of accompartgimdPrincess of
the Abyssinian, who is a tiger tamer, and while she playpitm®, Mignon sings to the
Princess, which is their way of communication. Mignon'’s relatigmefith the Princess “is

a model of a happily united couple whose peace and harmony radiatesoethe wild
tigers and soothes them. Ironically with the Princess mute agdddinot knowing the
language, it is not speech but music that becomes a tool of communication” (Kili¢.lWeb)
is also significant that they communicate through music radtiesr words as an escape
from the patriarchal language. In other words, Carter savesddjgvho has been abused
in every relationship she has ever had, and she finds peace gmdelsa in her lesbian
relationship with the Princess. Therefore, in this example, tocatine-sex relationship is
represented as a kind of sisterhood, as an alternative endinghappiy-ever-after that

supposedly comes with marriage, hence an alternative to a patriarctiadiomsti

Later in the novel it is revealed that the women running fromGbentess’s
Panopticon run into Walser and ask him to give them his spermstwesthe continuation
of their lineage. Upon hearing Walser’s account of the story, Lizzie queshansarcastic
way, what these women will do should they give birth to baby baysthat matter, even
when the novel suggests that there is a possibility of lifsideinorms and conventions of
a patriarchal society; it also seems to suggest thabtiasion of men from imaginings of
a feminist Utopian world may not work so well. Therefore, althougimen can find
solace and comfort in lesbian love, especially given their abusekground filled with
beating husbands, a lesbian community may not be the perfect afmswéle wider

problem of patriarchy.

To conclude, likeJnion StreetNights at the Circugtoo, deals specifically with the
predicament of women in patriarchal worlds. They both foregroumdem’s surveillance
under the male as well as female gaze and the ways in whicten are rendered more
docile by disciplinary institutions. In these respects, both novelése Foucault's
Panopticon from a feminist perspective. Yet, while Barkedsel does not emphasize

much the possibility of escaping from the Panopticon, and therels/ rsiang in line with
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Foucault's notion, Carter’s novel puts the emphasis on escapgghyirg more critically

with Foucault's conceptualization of the Panopticon.
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CHAPTER V

CONCLUSION

This thesis has argued that both Pat Barkdrion Streetand Angela Carter’'s

Nights at the Circusoreground how modern institutions render women into docile bodies.

Michel Foucault's conceptualization of the Panopticon, hifonatf docile bodies and the
works of prominent feminist scholars such as Sandra Lee BantttySusan Bordo, who
engage critically with Foucault's work constitute the theoreti@ahéwork in this thesis. In
addition, the notions of the male gaze and women’s to be-lookegsat developed by
Laura Mulvey, have been used in order to highlight both novels’ conadmnmemen’s

exposure to the male gaze, one result of which is women’s ingatnah and projection of

it back on other women.

In writing this thesis, first, Foucault's Panopticon has bekentas a starting
point to draw a parallelism betweé&mmion StreetandNights at the CircusAlthough there
is an explicit engagement with the Panopticon in the ldttisrjs not so in the former. Yet,
re-readingUnion Streetn the light of Carter’s critical engagement with Foucautbtion
may enable one to notice the feminist position the novels dBatte Barker’s realist novel
and Carter's magical-realist novel emphasize the wayshith women’s bodies are

rendered more docile in modern society due to patriarchal disciplinamgrpow

The chapter titled, “Is There A Way Out Of The Panopticon2ulysof Union
Street argues that in the novel institutions of motherhood and marriagerge as
disciplinary institutions. It also highlights the ways in @hiwomen in the novel are
subjected to the male gaze, which sometimes results in exphysical violence such as
rape within and/or outside marriage. The chapter also arthssin Barker’'s novel

women’s internalization of the male gaze and their projectiab @i one another, in the

forms of shaming, judging and criticising one’s womanhood or motherhood, are

foregrounded. The male figureslimion Streetare depicted as jobless and impotent beings

who have remained in the background; yet, they do not refrain fromiledimg to

54



women’s docility whether it is in the form of rape or domesitidence within the domestic
sphere. As the title of this chapter indicates, the chapterdalals with the question of
escape from the Panopticon. Yet, the answer that the noveltgiteis question is not a
strong yes. It has been found that there are some momentstiugd®pe for women to

escape; but the emphasis rather remains on women’s imprisonmenttivtitanopticon.

The following chapter titled “Escapes From the Panopticontudlysof Nights
at the Circus studies the ways women in the novel, especially its hellegwers, escape
from Panopticon. Since in this novel the emphasis is on escapehéter, as the title
indicates, does not focus on “whether” women can escape; ratisdopilt on the question
of how they do it. The novel contains a section where there i-famale Panopticon in
the middle of nowhere in Siberia. These women, like Fevvers, dimedhy out of the

Panopticon and set out to form a Utopian community.

Although it is the similarities that bring these two novelstbgr in this thesis,
there are also some significant differences betweernmthéehiat should be addressed. First
of all, Barker's Union Street portrays a world more in keeping with Foucault's
conceptualization of the Panopticon in that, it emphasizes erdgrapather than escape.
The female characters are trapped in their failed magiagd dysfunctional relationships,
and the socioeconomic conditions in post-industrial Britain give thttlm space and
desire to change the course of their lives. Therefore, the@tpe remains on an individual

level, making hardly any changes in the lives of women collectively.

Nights at the Circushowever, stresses escape on many levels. Fevvers, for
example, simply flies away from any threat she sees ivdréwus encounters with men,
who attempt to rape and kill her. Carter's novel is a nagealist one as emphasized
before. Therefore, it is true that the magical part ofnibneel makes escape achievable as
opposed to Barker'snion StreetYet, this is not the only way escape from the Panopticon
is made possible in the novel. The novel, through its emphasisndergas performance,
shows a way out for women from the male gaze. Fevvers, witlldiifyrerate choice of
displaying her body as a performance to the audience, emergesedfsmade woman.
Barker's novel does not have this approach to gender, and, peataps why it

emphasizes entrapment rather than escape.
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Finally, it should be added that one thing both of the novels suggtsitifor
women escape is possible by forming solidarity among thems#&lasen should be able
to learn to love one another by recovering from their internadizatf the male gaze which
forces them to see each other through patriarchal norms. Formsaidarity and
sisterhood is possible only through love; however, love does not nelyesssan lesbian
love as in the case of CarteRgghts at the Circusvhere lesbian relationship emerges as a
means of escape from the Panopticon in Siberia. Barker's naoeel.etnphasizes the
significance of women'’s solidarity; yet, it is throughd.iSoddard, who learns to love her
new-born daughter; or, Iris King, who comes to terms with her datgipie@gnancy after
almost losing her as a result of abortion. The novels’ handling aéshe of sisterhood is
different from one another. While the women residing in the sireet do not seem to be
able to form sisterhood although they have every means to do sa,Qaoteel makes it
easier even within a brothel where women'’s “job” is to getaxand more male attention
and the prison in Siberia, where they are deprived of every n@anmmunicate with one
another. So despite the obstacles, the womeiights at the Circusre more aware of
their position in the society as women and try hard to break it bingdwgether. Yet, it is
still possible to say that the ending of Barker's novel emphasiolidarity as a means for
women to see one another outside patriarchal norms. Alice King aiig Brown hold
hands at the end of the novel: “At first she [Alice] was afraid¢ctile [Kelly] had come so
suddenly. Then — not afraid. They sat beside each other; they.tdlhe girl held out her
hand. The withered hand and the strong young hand met and joined. Tkesédewee”
(US265).
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APPRENDICES

APPENDIX A: TURKISH SUMMARY

Pat Barker ve Angela Carter metinlerinin bicemlerisamgdan birbirlerinden
tamamen farkll iki yazar olsalar da romanlarinda elekkadi kadin karakterlerin maruz
kaldiklar eril baks ve Panopticon imgesinden kacma hikayeleri bakimindan benzerlik
gosterdikleri icin bu tezin konusu olglardir. Bu tezde bu iki yazarin yani sira teori
kisminda Michel Foucault'nuiscipline and Punish: Birth of Prison(Turkce ismiyle
Hapishanenin Dgusu) kitabindan faydalanilmgtir; zira s6z konusu kitapta Foucault,
iktidarin yuzyillar icerisinde evrim gecirerek goriinmge hal alip ¢eitli mekanizmalar
aracilglyla bireyleri gozetim altina alghni ve bu vesileyle bireyleri kontrol edebisthi
savunmaktadir. Gozetime dayali bu sisteme ilaveten bu tezdea Mulvey’in “Visual
Pleasure and Narrative Cinema” adli makalesine gieubaimustur. Bu makalede, Mulvey,
“eril bakis” (male gaze) adini vergli bir bakstan bahsetrgi ve bunu sinematografi
Uizerinden anlatrgtir. Buna gore, kadin izleyici pasif bir alici olarak ekran#t@ndisine
empoze edilen eril bajibenimser ve i¢cseléirir ve buna bgl olarak da resmedilen kadin
karakterleri de byekilde gérmeye bgar. Bu anlawa gére sinemadaki kadin karakterin
tek bagina hicbir anlami yoktur, aksine o, erkek kahramanda uyapdinissiyatla var
olmaya mahkimdurzleyici erkek kahramanla kendini 6ztkstirir ve erkek kahramanin
baksini esas alarak onun glctine sahip olma yoluyla dolayli da olsa kadina sahipwaabilir
bu vesileyle de iktidar sahibi olmanin tatmin edici duygusumaryaOynadiklari rolle
kadinlar seyirciye bir bakila-silik mesaji veren ve erotive tghir amaci guden, bire
acik nesnelerdir. Dolayisiyla (edilgen) kadin imgesi, (etkerRezin bakginin bir
malzemesi haline gelir. Bu baka, kadinlar tarafindan icsejtrilmesiyle olsan ve
kadinlarin birbirlerini bu gbzle gérmesine neden olan bicimine'fex@ale connoisseur”

adi verilmektedir.

Foucault, Discipline and Punisin baslangicinda, biri 18. ylzyilin ortalarindan
digeri ise 19. yuzyihn bgarindan iki farkli cezalandirma ydntemini anlatir. Bunlardan
birincisi Kral katili Damiens’dir ve sledigi sucun cezasini, bir dizi cezalandirma
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yonteminin ardindan bedeni en sonunda canl canl parcalatarayrdodeyecektir. [Zer
bir 6rnekse Paris'te gen¢ mahkOmlarin hapishanede uymgkneken kurallardan
bahseder. Bu iki yontem arasinda yalnizca 80 yil olmasigmera cezalandirma
yontemlerinin bu slrecte gdzle goralur bir gidékli ge usradigl gozlemlenmektedir.
Foucault bu dgsimin nedenini, cezalandirmanin kidlen olmaktan c¢ikmasiyla aciklar.
Buna gore cezalandirma sucun kendisi §eutulmaya bglanmsg ve insanlar tarafindan,
yani idami izleyen seyirci tarafindan ayni sucugug&anlilikla tekrar edilmesi olarak
gorulmeye bganmstir. Cezalandirmanin gorsel Bova donigtirilmesi artik beklenen ve
talep edilen bir yontem olmamayastzanis ve bedene uygulanan fiziksel aci ykeinceye
ugrayan bedenin sunulmasinda ©nemli bir rol oynayan seyirci, cezalamimrnana
unsurlari olmaktan cikmstir. Benimsenen bu yeni yénteme gore yeni amag artik bedenden
ziyade daha ulvi bir amag olan ruhu i1slah etmektir. Sirf da bu pizelmlandirmanin daha
seri, daha acisiz ve daha temiz olmasi igin cezalandrmaainda sakingérici enjekte
etmeleri icin doktorlar, mahkdmlarin ruh halleri icin yantda psikologlar
bulundurulmaya bdanms ve giyotin ve asarak idam etme gibi yeni ve daha ¢abuk ida
usulleri getirilmitir. Foucault cezalandirma yéntemindeki bu barigigmi, 18. ylzyilin
ortalarina dgru Avrupa’da orta sinifin yikselmesi ve bunalbalarak iktidar tekelinin
bozulmasina GKdar. Bu slrecte Krallar, iktidari elinde tutma bakimindan fikey
davranmakla sucglanmaya skenms ve yarginin da zayif olgw 6ne sUrGimgtdr.
Olusturulacak yeni sistemde iktidarigiebir sekilde dgitilmasi, tek bir elde toplanmamasi
ve diuzenli ve sistematik bir bicimde her katmana yayilimsas @linmtir. Foucault, bu
tanimlamanin mikemmel bir 6rgieolarak Jeremy Bentham’dan esinlegidPanopticon
imgesinden bahseder. Panopticon, tam ortasinda bir kuleniguoldaika seklinde bir
binadir ve i¢ kismi hiicrelerle bolingtir ve bu kule, tek tek bolinminer bir hiicreye net
bir baks sglamaktadir. Buna karik hiicrelere yerlgirilen kisiler, kulede birinin olup
olmadgini bilememektedir. Hucredeki skistrekli gozetim altindadir ve bu gbzetimden
kagcmasinin bir yolu yoktur. Buradaki ama¢ s6z konusu hicrelerezgalsuclularin
yerlestiriimesi desildir zira bu hicrelere deliler, cocuklar veysciler de konulabilir
boylece, kagilikli siddet; kopya cekme, gurdltt; kavga, hirsizhk, amazhk veya g
geciktirme gibi engellerle kauasiimayacaktir.iste Panopticon’'un etkisi de tam olarak
budur: sirekli bir gorilebilirlik hali yaratmak. Kuledekikkendi gériinmeden, hiicredeki

kisi Uzerinde sUrekli bir gbzetim hali yaratarak byirkin davranglarini kendi kendine
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kontrol almasini gdayacak, ayni zamanda da iktidari bireysellikten cikarakakiarl tek
bir kisiden ¢cok dlzenlisieyen isimsiz bir mekanizma Uzerine oturtacaktir. Panoptgon
zamanda bu mekanizmayi da kontrol edebilecekskivsellige sahiptir. Ortadaki kulede
bulunan k§i, altinda cakanlari ve bu kilerin islerini yapip yapmagini da
gozlemleyebilmektedir, ayni zamanda Panopticon’un bir parcasi alaksi de ani bir
teftisle birlikte izlenebilecektir. Panopticon ayni zamandaskba gorevlier de
gorebilmektedir, hukimli kileri cezalandirmaya, hastalari tedavi etmeygrefcileri
egitmeye, delileri bir alanda tutmaya vecileri gozetim altinda tutmaya yaramaktadir.
Bedenlerin busekilde kullanimina, hastanelerde, atdlyelerde, okullarda, hapishdmele

basvurulabilir.

Foucault'ya gore Panopticon'un amaci bireyleri gbzetim altiodarak bireyler
hakkinda mimkin oldiu kadar cok bilgi sahibi olmaktir, cinkd birskine kadar
gozlemlerse o kadar bilgi sahibi olabilir. Foucault, ginimiz hapetéanin de bu
fikirden, yani Panopticon’dan, yola c¢ikilarak giwruldusunu ve amacin, bireylerin
Ozgurliklerini ellerinden alarak onlari 1slah etmek @lshu savunmaktadir. Bu glamda
Foucault, ginimiz hapishanelerini okullargldtara ve hastanelere, bunlarin hepsini de
nihayetinde hapishanelere benzetmekte ve bu yeni disghtimin giinimiz kurumlarinin
icine igledigini, bu kurumlarin da bireyleri, iktidari icsedleecek raddeye kadar disiplin
altina aldgini savunmaktadir. Buna gore ordu, okul, hastane, hapishane ve exidbgel
yeni disiplin sistemiyle birlikte kullanilabilen ve ggiliilebilen, yani Foucault'nun

deyimiyle “itaatkar bedenler” okturmaktadir.

Feminist elgtirmenler Foucault'nun bu argimaninin feminizm acisindan bir
faydasi olup olmagini tartsmistir ve de targmaktadir. Bu konuda yaygin iki gérurardi,
bir gorls Foucault'nun 6ne surdiklerine katilirken bir g@rigére de Foucault, itaatkar
bedenler olgturan disiplin yontemlerinden bahsederken cinsiyetler arasondayrim
yapmamakla suclanmaktadir. Buna gére Foucault, sanki kadimkgk bedenleri ayni
sistemlere ayni derecede maruz katasina kadin ve erkek bedenleri arasinda bir ayrim
gbzetmemektedir; oysaki kadin bedenleri erkek bedenlerinden fdale itaatkar hale
getirilmistir. Sandra Lee Bartky ve Susan Bordo her ne kadar Fouaaulttks noktasini
kabul etseler de yazdiklari makalelerde Foucualt'nDiscipline and Punistté 6ne

surdigl “itaatkar bedenler’den bahsederken kadin bedenlerinin erkekiedenlerinden
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daha fazla boyunduruk altina alipdve bu sirecte kadin bedenlerinin erkek bedenlere
kiyasla daha fazla gigiice maruz kalmak suretiyle yipratgohdan bahsetmeyerek bir
eksiklik yarattgini dile getirmektedirler. Kadin bedenlerin itaatkgtrldmasinin temelinde
eril baksa maruz kalmalarinin yani sira bu akgselletirmelerinden ve djer kadinlara
yoneltmelerinden kaynaklanan bir “female connoisseur” da vardirb&ks, kadinlarin
panoptik eril baky icsellgtirerek kendi bedenlerini Bralarinin goziyle gorerek
yasamalari ve kontrol altina almalaridir ve unutulmamalidikddin bakyi da eril baky
kadar, hatta belki de daha sert vestlel olabilmektedir. Bartky'ye gore kadin ve erkek
bedenleri arasinda bir ayrim yapmamak cinsiygicifeniden utretmekten blea bir sey
degildir. Bartky itaatkar héle getirilen kadin bedenlerinden bdédesn bazi 6rnekler
vermektedir. Bunlar arasinda, kadinlargtahlarinin sirekli olarak kontrol alinmasi
gereken bigey olarak gérilmesi, gorigérinin ¢sitli dergiler ve programlar aracgiyla

tek tiplestiriimeye ve belirli bir kaliba sokulmak istenmesi gibinékler vardir. Ancak
ironik olan dasudur ki bir kadin kendisinden “beklenen” tiim bu istekleri yeringsgebile

bu, ona, toplumda erkeklere verilen konumuglamayacaktir. Bartky'ye goére kadin
bedeninin busekilde disiplin edilme ydntemi, Foucault'nun Panopticon’'undaki isme ve
cisme sahip olmayan kuledekkisi gibi, isimsizdir. Burada sucu yalnizca erkeklere vk eri
baksa atmak dgru dezildir; nitekim kadinlar da i¢sellgirdikleri bu baksla birlikte strekli
g6zetim altinda yayor gibi davranmaktadir. Modern toplumda iktidar, beden Gzerinde
fiziksel ve siddetli yaptirimlar uygulamayan isimsiz biekilde yuratilmektedir, gézetim
altinda olmasa bile &ii strekli bir gdzetim altinda olgu hissi uyandirilarak kontrol altina
alinmakta, bu da kilerin kendi hareketlerini kendilerinin kontrol etmesiyle

sonuclanmaktadir.

Susan Bordo da ayni konuya daha farkhsekilde, kadin bedenlerinin ¢ektikleri
Uzerinden yakigarak Bartky ile aynsekilde, kadin bedenlerinin ginlik gganin sleyen
sireci icerisinde bile itaatkaslarildigindan bahseder. Biyamada Bordo da tipki Bartky
gibi eril baksa vurgu yapar ama onun asil vurgufadayni zamanda, bu bala ataerkil
olsa da bilhassa eril bakolmadgi ve kadin bakinin da eril balg kadar etkili oldgudur.
Bitin bunlargiginda bu tezin amaci Pat BarkerWmion Streetve Angela Carter'iiNights
at the Circusromanlarinda kadin karakterlerin maruz kaldiklari erkipave toplum
icerisinde kurumlara entegre olgmpanopticonlardan kagn mumkin olup olmagi

incelenecektir.
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Union Street adiyla ayni ismi tayan sokakta yaayan yedi farkli kadinin, Kelly
Brown, Joanne Wilson, Lisa Goddard, Muriel Scaife, Iris King, Blond®alD ve Alice
Bell, birbirinden b@&msiz ancak ayni zamanda birbirinegage gecen hikayelerini
anlatmaktadir. Roman yedi bélimdensohaktadir ve her ne kadar her bir bélumde farkh
bir kadin ele alinsa da bu kadinlarin her biri bigedinin ygamina dokunmaktadir.
Romanin en geng karakterlestzyip en yali karakterle son bulmasi, romanin sugalu
kisir donguye dair bir ipucu vermekte ayni zamanda kadinlaringodayaiksip kaldgi ve
kacamadiina dair bir karamsarlik hissiyatl yaratmaktadir ki zaitgili romanin
incelendgi bélimin amaci da kadinlarigte tam da bu kisir dongiiden kacip kacagadi
ele almaktir. Roman boyunca kadinlar yalnizca toplumsal eeoshik baskilara dg ayni
zamanda evlerinde kocalarinin yagattsozIu, fiziksel veya psikolojilsiddete de maruz
kalmaktadir. Roman her ne kadar kadinlarla ilgili olsa akderin kaderine de aslinda
duyarsiz kalmaz; sanayi sonrasi Britanyaigasinifinin ygadiklari tipki bir domino etkisi
yaratmakta ver her bir mensubunu derinden etkilemektedir. Barbda erkekler desiz,
parasiz, gitimsiz ve yaadiklari baskinin sonucunu kadinlarindan veya cocuklarindan
cikaran bireyler olarak tasvir edilseler de bu romangkdi@amanlari kadinlar olacaktir.
Barker'in bu romanindaki evlilik ve annelik kurumlari, bu tezdegiklarin belirli kaliplar
icerisine sikgtirllmaya calgildigl birer kurum olarak ele alinmaktadir. Kadinlar psikolojik
ve fiziksel bir savayiritmenin yani sira bu romanda, evin maddi acidan butin yukind de
sirtlanmg gozikmektedir. Buna ilaveten kadinlar gqipara kazansin veya kazanmasin,

ev icerisinde kendilerinden butin “kadinlik gérevlerini” yerine gegiari beklenmektedir.

Bu kadinlardan biri kitaptaki Lisa Goddard'dir. Lisa, halihaziiidacocuga ve §siz bir
kocaya sahipken bir de istemgidiiciincl bir cocgla hamiledir. Lisa karakterinin anlagil
romanin kendisiyle ilgili boluminin agilsahnesinde guna vurmasiyla bdar. Bu ilk
baksta acimasiz bir hareket olarak gozikse de aslinda sucdaiaeamak yanitir ¢linki
kendisi de istemegi bir cocugun, evin mali yukinin vessiz ve § arama tenezzlliinde
bile bulunmayan bir kocanin sorumlglinu tagimaktadir. Bu bglamda annelik aslinda bu
romanda, kadinlarin boyunduruk altina algndir kurum olarak sunulmaktadir; bir nevi
tuzaktir ve anne, baba figirinin ortada olmagan dolayr “ideal” bir evlilikte
oldugundan daha fazla yuk stanaktadir: Hem annelik yapmakta, hem gali para
kazanmakta hem cocuklarina hem de kocasina bakmakla yulgimimektedir. Ote

yandan kocasi Brian isessiz olmasina ramen bunu telafi edecek bir davrgtal
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bulunmamakta, Lisa’ya yardim etmemekte hatta Lisa’nigudoicin biriktirdigi parayi
calip ickiye harcayarak hala kendisine hizmet edilmesinienetkte ve Lisa bu konuda
ona cikstiginda da karisini dovmektedir. Asil korkutucu olansa Lisa’'nin bunu gioitik
rutinmiscesine sineye cekmesi yani kendisine uygulanan bu fizikddeti icsellatirip

belki de normallgtirmesi, kabullenmesidir.

Fiziksel siddete maruz kalan giéer bir karakter de mahallenin annesi gibi gortlen
ve bundan keyif duyan, kitaptaki kadinlar arasinda belki de dfi gégen dominant olan
Iris King adll kadindir. Ancak bu bile onun fiziksgtldetten kacmasini gayamamgtir.
Iris, iyi bir anne ve iyi bir ev kadini olmayi saplanti héligetirms bir kadindir.Su anda
yasamakta oldgu Union Street'ten ¢cok daha fakir bir mahalle olan Wharfieebten
geldigi icin temizlik takintisi vardir. Annesi kendisi kiiciksyayken 6ldil icin babasiyla
kalakalmgtir ve babasi ise ona bakmasi icinskza kadinlar tutmgi ve onu sik sik
dovmistir. Bu nedenle Iris, hem bu dayaklardan kagmak icin hem dékefilliline &sik
oldugundan bir an dnce evlenmekte gecikmgimi Evlendikten ¢ hafta sonra ise kocasi
Ted onu ilk kez déver, sebebi de ygineamaninda hazirlamagnolmasidir. Ancak Iris
annesi gibi bir kurban olmayi reddederek eline gegirshtirla kocasina keafik verir. Bu
daha sonraki dayaklari durdurmasa da Iris'in kendine diydsaygiy! yitirmemesini
saslar. Bundan bir stire sonra da bir gece eve sdhichalde yaninda yabanci iki adamla
gelir ve bu adamlari Iris’le odalarina yonlendirir. Iris adamlkovar ve bundan sonra
kocasiyla bir daha hicbir zaman kendi rizasiyla birlidteayacaktir. Bir kadin derlerine
gore daha glclu olsa veya gozikse bile romandaki batin kadintdddegkiris de dahil,
erkeklerin iktidarindan ve kendilerine uygulgadi siddetten kacamaz. Romanin,
Foucault'nun Panopticon kavrargiamasindan farki, Foucaufiddetin evrim gecirerek
artik da@rudan bedenin hedef aligdi bir bicim olmaktan ziyade ruhu islah etmeyi
hedefled§ini savunurken Par Barker'ibnion Streetromaninda goruldiii Uzere kadin
bedeni Uzerinden yirutllefddet, gerek aile icsiddet olsun gerekse tecaviz, kekilde

devam etmektedir.

Diger bir karakter olan 11 ymdaki Kelly Brown, ilk olarak parkta tagtigi ve gin
icerisinde tekrar karlastigl kendisinden yga buylk ve giyinine bakilirsa zengin bir
siniftan gelen bir adamin tecavizingan. Bu kiiyle diyaloga girmesinin bir sebebi bu

adami hi¢ tanimagh babasinin yerine koymasi ve bu adamin kendisine, daha dnce hi¢
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kimsenin, annesinin, kiz kargein bile bakmadii bir sekilde bakmasi, hatta bu bglirin
onu ‘“yarattgl” hissi vermesidir. Burada Mulvey'nin bakila-silik kakrea atifta
bulunulmaktadir. Kelly’nin, adamin balarinin, yani bakila-sgn tamamen farkindadir
hatta bu bakl da i¢sellgtirmektedir. GUnin sonunda adam, Kelly'ye kestirme bir yol
gosterme bahanesiyle onu terk edflrbir fabrikaya yonlendirir. Aslinda bu tecaviziin
sinifsal bir boyutu da olgunun bir goOstergesidir. Zengin ve caninin igigdi
yapabilecgine inanan bir adam ve terk edikrir isci sinifi fabrikasi, siniflar arasi bir
¢catsmanin ve sanayi sonrasi Britanya’nin da icinde bulgadiurumun bir gostergesidir.
Kelly, ne yazik ki tecaviizinden kagamaz ve bu olay Kellygnd topluliguna duydgu
son guven duygusundan da koparacaktir. Sanayi sonrasi toplumda, adetdieria de
kadinlarin da gerelssizlik oranlari, gerek ekonomik buhran dolayisiyla etkiighdogru
olsa da bu oOrneklerde goriulglii Gzere kadin bedenleri bu sireclerden daha fazla
etkilenmekte, cunki fiziksel olarak daha gucli glduw hisseden ve hissettiren 6fkeli
erkekler de ofkelerini kadin bedenleri Uzerinden cikaralkitewdr. Tecaviiz aslinda
yalnizca evlilik miessesesisdgerceklgen, bir tarafin riza gostermedili skiler degildir;
nitekim Iris’in kocasiyla — eve bir gece iki adam getismé ardindan — bir daha asla

isteyerek birlikte olmamasi da Lisa’'nin istermgdiamileliginin temelinde yatiyor olabilir.

Romandaki kadina yoénelikiddet ve eril balgin yani sira bir de kadinlarin bu
baksi icsellgtirmesi ve dger kadinlara yoneltmesinden kaynaklanan “female connoisseur”
vardir. Susan Bordo bunu, ataer@lti, kadinlarin da katkida bulungiw ve bu katkidan
dolay! ddullendirdii bir sistem olarak aciklar. Buna goére kadinlar, “erkeklegitikiine”
dahil olmak veya belki de varliklarina erkeklerin goziinde rbesruiyet kazandirmak
acisindan gger kadinlari radarlarina alarak ve eril kakionlara yapgini tekrar tGreterek
mevcut baskiya bir yenisini daha ekler. Bu nedenledir ki Bgedgbre balg, ataerkil olsa
da aslinda tam olarak egges ait deildir, kadinlar da buna dahil olabilmektedir. Bunun
romandaki en belirgin 6r@ge Kelly'nin annesi Mrs. Brown'un, Kelly’'nin tecavize
ugramasinin ardindan — ki Kelly’'nin tecavizgradigl olayin Uzerinden haftalar gectikten
sonra Kelly'nin bir giin artik dayanamayipglgk cigliga veryansin etmesinin ardindan
ortaya cikar ki kadinlara gore bu da Mrs. Brown'in annelik mesadeki eksikfinin bir
diger dsavurumudur, ¢inki Mrs. Brown gecelerini barlarda icki icerekeve erkek
getirerek gecirmektedir. Ancagu vurgulanmalidir ki romanin Mrs. Brown'i yerden yere

vurmak gibi bir derdi yoktur, roman yalnizca olan biteni aktdtachr, tam olarak bir
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suclu aramaz zaten arasa dahi suclu tek tek bireyéddile- mahalledeki dier kadinlarin
elestirel ve ayiplayici baklarina maruz kalmasidir. Bu kadinlara gére Mrs. Brown kizini
korumali ve onu daima go6zetim altinda tutmalidir ancak aslmdada elgirilmesi
gereken genc bir kizi tecaviiz gdairu yapan ideolojik ve ekonomik etmenlerdir ve roman

da aslinda bunu vurgulamaktadir.

Peki, romandaki kadinlarin Panopticon’dan kagiimkin midir? Aslinda bu tek
tek bireylere indirgenirse buna dair birka¢ 6rnek vardir. Buddgrudan Panopticon’dan
kacs olmasa da kadinlarin bireysel olarak kendilerini kurbannbalkjetiren sisteme
yaptiklari mudahalenin birer orgidir. Bunlardan birincisi bir bgka karakter Joanne
Wilson'in, hamile oldgu haberini erkek arkaggla paylamasinin ardindan erkek
arkadainin onunla ilskiye girmek istemesi ve bu gkinin seyrinde @lanin, sanki bekg
distirmek istermycesine sert hareketlerde bulunurken Joanne’in de ilk 6nce buaadays
sonrasinda koruma icgudustiyle buna direnmesidir. Bu sahnenin ardindare dokek
arkadal Ken'i, bir nevi iktidarsizlgtirir ve etkisiz hale getirir, kendi iradesini devreye
sokarak Ken'in iradesine karkoyar ve bu kendi ana ele alindiinda yapisi itibariyle bir

tur isyandir.

Bir diger 6rnek Kelly’nin, tecaviiziin ardindan kendini koruma icgudustykekerk
kiyafetleri giymeye bgdayip saclarini kisacik kestirmesi, geceleri hala klaka ¢ikmaya
devam etmesi ve bu slregte zengin bir ailenin evine girmesi, evin yatakiati@snadgin
etmesi, daha sonra okuluna gitmesi, Kilden ayip kelimeleri tahtaya yazmasi — bu
disavurum aslinda icinde yadiklarinin ¢ok kicik bir yansimasidir nitekim dil, Kelly’'nin
yasadiklarini ifade etmesi konusunda yeterli gelmemektedir sor@asinda da sinifin

ortasina tuvaletini yapmasi vardir.

Bu kitapta kaga dair iki ana 6rnek vardir. Bunlardan ilki, Lisa Goddard’'in
istemedgi bebei dogurduktan sonra onu asla kabullenergeywe bebge annelik
icgudisiyle yaklgamaysinin, bebgin bezinde kan gérmesinin ardindargigmesidir. O
bebgin annesi oldgunu ilk defa o zaman hisseder ve kani goriince kotisdoyr
oldugundan endie eder ancak hemelerle kongmasinin ardindan bunun adet kanamasi
oldugunu ve bunun kiz bebeklerde gorulekdldi 6grenir ve ilk defa o zaman kiziyla
arasinda bir hba hisseder; kadin olmanin ve kizinin da kendisayacaklarini
yasayabilecgini disinmekten kaynaklanan bir galkinci 6rnekse kitabin en son
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boluminde go6rulmektedir. Romanin enslyakarakteri olan Alice Bell, kendine
bakamadiindan o6tura glu ve gelini tarafindan hastaneye yatirilmaktansa onudiroak

icin bir parka gider ve banka oturur ve Kelly ile &asir. 76 yagindaki Alice ile 11
yasindaki Kelly’nin bu kagilasmasi ve el ele tugmalari romanin da budma noktasidir ve
kadinlarin bu kacginilmaz kaderlerinigganaktansa bu gight! deistirebileceklerinin, ortak

bir aci ve bir tir dayagma cercevesinde bir araya gelebileceklerinin bir kadmitUnion
Streetgenel anlamda gelege dair cok az umut vermektedir ancak romanin sonundaki bu
sahne, kadinlar igin birbirlerini gergekten anlamalari durumurade@icon’dan kagin

mamkin oldgunu géstermektedir.

Tezin konusu olan ikinci roman Angela CartemNights at the Circusdl eseridir.
Roman aslinda Sophia Fevvers adli bir kadinin hikayesininaak&adir. Bu kadin bir
yumurtadan c¢ikgini, normal bir dgum sireciyle dinyaya gelmétii — hatta bunun
kaniti olarak da gobek dgii olmadgini — iddia etmektedir. Fevvers, annesi yerine
koydusu Lizzie ile birlikte baina gelenleri anlatir. Roman, Fevvers’in hayat hikayesini,
kendisiyle bir muilakat yapan Amerikali gazeteci Jack sédh anlatmasiyla biar.
Fevvers bir sirkte cagilmaktadir ve merakli gbzlerin kaginilmaz adresidir ve bitiin diinyanin
merak ettgi soru da Fevvers'in gercek mi olglu yoksa bir sahtekar mi olgudur.
Walser'in da amaci Fevvers'in maskesinisidinek ve onun bir sahtekar ofglinu
kanitlamaktir, bu nedenledir ki Fevvers'in galakta oldgu sirke —palyaco goéreviyle —
katilir ve hikayesini yakin bigekilde incelemeye Béar. ilerleyen bélimlerde sevgili

olacaklar ve Walser da aslinda avciyken bir nevi av konumuweelkiir.

Fevvers, anlattiklarina gore daha bebekken Lizzie'nigtgaligenelevin kapisina
birakilms ve burada Lizzie ve ger kadinlar tarafindan buyutulgtir. Aslinda tzerindeki
en buyik emek de genelevin sahibi ve kadinlarin bir nevi yaegosi Ma Nelson'dir.
Fevvers, gorundiolarak da davragmiolarak da “geleneksel” kadin imajindan uzaktir.
Upuzun bir boyu, iri bir viicudu, sapsari saclar ve y@aair blyuk birgtahi vardir. Bu
istah ve vlcut hareketleri dyle bir boyuttadir ki onunla g yapan Walser ilk Qta
Fevvers'in bir erkek olabilegsden bilesiphelenir. Fevvers aslinda bedensel formuyla
bilindik kadinsilgin ve kadinlgin dsarisina ¢ikmtir. Kendisini Susan Bordo’nun 6ne
surdigl gibi, ne minimal boyutlara indirger ne géahina dem vurur. Fevvers’in bu dguu

evlilige bakgini da yansitmaktadir, bu gglér de Lizzi'nin fikirlerini yansimasidir. Bu
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fikirle birlikte roman aslinda kari ve kocanin evlilik mgesesinde birkenesiyle elde
edilen birligin yalnizca evlilge has olmadgini sdylemekte ve bu genelevi, oldukc¢a olumlu
bir havada, bir tlr kiz kardik yuvasi olarak gostermektedir. Ma Nelson’in ani élimuand
takiben ellerindeki para da bitince Fevvers mecburersngak durumunda kalir ve bu
sebeple Madam Schreck’in kadin canavarlar mizesinde, Lizzi&agl c¢ikmalarina
ragmen ke balar. Bu mizede kadinlar birer obje olarak erkeklerirsifdtk zevkleri icin
sunulmaktadir. Burada c¢gdin kadinlar da kadinlara atfedilen ve kadinlarlgdagtirilan
¢ssitli bozukluklari temsil etmektedir. Wiltshire Wonder ¢oligkik neredeyse oyuncak bir
kadin boyutundadir ve bu erkekler arasinda elden eletodiaasina neden olngtur.
Fanny the Four Eyes, gds uclarinin olmasi gerefti yerde bir ¢ift gbze daha sahip
oldugu icin bebek sahibi olamayaggadan ¢inki belig gozyaiyla besleyemeyegmnden
korkmakta ve Uzulmektedir. Uyuyan Guzel ise ergenlikten pénde sadece bir kez
uyanan bir kizdir. Uyku aslinda bir kacydntemidir onun icgin. Kadin Canavarlar
muzesindeki kadinlar ancak ve ancak Madame Schreckin 6limundmdan

kurtulabileceklerdir.

Fevvers'in bitiin bu nesnejteilmeden kacmasekillerine gelinirse Fewvvers, eril
velya kadin bakin merkezi olmaktan kurtulamayagal anladgl icin bu baksgi kendi
istedigi dogrultuda ve istedi kadar kullanmayi secer. Onun igin temsil @tgorintindn
bir 6nemi yoktur, o sadece ruhunu Foucault tarzi bir disiplin ydine maruz birakmaz,

bedenine ne yapilgh umurunda dgidir.

Romanin Panopticon imgesi ile en acgifragisi, romanin icerisinde yer alan
tamamen kadinlardan glan Sibirya’nin ortasinda ¢a edilmg bir hapishanedir. Bu kisim
cok kisa olsa da romanin merkezlerinden birinstolumaktadir. Burada, kocalarini veya
partnerlerini 6ldirmgi olan ve bunun cezasini ¢cekmek, tdvbe etmek icin Panopticon tarzi
hapishanedeki hucrelere yetiglen kadinlardan olgmaktadir. Carter bu romandaki
Panopticon’u, Foucault'nun Panopticon’u Uzerin@iptse de aralarinda farkliliklar vardir.
Bunlarin birincisi, Nights at the Circuslaki hapishanenin tamamen kadinlardan
olusmasidir. O kadar ki, gorevli gardiyanlardan kuledesiyki kadar hepsi kadindir, ¢link(
daha 6nce de vurgularggigibi ataerkil yapinin, sureklgini sgglamak icin dayasma
gostermeyen kadinlara da ihtiyaci vardir ve kuledeki Cosinkesde tipki mizedeki

Madame Schreck gibi bu kadinlardan yalnizca biridigeDibir fark da Foucault, kagn
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mamkin olmadiini séylerkerNights at the Circugaki hapishanedeki kadin mahkdmlarin
Panopticon’dan kacabilmesidir. Bu bakimdBiapishanenin Dgusu’'nda 6ne surllenin

aksine Carter'in romanindaki kadinlar ruhlarinin islah ediimesine koyabilmektedir.

Sonug olarak her iki roman da kadinlarin toplum icerisinde maaldakkari baks
ve bu dg@rultuda sdrdurdikleri Foucault tarzi bir modern sistemdeki yerinden
bahsetmektedir. Barker'tdnion Street gercekgi (realist) bir romanken CarterNights at
the Circusu blyull gercekcilikle (magical realism) g@estirilan bir romandir. Her ne
kadar kag@ temasinin Carter'da daha miamkin goézikmesinin altinda romanimibice
yattigl disinulse de aslinda sebep yalnizca Fevvers'in icinde butunzior durumlardan
kanatlarini kullanip kacabilmesi glklir. Fevvers bunu yapmasinin yani sira cinsiyetin
kurgusallgina yaptgi vurgu ve bu amacla Ustlegidi asir kadinsi davraglariyla
Panopticon’dan kacabilmektediXights at the Circusyni zamanda Fevvers karakterinin
yani sira dier kadin karakterlerin de toplum icerisindeki panopticonlarlagsinin
basarilabilir oldusunu vurgulamaktadir ancak bunu yapmanin tek yolu kadinlarin
birbirlerini sevmeyi ve anlamayigéenmesinden ge¢cmektedir. Bu demekildir ki Union
Streetbu konuda bgarisiz olmaktadir. Tam tersine romanin sonundaki sahnede Keelly il
Alice’in el ele tutymasi kadinlarin bir tir kiz karglik ve dayangma kurma yolunda

olabilecgine dair bir umut tgmaktadir.
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APPENDIX B: TEZ FOTOKOP iSI iziN FORMU

ENSTITU

Fen Bilimleri Enstitisi

Sosyal Bilimler Enstitisu X

Uygulamali Matematik Enstitlisi

Enformatik Enstitlisi |:|

Deniz Bilimleri Enstitisu

YAZARIN

Soyadi . Atar

Adi : Merve

Bolumii :Ingiliz Edebiyati

TEZIN ADI (ingilizce) : Feminist Possibilities of Escape From the Panopticon in
Pat Barker'dJnion Streetand Angela Carter’Nlights at the Circus

TEZIN TURU: Yuksek Lisans X Doktora

Tezimin tamamindan kaynak gosterilmektiyla fotokopi alinabilir.

Tezimin igindekiler sayfasi, 6zet, indeks sayfalarindan ve/veya bi
bolimiunden kaynak gosterilmeértiyla fotokopi alinabilir.

Tezimden bir (1) yil siireyle fotokopi alinamaz. X

TEZIN KUTUPHANEYE TESL iM TARiHi:
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