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This paper examines the role of women in Edward 

Bond’s plays as agents of social and political change. It 

investigates how Bond reconstructs history through 

female characters. The focus is on their challenge to 

oppression and their transformative potential. Edward 

Bond, known for politically charged plays, critiques 

historical and contemporary injustices. He highlights 

power dynamics and systemic oppression. It examines 

how these characters contribute to women’s vision of 

equity and humanity. Bond’s writings are also used to 

contextualize his treatment of gender and power. The 

analysis connects female characters’ roles to Bond’s 

social critique. The analysis shows that Bond’s female 

characters act as moral and social catalysts. They expose 

systemic flaws and inspire change. Some women are 

victims of oppression, while others resist through 

defiance and solidarity. Their stories critique capitalism, 

war, and authoritarianism. They highlight Bond’s ideas 

of collective responsibility and historical awareness. 

The study finds that women in Bond’s plays are active 

participants in reimagining history. Their struggles and 

resistance show the possibility of societal 

transformation. Edward Bond reconstructs history by 

making women central to social and political change. 

Their resilience and resistance critique capitalist 

systems. Bond advocates for a future built on empathy, 

justice, and human dignity. This study deepens 

understanding of Bond’s theatre and the role of women 

in fostering change 

 
  

https://doi.org/10.59890/ijasr.v3i2.461
http://creativecommons.org/licenses/by/4.0/
http://creativecommons.org/licenses/by/4.0/
http://creativecommons.org/licenses/by/4.0/
http://creativecommons.org/licenses/by/4.0/


Nazki 

94 
 

INTRODUCTION 
Edward Bond, a leading figure in modern British drama, is widely 

recognized for his politically charged plays. His works challenge the status quo 
by addressing systemic oppression and historical injustices. Bond critiques 
capitalism, war, and authoritarianism, highlighting their human cost. His theatre 
emphasizes how these systems perpetuate inequality and violence. Among his 
themes, the representation of women is significant yet underexplored. Bond’s 
female characters reflect societal oppression while embodying resistance and 
hope. Through their narratives, he explores the intersections of gender, class, and 
power. Bond highlights women’s role in shaping history and driving change. 
Plays like Saved (1965) and Lear (1971) showcase Bond’s brutal realism and sharp 
critique of society. Women occupy pivotal roles in these works. They confront 
systemic oppression and assert agency in various ways. However, these 
characters often exist within frameworks of structural violence. This highlights 
their challenges and their potential to disrupt such systems. This duality forms a 
cornerstone of Bond’s political theatre, where the personal and political are 
linked. 
 

LITERATURE REVIEW 
Despite Bond’s prominence, limited attention is given to women’s roles in 

his plays. Most research focuses on his critiques of capitalism, violence, and 
authoritarianism. There is less emphasis on how these critiques intersect with 
gender dynamics. Bond’s female characters often serve as victims and agents, 
showing the complexities of their positions. This raises critical questions. How 
does Bond reconstruct history through female characters? What roles do they 
play in exposing flaws, challenging norms, and driving transformation? How do 
their narratives reflect Bond’s vision of an equitable society? This study examines 
the role of women in Edward Bond’s plays. It explores their significance in his 
depictions of social and political change. Specifically, it investigates how Bond 
reconstructs history through the experiences of female characters. It also 
highlights their roles in resisting oppression and fostering transformative 
possibilities. The research places Bond’s portrayal of women in his political 
theatre. It shows how his works contribute to discussions about gender, power, 
and justice. 

This study argues that Bond positions women as central to his critique of 
society. They act as key agents of historical and social reimagination. Through 
their struggles, resilience, and defiance, Bond’s female characters expose 
systemic flaws. They also embody the potential for societal transformation. Their 
narratives provide a critical lens on the intersections of gender, class, and power. 
This reflects Bond’s vision of a just and humane society. This research contributes 
to understanding Bond’s theatre by focusing on women. It highlights the often-
overlooked role of female characters in his works. By focusing on their 
experiences and agency, the study displays feminine role in advocating rational 
society in Bond’s political drama. It offers new perspectives on Bond’s plays. The 
findings also contribute to broader discussions on gender representation in 
political theatre. They emphasize the need to address gender inequities in 
narratives of change. The study shows how women’s roles in theatre reflect and 
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challenge injustices. It is relevant to Bond’s works and feminist and political 
theatre discourses. 

This study focuses on selected plays, including Saved (1965) and Lear 
(1971) and The Women. These works depict women as both products of 
oppression and agents of change. The analysis centers on textual examination, 
particularly character development and dialogue. It does not extend to live 
performances or adaptations. The research emphasizes gender and power but 
does not comprehensively address race or sexuality. These intersecting identities 
could further influence the experiences of Bond’s characters. The study uses close 
textual analysis to examine Bond’s selected plays. It focuses on character 
development, dialogue, and plot structure. This uncovers the thematic and 
symbolic significance of female characters. Their roles in exposing systemic flaws 
and driving change are explored. Secondary sources, including feminist theatre 
criticism, provide context. Bond’s theoretical writings deepen the analysis. This 
interdisciplinary approach allows for a nuanced understanding of Bond’s 
treatment of women. 
 
METHODOLOGY 

The paper is divided into five sections. The first section introduces the 
study. It outlines the background, research problem, objectives, thesis statement, 
significance, scope, methodology, and structure. The second section explores 
existing research on Bond’s critiques of capitalism and systemic violence. It 
highlights the gap in scholarship on gender dynamics. The third section outlines 
the methodology in detail. It explains the textual analysis process and use of 
secondary sources. The fourth section presents the findings. It focuses on the 
roles and narratives of female characters. This analysis examines their struggles, 
resistance, and transformative potential. The final section concludes the study. It 
summarizes the findings, discusses implications, and suggests areas for further 
research. 
 
RESULT AND DISCUSSION 
Judith Butler and Gender Performativity 

Judith Butler and bell hooks have reshaped our understanding of how 
power works. They show that power is not only exerted through domination or 
violence. In Gender Trouble (1990), Judith Butler introduces the ground breaking 
concept of gender performativity. She argues that gender is not a fixed essence 
or biological fact but is instead constituted through repeated actions, behaviors, 
and language. “Gender is the repeated stylization of the body, a set of repeated 
acts within a highly rigid regulatory frame” (Butler, 1990: 45). This means that 
gender identities are not derived from an innate self but are instead constructed 
through societal norms and expectations. Butler challenges the idea of a stable or 
coherent gender identity, asserting that “There is no gender identity behind the 
expressions of gender; that identity is performatively constituted by the very 
‘expressions’ that are said to be its results” (Butler, 25). Through this lens, gender 
is seen as a performance rather than a fixed reality. Power operates through the 
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repetition of gender norms, which individuals internalize and reproduce. These 
norms not only regulate behavior but also shape desires, bodies, and identities. 
Resistance, according to Butler, involves disrupting these performances and 
exposing their constructed nature. “Subversive repetitions” (Butler, 148) 
challenge the hegemony of gender norms by revealing their instability. For 
feminist theorists like Butler, gender’s performative nature highlights how 
power lies in the normalization of certain behaviors. Deviations from these norms 
are often punished or marginalized, as society enforces conformity to maintain 
its power structures. 

Edward Bond’s plays resonate deeply with Judith Butler’s insights on 
gender as performative. This is evident in his portrayal of female characters that 
navigate and challenge societal norms. Butler’s theory argues that gender is not 
an innate quality. Instead, it is a series of acts and behaviors reinforced by societal 
expectations. This idea finds fertile ground in Bond’s works. His female 
characters often resist rigid, pre-determined identities. Through this, they carve 
out space for alternative forms of agency and self-definition. In Saved, Bond’s 
depiction of women highlights the tension between individual autonomy and 
societal pressure. Pam, for instance, embodies a complex interplay of resistance 
and compliance. Her refusal to conform to conventional expectations of 
femininity and motherhood reveals the performative nature of gender roles. This 
resistance, however, is not simple or without consequence. It reveals the 
oppressive structures that limit personal freedom. By refusing to align with 
traditional roles, Pam’s character critiques the cultural norms that dictate 
behavior. She exposes these norms as arbitrary constructs rather than inherent 
truths. Bond’s female characters do more than resist—they subvert. Through 
their defiance, these characters undermine the norms that seek to define them. 
They reveal the fragility of societal expectations. This subversion creates 
moments of profound tension in Bond’s plays. It forces audiences to confront the 
dissonance between individuality and conformity. His works critique rigid 
frameworks that define gender, advocating for identity as fluid and dynamic. By 
showing gender as a socially constructed performance, Bond aligns with Butler’s 
vision of agency. He presents agency as the capacity to challenge normative 
frameworks. Through their resistance and defiance, Bond’s female characters 
show how theater can question and destabilize cultural assumptions. 
Bell Hooks and Intersectionality 

In Feminist Theory: From Margin to Center (2000), bell hooks emphasize 
the interconnected nature of oppressions, introducing the concept of 
intersectionality. For hooks, gender oppression cannot be understood in 
isolation; it must be analyzed alongside race, class, and sexuality. “Feminism is 
for everybody” (Hooks, 9), she argues, and to achieve true liberation, it must 
address these overlapping systems of power. Hooks critiques mainstream 
feminism for its failure to consider the experiences of women from marginalized 
communities. “Privileged-class white women have made feminist movement 
serve their own ends” (Hooks, 2). She calls for a more inclusive feminism that 
recognizes how power operates through societal norms to enforce hierarchies 
across multiple identity categories. “Oppression is not simply the result of 
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individual acts but is embedded in systems that normalize domination” (hooks, 
4). Hooks’ theory of intersectionality helps illuminate the complexities of Bond’s 
female characters. These women are not merely oppressed by gender norms; they 
are also shaped by their class positions, social roles, and cultural contexts. Their 
resistance is multifaceted, addressing not only gendered oppression but also 
broader systems of domination, such as capitalism and patriarchy. “When 
women and men understand that feminism is a struggle to end sexist oppression, 
they begin to understand that it is fundamentally a class struggle” (hooks, 36). 

Edward Bond’s plays, such as The Woman and Bingo, examine the 
interplay between gender and class oppression. His female characters resist both 
their societal roles and the structures that reinforce them. These women’s 
struggles go beyond gender, showing how oppression operates on multiple 
levels. This highlights the intersectionality of oppression—a concept central to 
bell hooks’ work. Hooks emphasizes that systems of domination, such as 
patriarchy and capitalism, function together. They shape individuals’ 
experiences in complex and interconnected ways. Bond’s female characters 
reflect this idea. Their resistance addresses both gender norms and the 
socioeconomic systems sustaining their marginalization. In The Woman, the 
protagonist challenges her role within patriarchal and class hierarchies. She 
refuses to accept her position as a victim of historical and societal forces. In Bingo, 
Bond depicts women navigating the oppressive dynamics of class exploitation. 
Their labor and lives are undervalued. These acts of defiance critique the 
interconnected nature of systemic power structures. They show how gender and 
class oppression reinforce each other. Through these portrayals, Bond’s plays 
align with hooks’ intersectional framework. They offer resistance that addresses 
gender and socio-economic realities. His female characters challenge intertwined 
systems, creating a broader critique of oppression. 

Edward Bond’s plays vividly dramatize these mechanisms of power. They 
often expose their oppressive reach and the potential for resistance. His works 
showcase how female characters resist and subvert forces that seek to define 
them. For instance, in The War Plays, (1985) women’s defiance of patriarchal 
norms illustrates the destabilizing potential of nonconformity. Their resistance 
aligns with Butler’s claim that “The possibilities of gender transformation are to 
be found in the arbitrary relation between acts and identities” (Butler, 140). By 
refusing to comply with conventional gender roles, these characters disrupt 
systems of power that constrain their agency. Through their defiance, they 
demonstrate how identity can be reimagined as fluid and dynamic. They 
challenge the rigidity of societal expectations. 

Hooks’ intersectional framework adds another dimension to 
understanding Bond’s characters. By situating their struggles within broader 
social contexts, hooks provide a lens for examining how these women navigate 
multiple layers of oppression. As hooks observes, “Solidarity is not the same as 
support. To experience solidarity, we must have a community of interests, shared 
beliefs, and goals around which to unite” (hooks, 67). This idea resonates strongly 
in Bond’s portrayal of collective resistance. His female characters do not resist in 
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isolation. They often draw strength from collective defiance. They confront 
intersecting systems of domination encompassing gender, class, and societal 
hierarchies. Their struggles emphasize the importance of solidarity and shared 
goals in fighting oppression. 

Judith Butler and bell hooks have fundamentally altered our 
understanding of power, identity, and resistance. They show how power 
operates through everyday mechanisms and intersecting systems of oppression. 
They offer valuable frameworks for analyzing Bond’s female characters. Through 
their struggles against societal norms, these women challenge gendered 
expectations and the broader structures sustaining their subjugation. Butler 
writes, “Agency is to be found precisely at the site where identity is most 
vigorously constituted” (Butler, 15). Hooks complements this view by asserting, 
“The struggle to end oppression involves the creation of a new consciousness” 
(hooks, 22). Together, their theories illuminate the transformative potential of 
resistance. Bond’s plays, through subversive portrayals of women, reveal how 
defiance can destabilize systems of power. They show how it can also imagine 
new possibilities for agency and solidarity. 

The Woman (1978) is a play about Trojan War and its consequences. This 
play is divided into two parts: the first concerns the ravages of the Trojan War 
and the second depicts the new life of Hecuba, the Trojan queen, and of Ismene, 
the wife of the Greek general Heros. In this play Bond rewrites mythic material 
to reflect the broader issues of a different historical moment. Despite the 
historical setting, the play is a tragedy concerned with the function of ideology 
within postmodernity. Bond’s purpose in the play is not to revive the classical 
Greek tragedy as for him classics have outlived their usefulness. Jenny Spencer 
observes “Bond competes with the Greek on their own terms, rewriting mythic 
material to reflect the broad issues of a different historical movement” (Spencer, 
1992: 94-95). Bond’s play is a response to the uncritical assumption on which 
revivals of Greek tragedy were usually based in the 1970s. His preference of 
subject-matter reveals his interest in the theatre as a public forum that deals with 
large social issues. 

This play shows the conflict between Greece and Troy over the “statue of 
the Goddess of Good Fortune”. For them it is a material embodiment of destiny. 
The act of regaining it from Troy is the only cause of the war. Bond is criticising 
the very notion of the thirst for nuclear bombs that modern countries are after 
because it gives them a guarantee for defence. Bond here poses a question, why 
do we need statue or nuclear bombs when we are not aggressive like animals? 
These irrational motives only serve the interests of greedy rulers. In the struggle 
for power between Greek and Troy, the statue “plays a central ideological role 
representing the same thing for both Greeks and Trojans― economic and military 
strength on which their survival depends” (Spencer, 101). Bond shows two 
societies, Athens and Troy, in their silly struggle for the statue, which creates a 
barrier to develop any mutual understanding between the two. Bond reflects 
upon the “divisiveness of war, the alienation of one nationality from another, and 
the separation of human beings in the name of a meaningless abstract idea” 
(Worth: 264).This fortune is stolen from the Greeks by Priam, the king of Troy. 
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The mean political atmosphere is presented through the joint suspicion of Greeks 
and Trojans which creates a barrier in any positive solution to the war. From the 
beginning, Heros is obsessed with the statue, “we haven’t got the statue to give 
us the good fortune to win the war” (175). Heros illogically thinks that Trojan 
downfall is inescapable because they are clutching the supreme goddess “agains 
her will” which will bring them “greatest misfortune” (175).  

Hero’s mania with the statue is an irrational desire which will bring the 
retribution and suffering. He claims his gesture of bringing the statue back to 
protect his people but it actually proves his irrational obsession. In spite of Hero’s 
“republican and democratic claims, the city he means to build is to be laid on a 
foundation of slavery, violence and cruelty” (Hay and Roberts, 1980: 251). He 
even failed to develop a genuine emotional bond with his wife like Shakespeare 
in Bingo. When he finds an opportunity to take the statue from Troy, he is not 
concerned about the safety of his wife but his reputation, “What sort of a 
welcome would I get in Athens? Come home with a stone and no wife? (196). His 
dictatorship controls the island life through political rhetoric of violence, which 
Nestor and the Greek soldiers seek to get rid of, “The Athenians don’t even want 
his statue” (253). His irresistible desire for statue delineates the bourgeois longing 
for a lost object. He “sticks doggedly to a fatalistic belief that he must get the 
statue to ensure the prosperity of his new city. While Hecuba is rational about 
the statue - it is just a stone ...” (Hay and Roberts, 251).  

Hero is a Greek leader and like Lear, “implacable and cruel, he rationalises 
his desire for fame and fortune with appeals to honour, duty and the common 
good” (Spencer, 96). He believes that his interests are universal and the good 
fortune of Athens is the good fortune of all. His blindness is conveyed by Hecuba, 
“Remember Troy! The cost! I told him: go! We begged! Nothing could move him! 
Is it a wonder he is dead?” (106). 

Bond imagines ‘radical doubt and innocence’ as the highest truth of which 
Hero’s wife Ismene is an embodiment. This doubt excludes any irrational 
obsession. When Ismene is granted freedom from Hecuba’s custody, she is tried 
by Hero’s for treachery. Her unwillingness to defend herself is coupled with her 
desire to denounce the war, “In Troy I saw the people suffer. Young men crippled 
or killed, their parents in despair and dying of disease. I shall do all I can to stop 
this. If the sight of them hadn’t made my mouth dry, I would have sung it!” (211-
12). She explains that she was not compelled to do it. She is resolute to condemn 
the war through her newly found vision. This vision enables her to take a stand 
as Tony Coult says “against the waging of war, which is humanistic appeal. She 
believes that world is fundamentally a rational place. What she does is more than 
just make an appeal; she does affirm a belief in the values of faith and 
understanding and reason” (Coult, 1978: 116). This new faith emboldened her 
and she “walks round the wall of Troy, openly accusing the Greek officers in 
front of their own men” (Hay and Roberts, 247). She is awakening to a 
consciousness that seeks to condemn suffering.  

Ismene uses a language of protest against Greeks for waging war. When 
Heroes expresses strong disapproval by sentencing her to death, she responds 
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“Many people die in saying what I have said. Who are they? Who killed them? 
How many more will die and who’ll know” (211). After her death sentence she 
has no fears and makes up her mind to speak the truth “I shall sit in the dark and 
listen till the last wail. so that the truth is recorded on earth” (212). Bond in an 
unpublished interview with Tony Coult says that, Ismene: 

Believes that the world is fundamentally a rational place and therefore to 
rationally record the truth is a valuable thing because it becomes a part of the 
experience of other people and changes them. What she does is more than just 
make an appeal; she does affirm a belief in the values of faith and understanding 
and reason (qtd in Spencer, 103).  

Ismene has realized her ability to question authority that Bond sees as 
essential factor in one’s self-humanization. This critical faculty aligns with Bond’s 
belief that “theatre must challenge the systems and ideologies that perpetuate 
violence and inhumanity” (Luckhurst, 2008: 57). Hecuba like Ismene is endowed 
with a logic that refuses the ideology of war. “Ismene resembles Antigone in her 
unrepentant declaration of the senselessness of war.” (Bulman, 1986: 505:15) 
Hecuba is a figure of reason in the midst of irrationality. While she wants peace, 
she does not trust the Greeks who are no longer in the domain of rationality. She 
sees their stupidity in enslaving themselves to an ideology of national destiny. In 
her meet up with a Greek envoy, she clearly reveals her future plans which unlike 
Hero’s will have no dependence on statue, “Perhaps I shall just destroy the 
statue. Only a fool would stay for a statue that didn’t exist, but only a fool would 
have sat out there for five years” (188). Left alone with Ismene, Hecuba further 
challenges her beliefs, when Ismene takes a firm stand that the Greeks are 
trustworthy because Athens is a republic. Hecuba is annoyed and remarks “As 
to Athens a republic. Well, your husband’s family is the richest in Athens and 
money buys power. Shall we tell the truth?” (191). Hecuba insists that Heros “will 
burn Troy to the ground” (191). This aligns with Catherine Itzin’s observation 
that Bond’s female characters often “dissect the hypocrisies and irrationalities of 
patriarchal power structures” (Itzin, 1980: 112). 

Hecuba’s blinding in one eye to block Heros (a symbol of her past) out of 
her vision concludes with the apprehension that she can still see him. She longs 
for forgetfulness from the past, “to die quietly here, in dignity” (72), listening to 
the sound of sea. Without any historical awareness, Hecuba has simply closed 
her eyes and mind. Her journey on the shore of an island, “half outside the 
world” (246), is a short-lived break from the past and her freedom is intruded by 
it. This is the past Bond’s Lear, Shakespeare and Hecuba seek to escape. Hecuba 
discloses that this realm of freedom is still inhabited by the war when she says, 
“it’s the last day of the war that destroyed my city” (258). Bond talks of Hecuba 
as “a female Lear, because the pattern of development each character undergoes 
is certainly similar.  an attempt to withdraw from the world, followed by a 
decision to take action” (Hay and Roberts, 240). Hecuba realises the need to tear 
the mask of self-deception and move beyond the cunning rhetoric of politicians 
to see the truth. She openly talks of the origins of the war: “Priam took me to bed 
... to make the city young again. It did not work. So, he stole the statue” (123). 
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Both Hecuba and Heros want to escape from their past. Heros is obsessed 
and trapped by the image of statue “One day I’ll look over the side of the boat 
and see it smiling up at me from the bottom” (246). Hero bears in mind his 
fixation with statue which he realises is inconsistent with reason and compares it 
to Hecuba’s, “I must close the past! Not all that rational. But you cover your eye. 
That’s not rational. I look at the face that Priam kissed and it’s a mask” (246). 
Hecuba’s endeavour to blind herself does not show a deep understanding of 
chaos around her but deliberate blindness towards the past, “The dead are dead, 
the past is past, my children are gone. Ismene, don’t remind me!” (242). Hecuba 
with the intention of avoiding her past has cut herself off from humanity “I left 
the world when my children were killed” (241), but as Ismene informs her, “the 
world comes here” (241). As Eagleton remarks, “motor of history for Hegel is 
negativity, and negativity is ultimately death.” (2003:116) Despite her attempts 
to refute the past, when Heros arrives she has no choice but to face her past. His 
arrival forces him to open her eyes which she has closed to overshadow it. She 
was not expecting her enemies to come and make her to confront the past: “If I 
were a priestess a god would come down now and tell me what to do. Instead, 
my enemies come and I must be ready again” (242-43). Her decision to be 
prepared informs her that the freedom does not lie in the rejection of the past, but 
in its confrontation. 

Hecuba’s learning is not without difficulty, which allows her to reach the 
truth that other characters failed to reach. In this she is not only helped by Dark 
Man but also by the resolve provided by Ismene, who forces up her painful 
memories before her. Hecuba finally bends, “ready for all the anger to sweep 
through me, like the fires of Troy” (82). In the end, Hecuba realizes that Heros 
“must be killed” (252), but that it must happen without bringing vengeance of 
the soldiers upon the islanders. Hecuba takes advantage of Heros’s maddening 
gravity for statue by saying that the goddess sent her a dream. This dream 
announces that the winner of a footrace around the island will find the route to 
statue. For Hecuba, “this race between Heros and the slave marks the last day of 
the Trojan War” (258). She hands the slave a sword she has concealed to take the 
only chance. The slave responds, “I take it!” (266)  and kills Heros. Hecuba allows 
a possibility for a slave to act. K Worth says: “The handsome, tanned Heros, 
represents all Greek heroes and their ultimately distasteful ability to make war 
and sacrifice human life in the name of fortune and state. The Dark Man in his 
quest for freedom comes to symbolize all the nameless, maimed, dark men, the 
human beings, who have been injured and exploited by men like Heros, the 
politicians and warlords of the state” (1981: 263). Nestor and the soldiers draw 
swords, but Hecuba uses her logic at a right moment, “There was one winner and 
one loser. One is dead. Don’t disturb it” (267). Nestor is without words and 
struggles to understand the way things have occurred, “But I say to myself, 
shouldn’t I ask what is justice?” (267) The only justice here is that which humans 
create through their own activities. Stuart Hall talking of Shakespeare’s, Troilus 
and Cressida “is built on the idea of a violation… interrupted by somebody 
coming from outside” idea untraveled by Bond (1994: 129). For Bond, justice does 
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not come from above. Through an alliance of the two women and the miner, the 
general is defeated and killed. Thus satisfied, Hecuba dies and Ismene begins to 
regain her sanity and remains on the island to marry the proletarian victor.  
Hecuba falls a victim to the storm (offstage), but Ismene and the crippled 
nameless Dark Man limp toward a new civilization. 

The death of Hecuba at the end of the play is ambiguous, “caught in a 
fence like a piece of sheep’s wool” (273). Her death in the storm as suicidal, 
accidental or the result of divine retribution is a matter of speculation. Bond’s 
narration of story makes it difficult to judge Hecuba’s action in terms of ethical 
ideals in the end. The ending leaves the audience with the problematic nature of 
justice since it is achieved through cheating. The ability to ‘cheat’ is shown to 
produce ‘liberation’. Bond’s intention to show how Heros’s irrationality should 
lead inevitably to his death is to illustrate the idea that the irrational carries 
within it the seeds of its own destruction. Against the expectations the play 
returns to tribal and matriarchal forms of justice through the contest. The ending 
anticipates a social formation in which the “voluntary actions of individuals are 
grasped as objective forces in history” (Spencer, 106). Hecuba’s action is 
determined by her suffering that calls for consciously willed revenge in her 
alliance with the Dark Man. It is he who kills Heros, because the death must seem 
the result of historical process rather than tragic. Hecuba and the miner are both 
Heros’s victims and he is killed in a revolutionary action. Bond shows them 
acting out of the logical development of history. It is through this revenge that 
she paves way for future justice. This “ending, the victory of miner, is a 
significant development. The series of three history plays now ends on a 
statement of faith in man’s ability to change the world” (Hay and Roberts, 1979: 
239). 

This study explored the role of women in Edward Bond’s plays as agents 
of social and political change. It argued that Bond reconstructs history by 
positioning his female characters at the forefront of his critiques of societal 
structures. Lappin points out that, “Bond … frees Ismene and Hecuba from the 
causality of gender biased roles.” (1987: 160) claim on history and events. These 
women expose systemic flaws and embody resistance and transformation. In 
Saved and Lear female characters are both victims of oppression and agents 
challenging patriarchal and capitalist systems. Through defiance and solidarity, 
these characters reveal the intersections of gender, class, and power. They act as 
moral and social catalysts in Bond’s political critique. The findings highlight the 
importance of analyzing gender in political drama, particularly in Bond’s works. 
His portrayal of women challenges traditional gender roles by presenting them 
as active agents in dismantling oppressive systems. “How should we reorganize 
the world so that it‟s not always the needs of men that are met. Obviously, the 
freeing of any group of people is also the freeing of their oppressors, so that the 
demand for freedom by women is an immensely significant and wonderfully 
liberating thing. (Qtd in Coult, 1979: 102-03) This underscores the need for gender 
analysis in political theatre studies. It also emphasizes the role of women in 
reshaping societal narratives. Bond’s plays stress the importance of addressing 
gender inequities in achieving social and political change. The study contributes 
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to feminist and political theatre discourses by showing how women’s resistance 
can drive social transformation. 

Future research could explore a wider range of Bond’s plays to examine 
the representation of female characters across his work. Comparative studies 
could analyze Bond’s plays alongside other political playwrights like Caryl 
Churchill. This would place him within a larger theatrical tradition. Additionally, 
research could investigate live performances and adaptations to uncover new 
insights into the portrayal of women. An intersectional approach could deepen 
the analysis by exploring how race, class, and sexuality shape Bond’s narratives 
of oppression and resistance. This would provide a fuller understanding of how 
Bond’s work engages with multiple layers of social and political dynamics. 
 
CONCLUSIONS AND RECOMMENDATIONS 

This study examined the role of women in Edward Bond’s plays as agents 
of social and political change. It argued that Bond reconstructs history through 
his female characters, making them central to his critique of society. These 
characters expose systemic flaws while embodying resistance and 
transformation. The research highlighted how Bond’s portrayal of women aligns 
with his vision of justice, equity, and responsibility. In Saved and Lear female 
characters act as both victims and agents of resistance. Some portray the impacts 
of systemic oppression, while others challenge it through defiance and solidarity. 
Their stories reflect Bond’s critique of patriarchal and capitalist systems, 
revealing the intersections of gender, class, and power. These women act as 
catalysts, driving the plays’ political critique. The findings suggest that Bond’s 
theatre critically examines women’s roles in societal change. His female 
characters assert agency in oppressive contexts, challenging traditional 
portrayals. This highlights the importance of gender analysis in political drama. 
Bond’s works stress the need to address gender inequities in dismantling 
oppressive systems. This study adds to feminist and political theatre discourses. 
It shows how women’s resistance can reshape history and promote justice. It 
focused on textual analysis of Saved and Lear. While these works offer key 
insights, they do not represent all of Bond’s plays. The research did not explore 
live performances or adaptations, which could offer new perspectives. It 
emphasized gender and power dynamics but did not address race or sexuality, 
which could deepen the understanding of Bond’s work. Future research could 
examine a wider range of Bond’s plays and compare his work with other political 
playwrights, such as Caryl Churchill. Investigating live performances and 
adaptations could offer new insights into female characters. An intersectional 
approach could explore how race, class, and sexuality shape Bond’s narratives of 
oppression and resistance. Bond’s works inspire audiences to envision a just and 
humane future rooted in empathy and justice. 
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FURTHER STUDY 
This research still has limitations so further research is still needed on this 

topic “Reconstructing History: The Role of Women in Edward Bond’s Depictions 
of Social and Political Change” 
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