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Abstract

As the inaugural play in The Leenane Triology, The Beauty Queen of Leenane has a distinct place in Martin
McDonagh’s writing career. Premiering at the Town Hall Theatre in Galway on February 1, 1996, the play explores
the unsettling relationship between seventy-year-old Mag and her forty-year-old daughter Maureen, set within the
ostensibly secure confines of their rural home — a space that merely ‘appears’ insulated from the anxieties and
threats of the external world. Still, as the play unfolds, it becomes obvious that the true menace resides within. The
source of this internal danger is the tension between the mother and the daughter, as they are ‘chained’ to each
other by invisible bonds, thereby transforming this domestic sphere into a ‘torture room’ marked by emotional and
physical destruction. The play culminates in matricide, committed by Maureen, who, driven by trauma and
emotional degradation, ultimately begins to mirror her mother’s persona. This convergence erodes the distinction
between the two characters and subverts the traditional connotations of the home as a space of comfort and
stability. Accordingly, this study aims to examine the disintegration of the foundational ideals such as home,
family, faith, and identity through a close reading of the fractured relationship between Mag and Maureen.
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Evden Zindana: Martin McDonagh’in Leenane’in Giizellik Kralicesi Oyununda Aile
Biriminin Cokiisii

Ozet

Leenane Uglemesi’nin ilk oyunu olmasi sebebiyle, Leenane’in Giizellik Kraligesi, Martin McDonagh’1n yazarlik
kariyerinde énemli bir yere sahiptir. 11k olarak 1 Subat 1996°da Galway’deki Town Hall Tiyatrosu’nda sahnelenen
oyun, yetmis yasindaki Mag ile onun kirk yasindaki kizi Maureen arasindaki tekinsiz iliskiyi, disaridan
bakildiginda diinyanin tehdit ve kaygilarindan yalitilmis gibi ‘gdriinen,” kirsal evlerinin sézde giivenli sinirlari
icerisinde incelemektedir. Ancak, oyun ilerledikge, asil tehdidin disarida degil, evin i¢inde gizli oldugu ortaya
cikar. Bu igsel tehdidin kaynagi, anne ve kiz arasinda gériinmeyen baglarla birbirlerine ‘bagli’ olmalarindan dogan
gerilimdir; bu gerilim, ev ortamin1 bir ‘igkence odasina’ doniistiiriir ve daha fazla duygusal ve fiziksel yikima yol
acar. Oyun, Maureen’in annesini dldiirmesiyle sonuglanir. Bu eylem, karakterin yasadigi travma ve duygusal
yikimin bir sonucudur ve nihayetinde Maureen’in, annesine evrilerek onun kimligini yansitmaya bagladig goriiliir.
Bu benzerlik, anne ile kiz arasindaki ayrimi bulaniklastirir ve evin huzur ile istikrar1 simgeleyen geleneksel
anlamlarin altiist eder. Tiim bunlardan hareketle, bu ¢aligma, Mag ile Maureen arasindaki kopuk iliskinin yakin
okumasi iizerinden; ev, aile, inan¢ ve kimlik gibi temel ideallerin ¢oziiliisiinii incelemeyi amaglamaktadir.
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Introduction

Martin McDonagh, born in London in 1970 to Irish parents from the west of Ireland, stands out
as one of the most distinctive and provocative voices in contemporary Irish theatre. Although raised
outside of Ireland, McDonagh’s plays portray rural Irish life with a special emphasis on dark comedy,
violence, and existential despair. Since he grew up in a diasporic environment inhabited by the presence
of the Irish community in England, he was able to experience what it means to be an outsider. Despite
embracing the ideals of the cultural and the religious heritage of Ireland, later in his life McDonagh
acquired a more satirical outlook, and he started questioning the true function of these ideals which
helped him develop a more comprehensive approach that had access to both ends. This in-between status
— being ethnically Irish but culturally English — can be regarded as one of the most powerful mediums
that enabled McDonagh to cultivate his distinctive style, as he was able to approach Irish identity with
a critical distance, which is unburdened by nostalgic reverence. This perspective informs the satirical
dimension of McDonagh’s work, allowing it to go beyond the surface meaning and expose the darker

recesses of the human psyche, caught between imposed societal norms and internal conflict.

Previous studies on The Beauty Queen of Leenane have concentrated on various dimensions of
the play. Scholars such as Harrington have explored the psychological complexities of the mother-
daughter relationship as a microcosm of broader socio-economic tensions in rural Ireland, underlining
the cyclical nature of trauma and emotional entrapment (2003, pp. 45-46). Others, like O’Rouke, have
focused on the play’s use of dark comedy and violence to critique the social norms of Irish rural life,
especially regarding gender and family roles (2010, pp. 112-114). Moreover, critical studies on
McDonagh, also argue that the playwright’s diasporic perspective allows him to deconstruct Irish
identity with satirical humour and deep pathos, a duality evident in The Beauty Queen of Leenane
(Fitzpatrick, 2015, pp. 78-80). While these studies have laid the groundwork for understanding the
psychological and socio-cultural undercurrents of the play, this study aims to extend these conversations
by integrating how the intergenerational conflict between mother-daughter and rural socio-economic

stagnation function as a metaphor for Ireland’s broader struggle to reconcile its past and future.

The Beauty Queen of Leenane, which premiered at the Druid Theatre in Galway in 1996, holds
an important place in McDonagh’s career, as it is his first produced play and the opening work of his
The Leenane Trilogy. Set in a small, rural cottage in the remote village of Leenane, Connemara, in the
west of Ireland, the play unfolds in the early 1990s, a time when emigration, social conservatism, and
economic stagnation deeply shaped the dynamics of rural Irish life. Though the play itself is about the
dysfunctional relationship between a mother and a daughter in rural Connemara, it also reflects the deep
anxieties and changes that have started to become visible in the late 20th century in Ireland. The 1990s
were a time of social and economic transformation in Ireland, largely driven by what became known as
the Celtic Tiger, which was a phase of rapid economic growth sustained by foreign direct investment,
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burgeoning technology and pharmaceutical industries, and substantial support from the European Union
(O’Hearn, 1998, p. 161; Kirby, 2002, p. 165). Urban cities such as Dublin, Galway, and Cork
experienced unprecedented development, benefiting from infrastructural modernization, increasing job
opportunities, and rising standards of living. However, unlike the urban centres, rural regions,
particularly in the west of Ireland — such as Connemara — remained economically marginalized,
characterized by limited employment opportunities, infrastructural neglect, and population decline
(Crowley et al., 2001, p. 329). This growing urban-rural disparity reinforced emigration, especially
among younger people, who looked for better futures abroad. This socio-economic condition forms the
contextual backbone of McDonagh’s The Beauty Queen of Leenane, where the economic stagnation and
cultural desolation of rural life render emigration not merely a personal choice but an existential
necessity. As a result, it introduces a tension between those who can ‘leave’ their home and those who
are ‘left behind’ and caught between a crumbling past and an uncertain future. On a symbolic level,
however, the division between those who ‘leave’ and those who ‘stay’ also points at a generational gap
in Irish society. The older generation, represented by Mag, embraces the old structures, such as familial
loyalty, conservatism, Catholic values, duty, and sacrifice — no matter how suffocating they become.
The younger generation, characterised by Maureen and Pato, on the other hand, look for emotional and
financial freedom, autonomy, and escape, but not all of them are able to release themselves from the
haunted legacies of their past. The unresolved emotional and the cultural schism between the mother
(representing the past) and the daughter (representing the future), therefore, underscores the play’s
critique of Ireland’s inability to reconcile its history with its future. This disconnection gives rise to a

persistent generational trauma that ultimately extinguishes any hope of renewal.

The play exhibits the traumatic relationship between a seventy-year-old woman, Mag Folan, and
her forty-year-old daughter, Maureen Folan, who are both entrapped within the physical and the
psychological bounds of their home. Since their cottage is located on a steep hill in the remote village
of Leenane, mother and daughter lead a secluded life which is largely disconnected from modern urban
centres and the village cannot offer opportunities for social and emotional growth, or escape — especially
for Maureen. Mag, on the other hand, is totally dependent on her daughter and she uses her supposed
frailty to control and entrap Maureen within the confinements of their home since she fears being left
alone. Maureen, however, must deal with the psychological manoeuvrings of her mother, who reduces
Maureen to the position of a caretaker. Mag does not even refrain from harming Maureen’s self-esteem
through various means including verbal abuse, humiliation, and emotional manipulation. In return,
Maureen tries to take revenge on her mother by force-feeding her with unappealing food and drink,
which can be prepared with minimal effort and care, thereby adding a sense of mechanical and unloving
quality to the act itself. These examples reinforce the idea that, domestic space is no longer a place of
physical and psychological sustenance, but a space of punishment, torture, and violence in the play. The

tension between Mag and Maureen reaches its climax when Maureen learns that her mother has burned
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the letter from Pato Dooley, a local man who has recently returned from working in England and shows
romantic interest in Maureen; so that Maureen would not be able to accept Pato’s proposal to leave for
the USA with him. The burning of the letter signifies the destruction of Maureen’s hopes for a better
future, and she starts torturing her mother by pouring hot oil on her hand and finally killing her with the
fireplace poker. The play concludes with the hints of Maureen’s gradual transformation into her mother
because in the last scene she is depicted to be sitting in Mag’s rocking chair, listening to the radio, and

saying goodbye to Pato who has already been engaged to another woman.
The Home as a Battleground: Spaces of Conflict and Control

Upturning the idealistic vision of a mother-daughter relationship, McDonagh illustrates the
dissolution of the long-held principles that provide a firm ground for the family in the smaller and for
the nation in the broader perspective. In the absence of such ideals, the family, as the smallest unit of
any society, can no longer sustain physical and psychological comfort. Hence, it is functional that
Leenane is portrayed as a remote setting, marked by geographic and social isolation. As the critic Martin
Middeke puts it, “[t]he play is set in a lonely farmhouse, a deplorable persiflage of the myth of the idyllic
country cottage of the olden days in the west of Ireland” (2010, p. 215). In addition, considering Mag’s
obsession with eating, it is ironic that a rural cottage located in the west part of Ireland is picked up as
the main setting, for “this is a setting historically more evocative of hunger, of populations reduced by
starvation and of wiry inhabitants locked in perpetual battle with the deleterious effects of British
colonialism and a miserly Mother Nature” (Morrison, 2010, p. 106). Therefore, unlike William Butler
Yeats who romanticizes Ireland through the symbolic figure of ‘Mother Ireland’® — a suffering yet noble
woman figure who embodies cultural purity, emotional resilience, and spiritual renewal (Yeats, 1892),
McDonagh offers an unromantic and grotesque version of this symbol, embodied by Mag, who can be
seen as an anti-image and/or parody of Mother Ireland — not nourishing but manipulating and entrapping
her own children. In this manner, the pathological and the co-dependent relationship between Mag and
Maureen exemplifies the suspension of the affectionate bond between the family members and inverts
the traditional image of home as a place of safety to a claustrophobic site of domestic violence, cruelty,
and emotional imprisonment. Having been locked in a cycle of mutual entrapment, both women turn
their household into a symbolic battleground where psychological and physical means of oppression are

used as a silent weapon to undermine the authority of each other. By placing the ambiguous and

3 The ‘Mother Ireland’ trope is a recurring notion in Irish nationalist literature and political discourse, often
representing Ireland as a woman — sometimes old and suffering, sometimes young and idealized — who symbolizes
the nation’s cultural purity, endurance, and the moral justification for its political liberation. One of the vivid
examples of this ‘Mother Ireland’ symbolism appears in Yeats’s early nationalist play Cathleen ni Houlihan
(written with Lady Gregory, first performed in 1902), where Ireland is personified as an old woman who transforms
into a young queen as men are inspired to fight for her (Yeats & Gregory, 1902). This theatrical portrayal aligns
with the mythic vision of Ireland as a sacred, feminine ideal. Earlier references to this image also appear in Yeats’s
poem “To Ireland in the Coming Times” (1892), where the poet constructs Ireland as a spiritually resonant,
feminine figure associated with myth, purity, and cultural identity.
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problematic relationship between mother and daughter at the centre of his work, McDonagh also
obscures the opposition between affection and hatred. As Middeke explains further, “[fJrom the start
their interaction is a destructive one which escalates into a nightmarish albeit compelling vision of
emotional and physical violence” (2010, p. 215). It is Maureen herself who acts as a maternal figure for
her mother, and Mag, in return, is transformed into an infant who needs the constant care of her daughter.
In this inverted form of mother-daughter relationship, affection is replaced by violence and oppression.
Maureen, as the image of the surrogate mother figure, brings about the death of her mother, rather than
giving birth to a new life. In a similar fashion, “Mag becomes a distorted Mother Ireland image ‘of the
old sow that eats her farrow’” (Middeke, 2010, p. 215). Moreover, in the play, the kitchen utensils, the
furniture, and the fireplace are not presented as neutral domestic elements but as objects that carry the
traces of the past conflicts, thereby not offering a sense of reconciliation and harmony between Mag and
Maureen. For instance, Mag’s daily ritual of emptying her chamber pot into the kitchen sink illustrates
the presence of past complaints in the home, turning a simple act into a manifestation of
uncompromising resentment: “Mag enters from the hall carrying a potty of urine, which she pours out
down in the sink” (McDonagh, 1999, p. 25). Even mundane domestic activities, such as making tea,
preparing food, and washing dishes, are transformed into rituals of violence and psychological
oppression. Mag’s relentless insistence on having her tea prepared according to her demanding
standards, despite Maureen’s evident frustration, highlights the underlying power dynamics that
structure their relationship. Contrary to Mag’s expectations, Maureen prepares the tea with deliberate
indifference, fully aware that her mother shows no concern for her psychological well-being. Mag’s sole
preoccupation lies in the fulfilment of her own demands, which ultimately prompts Maureen to withhold
care as a form of resistance. Within this toxic domestic sphere, the home ceases to function as a space
of comfort or refuge; instead, it becomes a site of emotional desolation where Mag starts using her
maternal status as a weapon to manipulate and bind Maureen to a lifelong imprisonment. In response to
this coercive bond, Maureen, whose physical strength surpasses that of her aging mother, resorts to acts
of punishment and cruelty — reclaiming, however destructively, a sense of agency in a relationship
defined by control, dependence, and psychological warfare:

Mag: (interrupting, holding her tea out) No sugar in this, Maureen, you forgot, go and get
me some.

Maureen: stares at her a moment, then takes the tea, brings it to sink and pours it away,
goes back to Mag, garbs her half-eaten porridge, returns to kitchen, scraps it out into the
bin, leaves the bowl in the sink and exits into the hallway, giving Mag a dirty look on the

way and closing the door behind her. Mag stares grumpily out in the space. Blackout.
(McDonagh, 1999, p. 7)

Domestic spaces function as critical sites that unearth the tensions related to the inner life of their
inhabitants. The psychological turbulence between Mag and Maureen is embodied in the home’s
deteriorating physical condition: dim lighting, a foul-smelling sink, worn furniture, and dirty dishes

stand for the emotional decay that destroys the connection between the mother and the daughter. As
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Johnston argues, “[t]he domestic interior in McDonagh’s play becomes a ‘psychological landscape’
reflecting oppression and emotional confinement rather than safety” (2005, p. 63). This resonates with
Murray’s analysis of Irish drama’s suffocating setting as metaphors for “psychological imprisonment of
its characters” (2002, p. 190). Similarly, Lowry also highlights how “[d]omestic spaces in Irish theatre
function as affective sites where trauma and memory are inscribed onto physical surroundings” (2013,
p. 82). From a broader theoretical perspective, Aston notes that “[s]patial design and sensory elements
influence the mental states of characters and audiences alike™ (2006, p. 45). These perspectives affirm
that the dysfunctional home in McDonagh’s play is more than a background; it is a psychological stage

that both forms and unearths the inner breakdown of Mag and Maureen.

This interplay between domestic space and psychological unrest naturally extends to the figure of
the mother, whose presence dominates not only the physical setting but also the emotional terrain of the
household. The oppressive atmosphere of the home is inextricably linked to Mag’s manipulation of
maternal authority, revealing how spatial and relational confinement can be mutually reinforcing. In this
context, Adrienne Rich makes a distinction between ‘motherhood as institution” and ‘motherhood as
experience,” maintaining that the institutionalized role of motherhood becomes an oppressive tool rather
than an expression of nurturing care and affection:

I try to distinguish between two meanings of motherhood, one superimposed on the other:

the potential relationship of any woman to her powers of reproduction and to children; and

the institution, which aims at ensuring that potential—and all women—shall remain under

male control. [...] [The institution] has alienated women from our bodies by incarcerating
us in them. (Rich, 1995, p. 13, emphasis in original)

In this respect, Mag embodies the institutionalized role, for she can be compared to a grotesque
caricature of the nurturing maternal figure who is feigning dependence to elicit guilt and assert
psychological control over her daughter. Mag’s helplessness is not only stemming from her physical
inabilities, but she is also projected as an old woman who has started showing the symptoms of dementia,
since she starts forgetting what she has been talking about and utters the same expressions repeatedly.
However, she is not as gullible as she pretends to be. When it comes to sabotaging Maureen’s hopes for
a better future with Pato, Mag behaves as a very cunning woman who does not refrain from telling lies
to her daughter. Although Ray, Pato’s brother, visits their cottage and gives Mag a written message
inviting Maureen to their uncle’s party for the next day, Mag never hands the note to Maureen; instead,
she burns it and continues telling lies to her daughter:

Maureen: Oh aye. (Pause.) Nobody rang while I was out, [ suppose? Ah no.

Mag: Ah no, Maureen. Nobody did ring.

Maureen: Ah no.

Mag. No. Who would be ringing?

Maureen: No, nobody I suppose. No. (Pause.) And nobody visited us either? Ah no.

Mag: Ah no, Maureen. Who would be visiting us?
Maureen: Nobody, I suppose. Ah no. (McDonagh, 1999, pp. 12-13)
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Hiding the truth from Maureen, Mag tries to exert passive-aggressive domination on her daughter
so that she will never leave her and have a life of her own. In this scene, Maureen has already come
across with Ray, so she knows about the invitation and the message. In order to punish her mother, and
as an act of counter retaliation, Maureen starts her ritual of torture by serving Complan (a nutritional
drink often associated with the elderly or the sick) and Kimberley biscuits, which Mag does not like at
all, for her mother. Maureen does not even stir the drink properly as she wants to keep it lumpy and
takes the spoon out, so that Mag will not be able to stir it, either. By keeping the drink lumpy (the
fragmented texture of the drink reflects the fractured nature of the mother-daughter relationship),
Maureen preserves the physical discomfort, which mirrors the emotional disconnection and unresolved
tension between them. In this way, Maureen uses an ordinary domestic routine as a psychological
weapon and tries to assert her own physical superiority over her mother. She threatens to empty the
drink all over Mag’s head if she resists drinking it:

Maureen: Drink ahead, I said! You had room enough to be spouting your lies about Ray

Dooley had no message! Did I not meet him on the road beyond as he was going? The lies

of you. The whole of that Complan you’ll drink now, and suck the lumps down too, and

whatever’s left you haven’t drank, it is over your head I will be emptying it, and you know
well enough [ mean it! (McDonagh, 1999, p. 14)

As the distorted version of a caretaker, Maureen refuses to comfort her mother; instead, she
disregards Mag’s preferences and uses food and drink as tools to infantilize and persecute her. Ironically,
the very physical disadvantages and the impediments of the old age that Mag has long used to have
psychological control over Maureen become the means, by which she is ultimately punished and
disciplined. Here, what should have been a nurturing gesture is reimagined as a medium of repressed
hostility and passive-aggressive revenge, exposing how domestic care and affection have been stripped
of emotional sincerity and devotion. Moreover, Maureen’s rejection to provide physical and emotional
comfort for her mother can also be read as an act of rebellion against the traditional gender roles that
assign the lifelong caregiving role to the unmarried daughters. These roles, while culturally appreciated,
can easily transform into repressive tools leading to social invisibility and psychological repression.
Unlike her two married sisters, Annette and Margo, Maureen suffers from a life deferred, as her
emotional and sexual development have been constantly hindered both by her mother and the demands
of domestic caregiving:

Maureen: Arsing me around, eh? Interfering with my life again? Isn’t it enough I’ve had to

be on beck and call for you every day for the past twenty year? Is it one evening out you

begrudge me?

Mag: Young girls should not be out gallivanting with fellas. . . !

Maureen: Young girls! I’'m forty years old, for feck’s sake! Finish it! (McDonagh, 1999, p.
15)

Here, rather than an expression of mutual love and affection, caregiving is constructed as a social
duty that is based on gender norms. In this model, the problematic relationship between elderly mothers
and unmarried daughters, represented by Mag and Maureen, entrap both women into the same domestic
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sphere and erode their autonomy and mental health in the long run. Having been forced into this role,
Maureen resorts to violence once she understands that she will never be able to free herself from this
bondage. Unlike her married sisters, Maureen has endured “twenty years” (McDonagh, 1999, p. 15) of
servitude in her mother’s house — a condition that highlights what Rich describes as the invisibility and
psychological repression of women who are culturally bound to provide unpaid, unrecognized care
(1995, pp. 61, 99). However, by the end of the play, Maureen finds herself repeating her mother’s
routines, suggesting that violence offers no true solution but only serves to perpetuate the cycle of
suffering. Within this perspective, it can be argued that the domestic sphere becomes a symbolic prison
of gendered expectations, and it causes the collapse of the traditional Irish ideal of home, as it is no
longer able to bear the weight of psychological suppression and deferred dreams. Therefore, Maureen’s
unsettling dream, which projects Mag as a dead figure, functions as a grotesque motif that underscores
Maureen’s desire for escape from this symbolic entrapment, as well as the death of the oppressive
maternal role:

Maureen: I have a dream sometimes there of you, dressed all nice and white, in your coffin
there, and me all in black looking in on you, and a fella beside me there, comforting me,
the smell of aftershave off him, his arm round me waist. And the fella asks me then if I’1l
be going for a drink with him at his place after.

Mag: And what do you say?

Maureen: I say ‘Aye, what’s stopping me now?’

Mag: You don’t!

Maureen: I do! (McDonagh, 1999, p. 16)

Maureen goes on explaining to her mother that “it isn’t a dream-dream at all. It’s more of a day-
dream” (McDonagh, 1999, p. 16, emphasis in original). It means that, Maureen’s vision of her mother’s
coffin is not just a subconscious expression of her repressed rage against Mag, but a conscious and wilful
fantasy. It also suggests that Maureen is not merely philosophizing about the death of Mag and her
subsequent emancipation from this psychological and physical entrapment; instead, she is concretely
thinking about the death of her mother as the only medium to claim her autonomy. In her attempt to
daydream about her mother’s funeral, Maureen lets herself experience a temporary moment of
aestheticized peace where the distinction between imagination and intention is suspended. Unlike the
act of dreaming, daydreams can be positioned somewhere between conscious thought and unconscious
desire. In this way, the play implies at Maureen’s growing inclination to act on her dark fantasy. Her
decision to share the details of this daydream with Mag is cruel, for it represents the daughter’s indirect
threat to murder her mother. Moreover, this act also pushes Maureen into a darker territory where she,
as the long-suffering daughter of a manipulative mother, is replaced by her symbolic doppelgdnger who
is cold-blooded enough to pre-meditate the death of her own mother. As Frank notes, “[t]he
doppelgdnger serves as a spectral double embodying the repressed, often violent desires of the self,
revealing psychological fragmentation through its haunting presence” (2010, p. 43). This duality in

Maureen discloses the destructive outcomes of unrelenting abuse, thereby aligning with studies that
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view fantasy as both a coping mechanism and a site of latent aggression in traumatic family dynamics.
In this regard, Huff emphasizes that “fantasy may function not only as a refuge from trauma but also as
a conduit for latent aggression, enabling the individual to confront, symbolically the source of their
distress” (1992, p. 119). Similarly, Conwell-Eden argues that “fantasy often oscillates between
protective dissociation and aggressive expression, reflecting the complex emotional landscape of those
caught in cycles of abuse” (2019, p. 58). More than a means of psychological release, however,
Maureen’s daydream evolves into an act of real-world violence as it gets fulfilled through matricide at
the end of the play. It shows how home, as an Irish domestic ideal, has been emptied off its meaning as
a site of maternal comfort and safety; rather, it becomes a pathological space where fantasy and violence,

love and hate, care and cruelty become indistinguishable.

Maureen’s rebellion, in the end, does not take the form of political resistance or social
transformation; instead, it transforms into cruelty, fantasy, and domestic violence. This emotional
collapse echoes Héléne Cixous’s insight that women’s rage, when denied creative or discursive outlets,
culminates in silence and self-destruction. Maureen’s fantasy of matricide, which turns out to become
real by the end of the play, suggests a violent enactment of écriture feminine, a form of ‘writing the
body’ where language becomes a means of releasing repressed aggression (Cixous, 1976, p. 886). This
breakdown of emotional and psychological boundaries is reflected not only in Maureen’s mental
deterioration but also in the fractured narrative and material structure of the play itself. Everyday objects
—such as a Complan mug, a letter, or a rocking chair — and the regional dialects spoken by the characters,
while rooted in realism, accumulate in ways that feel fragmented and temporarily dislocated. The
layering of these disjointed elements disrupts the audience/reader’s sense of linearity and coherence,
mirroring Maureen’s descent into delusion and the ravaging of the distinction between fantasy and
reality. This narrative and spatial instability matches the disoriented psychological atmosphere inhabited
by Maureen and Mag, whose volatile emotional shifts oscillate unpredictably between domestic teasing
and brutal cruelty. In this way, McDonagh achieves creating a sense of psychological unease, as the
audience/reader cannot anticipate when dark humour will give way to violence — or when violence will

be masked as humour — thus blurring the boundaries between the comic and the grotesque.
The Deceptive Realism of The Beauty Queen of Leenane

In a similar vein, in his “Introduction” to McDonagh’s play, Fintan O’Toole comments on the

blurring of the distinctions between the fantasy and the real as follows:

The mixture of elements makes sense because the country in which McDonagh’s play is
set is pre-modern and post-modern at the same time. The 1950s is laid over the 1990s,
giving the play’s apparent realism the ghostly, dizzying feel of a superimposed photograph.
All the elements that make up the picture are real, but their combined effect is one that
questions the very idea of reality. (1999, p. xi, emphasis added)
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Indeed, although The Beauty Queen of Leenane is set in the 1990s, it feels haunted by the cultural,
social, and familial structures of the 1950s, which is a period marked by Catholic moral rigidity,
conservatism, and patriarchal authority. As it has been stated above, Mag and Maureen’s home does not
seem to belong to a modern setting where the socio-cultural motifs of the 1990s, including urbanization,
women’s empowerment, progressive politics, and financial enhancement resulting from the Celtic Tiger,
are totally absent. This creates a “ghostly, dizzying” effect, where the audience/reader feels the
disconnection between the apparent period and the lived realities of the characters. (O’Toole, 1999, p.
xi). Similarly, O’Toole’s metaphor of a “superimposed photograph” also underlines how McDonagh

constructs the world of the play (1999, p. xi).

Along similar lines, McDonagh’s use of postmodern techniques and themes such as ambiguity,
confusion, paradox, loss of meaning, madness, unstable identity, genre-mixing, and irony stand in deep
contrast to the pre-modern world that his characters belong to. Thus, the realism of the play is deceptive.
While it is inviting the audience/reader to take part in a familiar world that is centred around domestic
motifs — a kitchen, a mother, and a daughter — soon enough, the play shatters their expectations by
deconstructing the mythic images that are closely linked with the Irish identity: the nurturing mother,
the sacred home, the rural idyll, the loyal daughter/son. These images are not merely exposed to be false;
they are also shown to be damaging fictions for those who continue believing in them. As imren Yelmis
also argues, “[b]y means of this dark depiction of Ireland and the representation of Ireland through a
cruel old mother, Mag, McDonagh is debunking the mother myth” (2016, p. 235). Hence, it is functional
that McDonagh refuses to offer any comforting illusions; instead, he continues blurring the line between
truth and performance. Refusing ideological commitments, and embracing ambiguity both as a personal
stance and as the dramatic engine of the play itself, McDonagh expresses his ideas as follows:

I always felt somewhere kind of in-between . . . I felt half-and-half and neither, which is

good [...] I'm not into any kind of definition, any kind of —ism, politically, socially,

religiously [...] It’s not that I don’t think about those things, but I’ve come to a place where

the ambiguities are more interesting than choosing a strict path and following it. (qtd. in
Middeke, 2010, p. 213)

Often identifying himself as an in-between figure that is neither entirely Irish nor wholly English,
McDonagh aptly channels this sense of cultural liminality into The Beauty Queen of Leenane. The
household shared by Mag and Maureen reflects this ambiguity: it exists in a liminal state between past
and present, occupying a space that is neither fully private nor meaningfully integrated into the broader
community, and characterized by emotional desolation, though not entirely devoid of life. In other
words, it is a space that is haunted by ambivalence, which can also be observed in the characterization
of Mag and Maureen, who are not simply good or evil figures. Mag is a manipulative, selfish mother,
but she is also old, lonely, and most probably afraid of abandonment. Maureen is represented as a victim

of emotional abuse, yet she is also capable of cruelty and delirium. Instead of providing definite answers
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related to the true motivations of these characters, McDonagh’s play enables the audience/reader to

reflect on uncertainties and contradictions.

Along similar lines, Marion Castleberry asserts that “McDonagh certainly makes no pretensions
about uncovering the truth behind Ireland’s idyllic facade” (2007, p. 44). His main intention is to portray
the collapse of the values by using the institution of the family as his main tool. The breakdown that
occurs on the microcosmic scale of the family reverberates across broader social realms as well: “His
Ireland is a place where all authority has collapsed — where church, politics, and family no longer hold
sway” (Castleberry, 2007, p. 44). As Ray puts it in the play, the religious figures are no longer associated
with dignity, grace, and morality but indecency and corruption:

Ray: Oul Father Welsh — Walsh — has a car he’s selling, but I’d look a poof buying a car

off a priest.

Mag: I don’t like Father Walsh — Welsh — at all.
Ray: He punched Mairtin Hanlon in the head once, and for no reason. (McDonagh, 1999,

p-9)

As a religious figure, Father Welsh is supposed to embody spiritual guidance, compassion, and
moral integrity, which are the hallmarks of the traditional ‘Father’ archetype in both religious and
national symbolism. However, McDonagh subverts this expectation through deceptive realism: although
Father Welsh appears to function within the familiar structure of Irish rural life, he is represented to be
detached, ineffective, and violent. His interest in material exchange over spiritual care, and even his
resort to physical aggression, reveal him as a hollow religious figure who exploits his authority. In this
way, McDonagh uses Father Welsh to expose the failure of institutionalized religion, not through overt
denunciation, but by quietly dismantling its symbolic power through character realism, which ultimately
deceives. Hence, the priest becomes the inverted version of the all-welcoming, righteous Father,
underscoring the erosion of the rigid structures once seen as moral anchors. By revealing the decay that
lurks beneath the surface of revered institutions like the Church and the family, McDonagh suggests that
Ireland is no longer a sanctuary for its people. Symbolically orphaned — having lost both its ‘Mother’
and ‘Father’ — the nation suffers from a nervous breakdown, embodied in the fractured, unstable
identities of its characters who desperately try to find a secure ground to be attached — emotionally and
physically:

The longing for rootedness constitutes a central theme in BQ [Beauty Queen]. By

rootedness, I mean to imply the sense of fixity, security, and constancy which results from

being able to define oneself in relation to home, region, and nation. In BQ, the characters

cannot establish or maintain a stable relationship with any of these sites, though they

consistently return to them. As the characters look back and reflect on what home, region,

and nation once meant, their (sometimes sentimental) desires for a return are transformed

into anger and resentment at a world irrevocably changed by increasing forms of uneven
globalization. (Diehl, 2001, p. 108)

The sense of displacement which is accompanied by the loss off opportunities in life is best

described by Pato Dooley who stands for the possibility of a fresh beginning and escape for Maureen.
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Nevertheless, he cannot function as the ultimate redeemer that Maureen has been waiting for all her life.
As she affirms it in the play, “[t]hat’s Ireland, anyways. There’s always someone leaving,” this is why
Pato cannot stay at his ‘home’ country and start a new life with Maureen (McDonagh, 1999, p. 21).
Paradoxically enough, while he is bound to leave, Maureen is doomed to stay; she cannot escape.
England has already wounded her emotionally and caused her to suffer from a nervous breakdown years
ago, which resulted in her hospitalization at a mental clinic. Having nowhere to go, Maureen wants Pato
to stay in Leenane; however, it is not an easy decision to make for him, either:

Maureen: Stay?

Pato: (pause) I do ask meself, if there was good work in Leenane, would I stay in Leenane?

I mean, there never will be good work, but hypothetically, I’'m saying. Or even bad work.

Any work. And when I’'m over there in London and working in rain and it’s more or less

cattle I am, [...] when it’s there I am, it’s here I wish I was, of course. Who wouldn’t? But

when it’s here I am . . . it isn’t there I want to be, of course not. But I know it isn’t here I
want to be either. (McDonagh, 1999: 21-22, emphasis in original)

The distinction between ‘here’ and ‘there’ is blurred, and it gives rise to ambiguity and confusion
for Pato. He does not want to work there [England] anymore, since the working conditions are difficult
and people from Irish origin are ostracized in London. On the other hand, he does not want to be here
[Ireland] either. Still, he does not really know the reason why: “I can’t put my finger on why”
(McDonagh, 1999, p. 22). In relation to Pato’s obscure stance, in his article Heath Diehl explains that
Ireland fails at functioning as an alternative harbour that would protect all its subjects from the threats
of the outside world; instead, Ireland has long been infiltrated and shaped by the cultural legacy and
dominance of the western codes:

Clearly, Pato recognizes the ways in which American and British influences have forever

altered his homeland, how those influences continue to erode national boundaries and

propagate a global world order. Through Pato and Maureen’s experience abroad, then

McDonagh portrays the contemporary Ireland as uninhabitable, its people as aimless

wanderers, and its future as a hopeless regression to a past evacuated of meaning. (2001, p.
110)

Just as the way Maureen tortures her mother by pouring hot oil over her hand, thus injuring her
skin and destroying some of its biological features — in other words, violating what is natural and healthy;
Ireland is also penetrated by global ‘marauders’ — which are capitalism, imperialist discourse, money,
cheap workforce, and media. In relation to the infiltration of the Irish culture, Diehl further explains as
follows: “In BQ, Australian soap operas and British sitcoms predominate on Irish television stations, a
fact which exhibits how outside influences have infiltrated and bastardized Irish culture (of which
television is a primary mode of transmission)” (2001, p. 109). This is how the Irish countryside —
together with its values — is culturally dislocated and undermined. These foreign shows aired on TV
serve as a distorted mirror of what life could be, offering escapist fantasies that sharply contrast with the

grim domestic reality of Mag and Maureen’s home.
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The Triangle of Manipulation: Pato, Maureen, and Mag in the Struggle for

Control

Unlike these fantasies, Pato Dooley serves as a potential exit route for Maureen. He has been
working in England for a long while now, so he represents the possibility of a life outside of Leenane.
Maureen, too, had worked in England as a cleaner when she was 25; however, what she hoped would
be a step toward independence became nothing other than a traumatic and humiliating experience; she
was bullied, humiliated, othered and marginalized:

Maureen: [...] Over in Leeds I was, cleaning offices. Bogs. A whole group of us, only them

were all English. “Ya oul backward Paddy fecking . . . The fecking pig’s-backside face on

ya.” The first time out of Connemara this was I’d been. ‘Get back to that backward fecking

pigsty of yours or whatever hole it was you drug yourself out of.” Half of the swearing I
didn’t even understand. (McDonagh, 1999, p. 31)

For Maureen, England did not bring the promise of freedom and self-fulfilment; instead, it
inflicted deep wounds on her sense of dignity, ultimately leading to her institutionalization and
psychological collapse. Her experience reveals that the outside world was no more welcoming than the
one she tried to run away from. When compared to Pato’s experience in England, Maureen’s
disadvantageous position as a woman becomes more explicit, for she had to deal with gendered barriers
in England. Here, it should not be assumed that Pato has always been happy with the working conditions
in England. While Pato faces dissatisfaction with his working conditions, he benefits from being part of
a longstanding tradition of male emigration, which makes his adaptation easier. In contrast, Maureen,
as a young, single woman working abroad, confronts various disadvantages tied to gender and status,
leaving her unable to overcome the oppressive labels that confine her. Upon her forced return to Ireland,
she cannot heal herself totally either, because instead of offering affection and comfort, Mag weaponizes
Maureen’s most painful experience as a means of psychological and emotional torture:

Mag: Difford Hall! Difford Hall . . . !

Maureen: And I suppose that potty of wee was just a figment of me imagination?

Mag: Forget wee! Forget wee! D’you want to know what Difford Hall is, fella?

Maureen: Shut up, now!

Mag: It’s a nut-house! An oul nut-house in England I did have to sign her out of and

promise to keep her in me care. Would you want to be seeing the papers now? (McDonagh,
1999, p. 30)

Mag tries to discredit Maureen’s attempts to assert herself in the presence of Pato. It happens right
after Maureen’s alternative recounting of the night she spent with him. Although there was not any
physical intimacy between them, Maureen articulates an alternative version of truth by using graphic
details so that Mag would be forced to witness her sexual and emotional independence. In this way,
Maureen tries to remind her mother that she can still attract a man and escape from this symbolic
imprisonment. However, Maureen’s plans backfire as it causes Mag to destroy Pato’s letter along with

Maureen’s hopes for a better future with him.
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Throughout the play, all kinds of violence continue in a vicious cycle. As a response to Mag’s
version of emotional violence, Maureen turns to physical violence to express her anger. Parallel to the
level of emotional pain she experiences, Maureen keeps on increasing the degree of torture she inflicts
on her mother. Since Mag not only burns the letter but also Maureen’s last opportunity to escape,
Maureen escalates the tension by pouring hot oil on Mag’s hand so that she will reveal the content of
the letter. Upon learning the content of Pato’s letter, Maureen retreats into a delusional fantasy where
she manages to talk to Pato just before he leaves for America. However, it is an imaginary conversation
because Pato has already left, and Maureen’s last chance is gone forever. Maureen’s construction of this
scene shows that she is beginning to lose her touch with reality, as the tragedy of her life becomes too
painful to bear. Escaping into a fantasy, Maureen reconstructs a comforting lie where hope still exists,
and love has not been lost. However, the audience/reader already knows that Maureen has not only lost

her future, but also her mind.
Confronting Reality: The Fireplace Poker and Ray’s Role in Exposing the Truth

Maureen’s gradual shift from psychological to physical violence is marked by the fireplace poker,
representing the collapse of moral and familial boundaries. The fireplace, which is a symbol of familial
unity, warmth, and affection becomes a murder weapon, reflecting the transformation of the home into
a prison and unearthing the deep-seated dysfunction lurking beneath the surface of the rural Irish
household. Despite her desperate attempts to escape from this haunting domestic space, Maureen, in the
end, transforms into a carbon-copy of her mother, Mag — which is one of the play’s most tragic and
ironic consequences. Maureen’s attempt to release herself from the psychological and physical
constraints of her sterile life, paradoxically, results in her replicating the very behaviours and identity
she long attempted to reject. In the end, Maureen becomes nearly indistinguishable from the woman she
aimed to destroy. Her hopes of escape are not only sabotaged by Mag’s manipulative interference but
also by Maureen’s own inability to go beyond her traumatic past. Although Mag’s physical presence is
erased through death, her influence endures — echoed in Maureen’s mindset and actions. No longer
physically confined, Maureen becomes emotionally imprisoned and consumed by her delusional
fantasies. She imagines a romantic farewell scene with Pato at the train station and clings to the illusion
that his invitation to Boston still stands. However, this fantasy collapses in her final exchange with Ray,
who casually reveals that Pato is not only engaged but left by taxi — not by train — directly contradicting
the narrative Maureen has constructed. In this moment, the full extent of Maureen’s psychological
disentanglement is laid bare, reinforcing the play’s bleak meditation on the inescapability of trauma:

Maureen: (standing, confused) 1 did see him the night he left. At the station, there.

Ray: What station? Be taxicab Pato left. What are you thinking of?

Maureen: (sitting) I don’t know.

Ray: Be taxicab Pato left, and sad that he never got your goodbye, although why he wanted
your goodbye I don’t know. (Pause.) I’ll tell you this, Maureen, not being harsh, but your
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house does smell an awful lot nicer now that your mother’s dead. I’ll say it does, now.
(McDonagh, 1999, p. 56)

The contradiction between Ray’s reality and Maureen’s fantasy unearths the tragic deceitfulness
of Maureen’s narrative and shows the full extent of her psychological breakdown. She is no longer an
active member of her own life; instead, she is a captive who has been entrapped in a house that only
sharpens her isolation. While she looks for solace in fantasies, life has moved on without her as it is
testified by Pato’s engagement. Upon facing the reality, Maureen does not even confront Ray but accepts
it with silence, and this scene marks Maureen’s painful awareness of her abandonment. Instead of using
her experience as an epiphanic moment that would push her to go on with her life, Maureen interprets
it as the final confirmation of her ultimate loss. She finds the remedy in disconnecting herself from
everything and retreating further into the physical and psychological gap once occupied by Mag. As
revealed in the message she asks Ray to deliver to Pato, Maureen bids farewell not only to him but also
to everything she once longed for — love, freedom, escape, and the possibility of a new beginning:

Maureen: Goodbye. Goodbye. ‘The beauty queen of Leenane says goodbye.’

Ray: ‘The beauty queen of Leenane says goodbye.” Whatever the feck that means, I’ll pass
iton.[...]

Maureen: Will you turn the radio up a biteen too, before you go, there, Pato, now? Ray, I
mean...

Ray: (exasperated) Feck...

Ray: turns the radio up.

The exact fecking image of your mother you are, sitting there pegging orders and forgetting
me name! Goodbye! (McDonagh, 1999, pp. 59-60, emphasis in original)

The repetition of ‘goodbye’ marks Maureen’s emotional collapse and resignation. Sitting in her
mother’s rocking chair, Maureen fills Mag’s (meta)physical absence by symbolically replicating her:
“Maureen starts rocking slightly in the chair, listening to the song by The Chieftains on the radio”
(McDonagh, 1999, p. 60). It shows how Maureen’s struggle for independence has been tragically
replaced by a slow corrosion of her will, agency, and mental stability. Her descent into delusion suggests
that, in killing her mother, Maureen could not redeem herself from her traumatic past; rather, she just
buried the physical/external symbol of her much deeper, internalized suffering. In this manner,
McDonagh presents a grotesque vision of cyclical entrapment where the boundaries between victim and
perpetrator are constantly blurred, and the hope for salvation is crushed under the weight of reality. This
is why, the old suitcase which Maureen was cleaning by dusting it off — right before the arrival of Ray
— signifies Maureen’s failed journey and the futility of her dreams. Her suitcase will remain dusty as it
has been:

‘The Spinning Wheel’ by Delia Murphy is played. Maureen gently rocks in the chair until

about the middle of the fourth verse, when she quietly gets up, picks up the dusty suitcase,

caresses it slightly, moves slowly to the hall door and looks back at the empty rocking-chair

a while. It is still rocking gently. Slight pause, then Maureen exists into the hall, closing its

door behind her as she goes. We listen to the song on the radio to the end, as the chair
gradually stops rocking and the lights, very slowly, fade to black. (McDonagh, 1999, p. 60)
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Conclusion

In The Beauty Queen of Leenane, Martin McDonagh offers a traumatic portrayal of domestic
violence through the disintegration of the mother-daughter relationship. In this way, the play
deconstructs traditional ideals of the family as a site of love and protection and projects the Folan
household as a space controlled by resentment and psychological welfare. Set against the backdrop of a
rapidly changing Ireland, the play examines the socio-economic conditions of the late 20th century,
highlighting both the uneven effects of the Celtic Tiger’s economic growth on rural communities and
the declining influence of the Catholic Church. Together, these forces contribute to the erosion of
traditional rural life, which is vividly reflected in the dysfunctional relationship between Mag and
Maureen. By reimagining home as a site of confinement, psychological torment, and emotional decay,
McDonagh explores the mother-daughter conflict not only as a personal tragedy but also as a symbolic
reflection of social stagnation and generational disillusionment. Exposing the damage wrought by
gendered roles, oppressive norms, and the failure of modern civilization to offer a sense of
reconciliation, the play also sheds light on the broken balance established between personal longing and
collective disillusionment in late 20th century in Ireland. Through blurring the lines between Maureen
and Mag, home and away, presence and absence, self and other, memory and madness, McDonagh
portrays the fragmentation of the rural Irish household where the centre can no longer hold. Traditional
anchors, such as home, nation, identity and family collapse; leaving the individual suspended in a state
of psychological limbo. This in-between condition is symbolized by the rocking chair that moves back
and forth but cannot go anywhere. Ultimately, by assuming her mother’s role, the so-called ‘beauty
queen of Leenane’ becomes trapped in the very space she once dreamed of escaping — condemned to

live in a cycle of emotional decay and isolation in a home far more bitter than sweet.
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GENIS OZET

Martin McDonagh’in Leenane’in Giizellik Kraligesi adli oyunu, ¢agdas Irlanda tiyatrosunun
dikkat ¢ceken bir 6rnegidir. Oyun, geleneksel aile yapisi, inang sistemi ve kimlik gibi toplumsal ideallerin
altiist olusunu sahneye tastyarak, kirsal yasamin yiizeydeki sadeliginin ardinda sakli olan karanlik
gerceklikleri gozler Oniine serer. Connemara’daki kii¢iik bir kdyde gecen oyun, yasli ve manipiilatif bir
anne olan Mag ile, ona bagimli bigimde yasayan ve bastirilmig bir hayat siiren kizi Maureen’in gerilim
dolu iligkisini merkeze alir. Goriiniiste tanidik bir ger¢ekgilik sunan metin — bir mutfak, bir anne ve bir
kiz — kisa siirede postmodern tekniklerle parcalanarak, izleyiciyi yamiltan bu ev i¢i diizenin bir
yanilsamadan ibaret oldugunu agiga c¢ikarir. Bu c¢alisma, oyunun aile biriminin ¢okiislinii nasil
sahneledigini inceleyerek, ev kavraminin bir giivenlik ve aidiyet mekamindan bir tiir psikolojik

hapishaneye doniistiigli yoniindeki temel sav1 etrafinda sekillenmektedir.

Anne-kiz iliskisi gerek edebi gelenekte gerekse ulusal kimlik sdyleminde genellikle kosulsuz
sevgi ve bakimin sembolii olarak ele alinirken, McDonagh bu idealize edilmis yapiy1 yikar. Mag, sefkatli
bir anne figiirii olmaktan ¢ok uzak; kizini siirekli olarak kiiciimseyen, gecmis travmalarini hatirlatarak
onu kontrol eden, bagimsizligini engelleyen bir karakterdir. Pato Dooley’den gelen mektubu gizlemesi,
sadece dramatik bir kirllma noktasi degil; ayn1 zamanda Maureen’in gelecegine ve 6zlemlerine yonelik
acik bir sabotajdir. Bu eylem, Mag’in Maureen iizerindeki baskisini koruma arzusunun ve bencil

karakterinin bir simgesidir

Ote yandan Maureen, umutsuzluk ile kurtulus arzusu arasinda sikismis bir karakterdir. Pato ile
yasadig1 kisa siireli yakinlik, onun i¢in olas1 bir kacis kapist ve farkli bir kimlige ulasma umududur.
Ancak bu umut, Mag’in engeliyle yikilir ve Maureen’in zihinsel ¢okiisiinii hizlandirir. Pato’nun trenle
ayrildigina dair kurdugu hayali sahne — gercekte taksiyle gitmistir — onun gerceklikten kopusunu ve
artan psikolojik daginikligin1 agik¢a gosterir. Bu sahne, oyun boyunca tekrar eden temel bir temay1
yansitir: Gergek ile hayal arasindaki ugurum, kurtulus istegi ile yasamin duraganligi arasindaki ¢atisma

Maureen’in hayatinin merkezinde yer alan trajik durumu goézler 6niine serer.

Bu makalede ayrica oyunun, yalnizca bireysel diizeydeki patolojileri degil, ayn1 zamanda Irlanda
toplumunun kiiltiirel ve tarihsel doniigiim siireclerini de elestirel bir gdzle yansittigi ileri siiriilmektedir.
1990’1larin sonlarinda kaleme alinan bu metin, Katolik degerlerin ¢6ziilmeye baslamasi, toplumsal
geleneklerin sorgulanmasi ve kirsal yasamin idealize edilen imgesinin yikilmasi gibi dénemin

kaygilarina da ayna tutar. Oyunda dini figiirlerin — 6rnegin Father Welsh’in — etkisiz ya da alay
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konusu edilmesi, inang sisteminin bosluguna isaret ederken, bu bosluk Mag ve Maureen’in iliskisine

sizan siddet, suskunluk ve bagimlilikla doldurulmaktadir.

Calismanin bir boliimii, giindelik ev i¢i pratiklerin — yemek pisirme, hasta bakimi, temizlik gibi
— nasil birer siddet aracina doniistiiglinti de incelemektedir. McDonagh, evin, fiziksel oldugu kadar
duygusal bir savag alanina doniisiimiinii simgesel ve dramatik unsurlarla isler. Maureen’in annesinin
eline kaynar yag dokmesi gibi bir eylem, sadece fiziksel degil, derin bir psikolojik patlamanin
disavurumudur. Bu sahne, bastirilmis 6fkenin ve uzun siiredir siiren psikolojik baskinin bir tiir doruk

noktasidir.

Pato ve Ray gibi erkek karakterler de bu yapinin i¢inde anlamli rollere sahiptir. Pato, Maureen’in
kacis hayallerini sembolize ederken, pasifligi ve mektubun ulagsmamasi gibi etkenlerle bu kurtulug
ihtimali basarisizliga ugrar. Ray ise, oyunun gergeklikle temas kurdugu karakterdir. Pato’nun bagka
biriyle nisanlandigini Maureen’e haber verdigi sahne, karakterin tiim hayallerinin yikildigi andir.
Maureen’in bu gelismeye verdigi tepki, onun akil sagligindaki kirilmanin artik geri doniissiiz oldugunu

gosterir.

Oyunun sonunda Maureen, annesinin yerine gecerek onun fiziksel mekanini ve davranislarini
devralir. Bu final sahnesi, travmanin kusaklar arasi aktarimini ve kagigin imkansizligini vurgular. Evin
bir kosesinde duran tozlu wvaliz hem fiziksel hem de duygusal bir c¢ikis yolunun asla
gerceklesemeyeceginin giiclii bir simgesidir. Sonug olarak Leenane’in Giizellik Kralicesi, geleneksel
Irlanda ailesi, ev ve inang sisteminin modern diinyadaki kirilganligim acimasiz bir bigimde gozler &niine
serer. McDonagh, evin duygusal dokusunu ¢ozerek, okuru ya da izleyiciyi tanidik olanin karanlik

tarafiyla yiizlestirir. Evin sicakligi, yerini sessizlige, manipiilasyona ve ruhsal bir hapishaneye birakir.
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