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Tle inguiry into possibilities of a feminist mimesis
has beeR one of thE main concems for some feminists in
theatre. 'The conventional realist represenاation seems,
for materialist feminist critics, to serve only the
ideology of the partiarchلa society. It encourages us to
forget the borderline between spelling stage and
audience and, thus, disguises the construction of the
domninant culture. It makes all appear seamless and
natural, therefore appropriate and acceptable In her
anticle "Constructing the subject : deconstructing the
text, " Catherine Belsey argues that realismn or " classic
realism" As she calls it, creates an" illusionism" which is
nothuing but a reirscripuion of the dominant male order :
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Classie realism
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is characterized by
'ilsionism', nAmrative which leads to'closure',
and a 'hierarchy of discourses' which
establishes the' tnuth' of the story. 'lllusionism'
is, ,hope ا sclf-Explanatory. The other two
defining charactenistics of classic realism need
some diseussion. Narrative tends to follow
certian recurvent paltemns. Classic realist
narrative, as Banhes demonstrates in S/Z,
turns on thE creation of enigma through uhe
precipitAtion of disorder which throws into
disarray the conentional cuItural and
signifying systems. Among the the commonest
soUrces of disorder At the leyel of plot ib
classic realism Are murder, war, a joumey or
love. But the $tory moves inevitAbly towars
closure which is also disclosure, the
dissolu1ion of Enigma through the
re-establishment of order, recognizable as a
reinstatement or a development of the order
which is wnderstood to have preceded the
evens of the story itself2.

By 'the moment of closure' Belsey means the poiut
at which the events of the story become fully intelligible
to the reader. ln this realist story, add a comma
inscribed subjeet psitions are always kept for men. The
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prOcess excludeswomenfrom the role of the subjecL hn
her book Feminism and Theatre, Sue-Ellen Case
ekplais tbat the exclusion of women from the role of
subjec is tied to "a cultumal castration" whicb, according
to Freud and Lacan, locates " the symnbolic order in
relatio to the phallus of the child and the cultuلar ' LAw
of the FAther, situating the entire production of Art
within the patriarchal order of father and son. Within
this symbolie order of female desire and castration, 'the
only rle for women is As objects of this desire. "Thus,
women become fxed in the position of objeet of uhe
gaتعe, rather than as uhe sbject directing it" This is how
woman is constituled as " other." ln life and on stage
women appear in order to bc looked upon" rather than
to do the looking." ln the theatrical representation
woman١ 1s "perceivcd as possible site for the fulfillment
of that desire, transformed into a kind of a cuhtu  arل
courtesan. " ln this sense, woaen within the palniarchal
system af si gns do not have" the cultumal mechansms of
meanig to constrct themselves as the subject mather
than as the object o' heا perfomance. ", 3

Case believes that the study of woman As a sign and
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the study of woman as objeel are deeonstructive
strategies which help in exposing the patriaebal
encodings in the dominan system of representaLion.
This will encoumge women to emerge as subjccts,
which opens up a feld of new possibilies for women in
theatre and its sysLem of representation : "constnucting
woman as subject is the future , liberating work of a
femimist new poeties." Belsey goes furher to explain
how te deconstruct the reelist text. She argues that "in
its attempt to create a coheremnt and intemally consistent
fictive world the text. in spite of itself, exposes
incoherences, omissions, absemces and transgressions,
which in tum reveal the inability of the langwage of
ideology to create coherence," The aim of feminists
should be to " locate the point of contradiction within
the teRt, the point at which it tramsgresses the limit
within which it is constnucted, breaks free of the
eonstrimts imposed by its own realist for.°ذ 

ln their article " From Fommalism to Feminism,"
Sue-Ellen CAse and 1eanne K. Forte arguE that "the
problem is that in the closed system of deconstrction
the only possible reference is to the dominant ideology
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it deccnstructs. ln effect, it reproduces things as they
are." 'Therefore. feminist playwrights should find an
alternative reprcsentation outside of patriarchal
refercnce to system1$ :

Whem women on stage vocalize their
experience as omen rather reflect tbe
representation of' them by men, the possiblitiy
for a new discourse arises, one never
ccnstituted within the patiarchal canon of
plays. Yet what action could this subject play
whieh would generate an a temnativeل discourse,
one constituted outside of the patriarchal
codes? The acuion of the desiring subject, the
drama of the woman who desires, is in conuast
to the passive role treditionلa ly granted womnan
as the objecl of male desire. 'The desiring
female subject fnustrates the mystifications of
morality, challenges the colonization of her
bdy, and denies the use of her scxuality as a
ccmmodity in the market of marriage and
pcmography."

Brechtian techniques seem to offer a ،strong
altemauive to realism. hn her anicle "Beyond Brecht :
Britain's New Feminist Dama," Janelle Reinlt suggests
feminist tnansfomations of Brechtian technigues could
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help in revealing " relations between sexes. " Brechtian
notions of the social gcst ( a singulAr, symbetie gesture
associated with each character that controls and
ariculates the spectator's relation To the actor -A9-
character), epic Structure (episodic strcture in which
each scene is isolaed and has a crcial tuming point),
and a ienationل effect provide "the means to reveal
material relations as the basis of social reality, to
foreground and eamine ideologically - determined
bEliefs and wnconscious habitua] pErceptions, And to
make visible those signs inscribed on the body which
disUinguish sDcial behavior in relation to class, gender,
and history."

In her book Lnueking Mimesis Elin Diamond
discusses the potentialities of Brecht's theory for
femiMism. She finds that " the comnErstone of Brecht's
theory is the Verfiemndungseffeki ('alienation-effeet'),
the technique of defamiliarizing a word, an idea, A
gestur so as to enable the Specuator to see or heal it
afresh.8 The feminsit practice can wse some vemsion of
the Brechtian A-effect to "expose or mock the strictures
of gender" and "rveal gender-as appearance, as the
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effect, not the precondition, of regulatory practices."
T'he A-effect ca be used to "dismantle the gaze and
demystify representation "showing how and when the
object of pleasure is made, releasing the spectator from
imaginary and illusory identifications"l9

Some other feminsit cnitics and playwrghts, on the
other hand, cAll for a "new realism." ln "Realism,
Naralive and the Feminis playwright-A Problem of
Recepion", JeAnnie Fore argues that Feminists should
make tse af the fact that realism is 'readable' on stage as
well as off. Realism is "a matter of style and content : it
is a representation of recDgnizable settings, characters
and events reAccentuated by he newness of the materiلa 
to the stage ،. typified by jux!aposition along with
continuity of incident from scene to scene, And
refererces to popular colture." A feminist dramaturgy
can use thesc feAtures to explore a "subversive teRt"
wbich " would not provide the detached view-point, the
illusion of seamlessness, the narrative closure. but
instead would opcn up the negotiation of meaning to
contradietions, circularity, multiple viewponts."l} 1٨
this sese, the conventions of realism narrative will not

 د
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be used to reinforee or pempetwate the dominant ideology
but rather to "thwar the illusion of real life" and
"threaren the palriachal ideology embedded in the
story."l2

Similarly, Patricia R, Schroeder observes that "in
heir enLhusiasm to isolate what is unique about feninistا 
drama, some scholars overiook or even reject the
feminist possibilities inherent in more traditional
dramatic forms." While Schroeder admits that the
erperimenta] feminist theatres "have opEned up new
exciting pssiblities for the stage", she also believes uhat
the traditional dramatic fom is a 1lexible instnment

,hat can also respond to feminist concems."l3 For herا 
the traditional dramatic fomms can be used to suppor1
feminist values by depicting the entrapment of female
chuanacters in en unyielding Uradiuion .a societyل

The purpose of uhis aricle is to examine mimesis or
represenuation in three femioist plys: Lihlian Hellman's
'The Litde Foxes, MArsha Norman's 'niglt Mother, and
Adrienne Kennedy's 'The Ow Answers. While the first
two plays are agreed upon by most critics as realist
plays, the third one is described as a non-realist play. It
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is bopd that the eAmination of the dnamatic foms in
the finst two plays will show how a realist mode of
wTiting, if creatively used, can vigorously serve feminist
concems. Also, the eRamination of the dramatic fom in
the thir play will show why and how kennedy resorts
to non-reAlist fom.

١
«

L Ilianث Hellmaun. acclaimed as one of Americas
most distinguishcd female playwrights-made an
cntrance into a predominantly male-dominated field in
the firsy half of the twentieth century. her dramnatic
output ineludes eigl1 original plays and four adapuations
writen between 1934 and 1963. She wrote realistic
well-made plays that dealt with soeiological issues in
the tradiition of lbsen and Chekhov. Remembered as her
best play, The lille Foxes (1939) is about a family
trying to attain wealth through pursuing industrial
forune on the ruins of the old south. 'Though Hellman

"as "amazed at being considered as a Slandard bearerس 
of the feminist cause, some cnitics have investigated her
reputation as a "precursor of feminism, eamining the
roles ndة status of the women of her plays."14 [n her

»  او
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aNticle "nto the Foxhole : Feminism, Realism , and
Lilliarn Hellman," Judith E. Barlaw argues that
Hellnau" used realism as a tool to explore and expose A
capitalist society with narowly inscribed gender roles,
and to counter the demeaning porraist of women
ypiGlا y proffered by male playwnighs."l5

It is true , as materialist feminist critics have
pointcd ou, that a realistically constructed play car
offer no altemative to class and gender hierarchies. The
Litle Foxes, however, demonstrates that, if modified,
realisn can be still used to serve the feminist conscious
and determined and scrupulous wriler."!@ Louis
Kronelerger pmaises the power and the signifcance of
the werk and the overwhelming moral sense that has
direct social meaning. The Little Fores, for him, comes
through as the most effective kind of protest. sending its
audience out of the theatre "not purged, not released, but
still arvused and indignant."l7

Tle plot of the play comprises a linear seguence of
causal events that leads necessarily to conflict. Oscar
and Bcjamin Hubhard with their sister Regina Giddens
Amrange to get Northem capital to finance A cotton mill.
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One third of the investment money has to come from
Rcgina's husband , Horace, who has been treAted at a
hospit: in Batimere for a heart condition for sevلare 
months. Snce he refuses to answer his wife's
corTespondence, she asks their duaghter AleRandma to g0
to the hospiial to fetch him. He arrives home tired ,
weakened from the joumey, and ill-disposed to fnance
the prject that his wiTe has negotialed. Eager to bning
the dea] to is end, Regina's brother, Oscar and
Benjamin, steal bonds wiorh $ 88.000 from HoracE's
safe-duposit , bonds which are as negotiable as money.
Oscar tAkes them o ا Chicago to make up the missing
third of the deal, cntting Regina out of the share in the
deلa . They Iet Regina think an outsider has come up
with the money Tequired. Horace discovers the theft and
tells Regina that he will not repon it to the authonities
but te]l the brothers that the bonds are a loan ftom
Regina. Furhemmore, Horace tells Regina that he
intends to revise his will, leaving only the stolen bonds
to her.

Regina is thus trappcd in a world domiaated by her
brothers and bushanud; she will receive notling from her
brother' except as they choosc to pay back that loan. The
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nexKt move, however, is hers, She causes Horece to bave
a heart attack and mnercilessly refuseE to help him. When
she is sure he is unconscious, she calls the sEvants. ln
the end, she blacknails her brothers into a seventy-five
percent share in exchamge for the bonds. Ben retAliates
with the threat that he will expose her for murder of her
husband, And Alexandra comes in to amnounce that
Horact has died. The play ends with Alexandra, in her
own way, blaming Ber mother for killing Horace and

.nnouIcing she will go off on her ownم 

The plot, thus, consists of a series of cnises , each
one only partly resUlved. hellman manages to keep the
audience waiting for the resolution to be completed,
only to be shocked by a reversal which leads to a new
cIisis. Each twist in this realistic plot causes excitement,
Nvothing is expected or ievitable becAuse every event
comes as a surprise. Theclimax is reached in the quarrel
between Regina and her husband, which cnds with the
deanh of Horace. Then comes the denouememt or the
unraveling of plot strands. Sumprisingly, Hellman leaves
some strands raveled.
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Though Hellman wrote 'The Little Foxes before
she had even heard of Brecht's anti-cmpathetic theories,
the fin a sceneل in which Alexandra faces Regina could,
indeed, be seen as a Brechian device which forces the
audience to question whe rationale behind the acions of
both Regina and Alexandra. ln this scene, Hellman
alienales the final ewen and the Iwo charaecters of
mothe and daughter encoDNaging us not to take sides
but ratler to think:

Regina : (going up the steps) Alexandra, T've
come to heا end of Dy rpe. Somewhere there
has4a be whal I want. Life goes too fast. Do
what you want ; think what you want; go
where you want. I'd 1ike to keep you with me,
but 1 won't make you stay, Too mtny people
used to make me do Too many things. No,
won't make you stay.
Alexandra : You couldn't , fama , because 1
want to leave here. As I've neyer wanted
anything in my life before, Because now I
understand what Papa was frying to tell me.
(Pause) All in one day : Addie said there were
people who ate the earh and other peope who
stood around and watched them do it. And just
nw Uncle Ben said the same things. Realy,
he sid the same thing. (Tensely) Well, tell

، ،  ا



- لا6-

him for me, Mama, l'm not going t0 stand
around and watch you do it. Tell him I'H be
fighting as hard as hell be fghting (rises)
some place where people don't just stand
amound and watch
Rcgina : Wehl, you have spirit, after .a lل I used
to think you were all sugar water. We don't
have to he bat friends. ] don't want us to be
bad friends, Alexandra
(Starts, st0ps, wums to Alexandra) Would you
lile to come and talk to me, Alexandra?
Woلا ld you-would you like to sleep in my
room tonight?
Alexandra: (takes a step toward her) Are you
afmaid Mama?
(Regina does not answer. She moves slowly
out of sight. Addie comes to AlexandrA,
presses her anm)
TIe Crهin Falls,18

Within this reatistic plot, Hellman, as we have seen,
has cxpermented. Also, the realistic set of the play
indicates the kind of people living in it. The scene of the
three acs is "the living room of the Giddents house, in.a
smلa l tow in the South." Significantly, Hellman
describes the roonn as "good-looking, the fumiture
expensive; but it reflects no particular taste. Everyhing
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is of the best and that is al.13 THe scence dose not
change which gradually creates the aumosphere of
prisons and traps. This domestic scene which is the
setting for "business negotianions"ش0 ة٨ T'He Iittle Koxes,
1s also where the female characters are tmaded. Judith E
Barlow rightly notes that "By ocating Foxes in the
home, Hellman deystifies the relaLionship between the
domestic on the one hand and the economic ad
politieيl on the oUher.-2!

There Are four female characters in the play
Addie, Birdie, Alexandma, ant Regina. Addie Is a black
maid who is helpless and almost forgoten till the end of
the playwhen Horce before his death asks her to take
care of AleRandme . Birdie has become Aalcoholic and
defeatist from the 1yanny of her husband, Ben. ln Att
one, Edd a comna when a Cbicago industialist,
Marshall, visits the family tomake the deAl, Ben tells
him hcw his grandfather and {ather took over every:hing
belonging to Birdie's famnily. Birdie herself was par of
the deal :

Bn : PerhAps. (He sees that Marshall is
listening to The music. lmitated ، he tums 1o
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Birdie and Alexandra at the piano , then back
1o Marshall) Y ou're right , Mr. Marshall. It Is
difficult to leam new ways. But maybe thAt's
why is profitable. Our grandfather and father
keamed the new ways and learned how to
make them pay. (Smiles nastily) They were in
trade. Hubbard Sons, Merchandise. Others ,
Birdie's family, for example, looked down on
them ، (Settles back in chair) To make a long
slory shor, lionnet now belongs to 0s. (BirIe
svps playing) Twenty yeArs ago we took Over
their land, thcir cotton, and their daughter.
(Birdie rses and stands stiffly by the pian9-
Marshall, who has been watching her, rises),42

The presentation of sex roles in Foxes becomes
clear iاhe relationship beIween Regina and Ben, on the
one hand, and between Regina and Horace, on thE other.
From the beginning of the play, the batle for supremnaعy
between Regina and Ben in quite'evident. He repeatedly
remintls her of her social role as a woman, invoking
their nother as an example : "Sometimes it is better to
wait for the sun to rise agan .., and sometimes, as our
mother used to tell you... it's unwisE fora good -looking
woman to frown ،..Softness and a smile do more to the
hear1 cf man." Rgina, however, wins the battle with
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her two brothers and becomes "the desiring subject".
Now she has the upper hand after her husband's deaLh:
"I'm smiling, Ben. I'm smiling because you are quite
safe while Homace lives. But I don't think Horace will
live. And if he doesn't live I shall want seventy-five
percent in exchange of the bonds ... And if 1 don't get
what 1 want I am going to put a lل three of you in jail."3
Both Hegina and Alexandra survive the gender battle
but Alexandra refuses to stay with Regina, to watch the
foxes "eat the earth." Alexandra's refusal to be like her
mother; at the end of the play, demonstrates that there is
still a choice for the younger generAtion of women to
make. Thus, Hcllma manages to use a realistic mode to
show that realism, if madified, is not a closed fom.

I

Like The Little Foxes, Marsha Noman's nght
Mother is a realist play. Robert Brustein observes that'
night Mother is "chastely classical in its observance of
the unities," especially 3ث time, which, as the stage
direcLions indicate, is'measured synchronously on stAge
and in te audience :

Tle time is the present , with the aclion
beginning about 8: 15. Clocks on stage in the
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Kitchen and on a table in the living 1oom
slould rn throughout the perfomance and be
visible to the audience.6ة 

The illusion of realism is also reinforced by uhe set
amd its dressing. The action of te play takes place in a
hiving room which is "cluttered with magazines and
needle -wok catalogues, ashtrays, and candy dishes.
Examples of Mama's needlework are
everywhere-pillows, afghans, and quilts, doilies and
nugs, and they are quite nice examples,"27

The plot, though simple, comprises a lineAr
seguence of causلa events. Jessie Cates, a woman in her
late thities or early fonies, tells her mother, Thelma,
that she intends to commit suicide and proceeds to carTy
out her promise, after having organized the details of
her mauher's life and her own death. Jessie insisLs she is
infomming Thelma in advancc simply to have the older
woman prepared when it happens, After much
argument, during which time the mother tries to change
her daughter's mind, the play ends with Jessie killing
herself.

Jeanie Fore agues that 'nlght Mother" inscrbes
the dominant ideology in its realist from." For her,
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Noran's text "may not bE feminis or politicلa in tems
of ius writing strategies, or in its naive conception of the
selfl subjectivity-even in perforance, the structure and
design elements of 'night Mother pempetuate namative
closure, the Oedipal constructions of identity ."8 [
would counter. however, that Noman manages, throgh
an imaginalive use of those same features of the realist
fomm,1o eRpose wha1 has been concealed and cvaded in
the IiYes of two women . Norman, from the very
beginning of the play, promises a modified creative use
of the realist form. The play's simple set, for examnple,
isAs C.W.E.Bigsby notes."charged with sigaificaee.%9
We learn that Jessie plans to shoot herself in an

adjacent room. The stage directions indicate that this
room which opens direclly onto the hلa l, and ius entry
should be invisiblc to everyone in the audience, is "the
foلac point of the entire set... a point of both threal and
promise"30 The door to that room, Bigsby eplains, is
"the route to her death but also, in her mind, to her
release."l To keep the set and the entire presentation"
detached from ideological readings,34 Noman wamns

 كنthaل:
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... Under no circumstanccs shoulD the set and
itي dressing maks a judgment about the
intefligence or 1aste of Jessie and Mana. lt
should simply indicate that they are very
specific real people who happen to live in a
pcricular part o1 the oountry. Heavy accents,
which would further distance the audience
fmm Jessie and Mana Are also wmong,3

Noman's main contribution lies in her abilit to
se a realistic dialogue to explore a mad andن 

unacceptable sitation, subtly making her audience
Yentually resigned to accepting the suicide. Although
Jessie wants her last eYening with her mother to be , like
all their prewious evenings together, guiet and
uneYentful, the evening becomes a dreadful ane.
lronictlly, eYery approach the mother tries to prevent
tbe daughter from her intention to ،conmit suicide
becomes a probing eplorauion into the reasons for the
daughler's choice.

٨ few minutes after he acuion of the play starts,
Jessie, while talking about towels, Mama's snowball
wIappcr and manicure, asksher mother where she could
find her Daddy's gun. Norman swiftly insers the
threatening element, and berfore Jennie says she is
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going to take her own life, the mother revcals a
disturting fact about Jessie when she advises her to
comne down from the attic before Jessie has a fit. This is
how Nomman introduces the prime motivating factor for
Jessie's nuined life-her inability to hold a job, her failed
mnarriage, her delinguent son, and ultimately her
intention to kill herself. The minute realistic details
whicH are subtly brought in demonstmate how epilepsy
has tumned Jessie's life into a painful bumiliating
experiunce:

Mama : ..٠٠..٠٠. And then you tumn blue and the
jerks star up like I'm standing their poking
ycu with a cattle prod or you're sticking your
1inger in a light socket as fast as you can ...
Jessie:Foaming like a mad dog the whole time.
Mama : It's bubbling, less, not foam like the
washer overflowed, for God's sake; it's
bubbling like a baby spituing up.1 go get a wet
wshcloth, that's all. And then the jerks show
dcwn and you we yourself and it's ove . Two
minutes TOps.
Jessie : How do 1 get to the bed?
Mama : How doyou think?
Jessie : I'm too heavy for you now. How do
you do it?
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Mama :1 call Dowson, ButI get you cleaned
up before he gets here and l make him leave
before you wake up....34

In her desperate attempts to prevent Jessie from
committing suicidc. her mother unknowingly makes her
more convinced of her decision. Now Jessie leamns that
she has had thcse fits since she was a child. This
explains why Cccil, her husband, Heaves her though she
begs him to take her with him. She promises him she

ould leave everything if he would take her but heس 
refuses and she understands why. She cannot keep a job
and has never been around people all her life because
they reaل ly feel "uncomfonable" when she smiles at
them the way she does. Fpilepsy has rined her and she
canno1 Iive with the idea that she can Iive only As
dependent on her mother :

Mamna: You are my child!
Jessie : I am what becAmc of your child.
(Mama cannol answer) I found an old baby
picture of me. And it was somebody else, not
mE. It was somebody pink and fat who never
heard of sick or lonely, somebody who cried
and got fed, and reached up and got held and
kicked but didn't hur anybody, and slept
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whenever she wanted to, jvst by closing her
eyes. Somebody who mainly just laid there
and laughed at the colors waving around oYer
her bead and chewed on a polka -dot whale
and woke up kowing some new trick neArly
ewery day, and rolked over anD drooled on lhe
sheet and felt your hand pulling my quilt back
wp over me. That's who l started out and this is
wbo is 1eft . (There is na self- pity here) T'hat's

hat this is about. lt's somebody I lost, alس 
right, it's my own selt. Who I never was. Or
who I tried to be and never got there
Semeboy l waited for who never camte. AnD
n٤ vEr .w illب So, see, it doesn't mUch matter what
etse happens in the world in this houIse, evenم 
I't wliat was woth wفa ting for and ] didn't
make iu Me ..٠٠ who migh4 have made a
difference to me ... 1'm not going to show up,
sD there's no reason to stay, exCept to keep you
ccmmpany, and that's ...not reAson enough
because l'm not ... Yery good compتA y. (pause)
Aد L.
Mama (Knowing sbe must tell the tnth) : No,
and neither am [.35 .

Some feminist critics reject Jessie's idea that she
can get her identity affimmed througb its ultimate denial.
'They also argue tat tbe play confimns "a model of
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women as inadeuaes whose lives drained of meaning
once the stereotyped geder roles of wvife and mother
proved fallible or unsupponable."0 Nomman, however,
finds that the relationship beUween mother and daughte
is a ccnttal territory neglected by male writers. This
relatio1ر ship, shE explains,

..... is one o1 Ue world's great mysteries' it has
ccafused and conounded men and women for
centuries .. and yet it has not been perceived to
hae critical impact on either the life of the
family, whercas the man's ability to eam
money, his success out in the world, his
conflicts with his father - these are all things
that have been secn as directy iluencing the
survival of the family. Part af what we have
begun to de, bccause of the increasing voice of
women in the world, is to redefine surviva! .
WhAt it mneans is the ability to carry on your
life in such a way that it fulfils and sauisfies
ycu. With this definition of survivall, Mother
!oomns large. Wha you hope for your life, how
yeu define the various parameters of what's
pcwssible for you, those are al things with
wbieh Mother is conneeted .،., As women, our
historicAl role has been to clear chaos, and I
w.ll not stop until I haveir. 7
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Narman's concept of uhtimate denial as an
affirmation of identity is conIradictory but the
experiunce she depiets in 'nigtt Motler is also fll of
contradictions. The creative use of the realist fom has
helped Nomnan not omly to explore Jessie's dilemma but
her motlIer's ability 1o give. to susuain, to fight for her
child's life, and ultimately, to accept her daughter's
decisin to comnit suicide.

I٧

,nlike The little FoRes and 'nigh Motherة 
AdrienNe Kemnedy's The Owl Answers falls outside of
what can be described as realist. lndeed the play, like a lل
of Kennedy's early plays, wses a totally non-realisuie
fom which secns to go even beyond "the expenimental
tfeatre's macial, sexuلa , and fomal boundaries.39 From
Funnyhouse of A Negro (194), through such plays as
The Cml Answers (1965), A Rat's Mass (1966), A
Lesson in Deal Language (1970), A Movie Star Has
to Star i Black and White (1976), Kennedy has been
"defyig the conventions of Amenican play wniting to
creAte a new, dangerous , and delirious dramaiurgy."9
Ln her theatre, she has tried to reinvent the traditional
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notions of plot, charactcr, and setting.

The Owl AnsvYers expresses the black American
woman's search for identity. Cender and 1ace, however,
made this search doubly diffcult. The central character
in the play is young black woman called She Who Is
Clara Passmore Who ls The Virgin Mary Who Is The
Bastar، Who Is The Oul, She Who Is encounters other
characters of multiple identities who include a white
Father who rejects her claim as his child, Bastard's
Black Mother who is the Reverend's Wife who is Amne
Boleynu, Goddam Father who is the Kichest Wbite Man
In The Town WHo is the Dead WHite Father who is
Reverend Passmore, The White Bir, a Negro Man
Shakeapeare, Chaucer, and William the Congueror.
These characters, except the Ncgr Man, as anote to the
play illustrates, "ehange slowly back and forh into and
out of themselves leaving some garment from their
previous selves upon the a waysل to remind us of the
nature of She who is Clare Passmore who is the Virgin
Mary who is the Bastard who is the Owl's Wonld.4
KenneNy's theatre, Elin Diamond states, is "a theatre not
of identity, but of identificatio.»l
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In her search for identity, Clara (or She who is)
ambigUously mOves to different places, but KeDnedy
indicales that the scene, like her charecters," is a New
York subway is the Tower of L ndonم is a Harlem hotel
room is St. Peters."42 The scene is a combinatior of the
old and new places in the world queerly c0-exisاing ,
This is where Clana is"caught in a.deadly strggle with
herself and her cultre. " 43 In this sunggle, there is no
possib.lity for a suAble fixed identity and Clara's search
is doomned to fتa l. From the very beginnig of the play,
Clana's search for identity by relating to her father is
rejectedby l لة :

THEY : Bastard . (They slar at a distance ,
ewentually Crowding her . Their Lines are
spoken coldly. SHE WHOIS is only a pnisoner
to them.)
You are no! his Ancestor.
Keep her Lncked there, guard.
Bastard
SlE , You must lel me go down to the chapel
t٥ see bim. He is my father.
THEY , Yor father? (Jeering.).
SHE He Is my faلher.
THEY .Keep her locked ther guard ... if you
are bis ancestor why are you a Negro?
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Fucbs observes that there is a sttong affinity between
kemnedy's early plays and Stnindberg's later dram and
chAmler plays in which he developed the
transfommational dream forn." In this form, the
traditienal time And spaee do not exist, as the psyehe
"roam freely over fragments of reality; imagination
spins tnd weaves wew pattems made up of memories,
experiences, unfettered fancies, absurdities and
improvisations. The characters are split, double And
multiply; they evaporate, crystallize, scatter, and
coverage.4&

Tle text of The Owl Answers, however, reveals
that the composite protagonist, Clara, is the bastard
daugbter of a poor black mothcr and the "RieheEt White
Man in Town." Although she is adopted by the
Reverc.nd Passmore and bears her mothers color, she
idolizes the culture of her father and England "the home
of dear Chaucer, Dickens and dearest Shakespeare.r4?
She yams to be accepted in te father's world but her
Dead l-ather rejects her : "Ifyou are my aneestor why
are you a Negro, Bastard 2 Wha is a Negr dding in the
Tower of London. staying at Oueen's House? Clara, I
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Yes, Wfy is it you are a Negro if you are his
ancestor'?
Keep hcr locked there.4

Deborah R. Ceis notes that the s1ructre of The
0wl AnswerE " resists the temporal linearity of the
classit realist narrative. "45 Forte agues that the
convetional narative, in Clara's case , is absolutely
oppressive becausc.

She is locked outside of i4 a dم within it, by virte
of her race gender double-blnd. The play's ambiguiy
and neer-incomprehensibility aricuhate the impossibility
of' identiIication with a narrative position, least of all
one bich might provide closure, or the fiction of a
coherent self. Clara... instead traverses narrative,
2igaAgeing across warious systems of signification,
seeking herself in gaps, the spaces of unnarated silence
wherein her persistently elusive subjectivity might be
foun3.1

ThLe stncture of The Cwl Answers does not follow
the linearity of the traditional nanative. lt is a collage
whose fom is similAr to that of a dream. ln her article
·Adnienne Kennedy and the First Avant-OArde," Elinore
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am your Coddam Father who was the Richest White
Man in the Town and you are a schoolteacher in
Savannah who sends her summers in Teachers
College. You are not my ancestor. You are my bastard.
Keep her lccked vhere, Willian."

Clara's search for idenUity continues. She scrcams at
the Dead Father and her Mother but the Bastard's Black
Mother who is the Reverend's Wife who is Amne Boleyn
asks -"Why be confused? The Owl was your beginning
Many."3ا Now Clara admits "I amn Clara Rassmore. 1 amn
not His aDcestor. I ride, look for men to take to a
Harlem hotel room , to hove, to dress them as my father,
beg to take me.32 Jerlooking for men, however, tums
out tobe not exactly what she yeams for;

NEGRO MAN: WHat is it 2 What is it ? What
is wrong?
(He tries to undress her. Undemeath her body
1s black. He throws off the crown she has
plaeed on him. She is wildly trying to get away
frm him.) What is it? ... Ar you sick?
SIE ; (Smiles.) No, God. (She is in a 1rance.)
No, I am not sick. l only have a dream of love.
A dream. Open the cell door and let me g0
down to St. Reul's Chapel. (The blue crepe
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shawl is half about her. She shows the Negro
Man her notebooks, from whieh a mass of
papers fلa l. She crazily tries to gather them up،
Euning tbis She walks around the bed. He
follows her.) Communieations, God.
comrunications, letters to my father every day
of the year... They took him away and would
nt let me sec him ،.. Now thcy, my Black
Mother And my Coddam father who pretended
tChaucer, Shakespeare and Eliot and all my
beloved English, comE to my cell and stare and
I cn see they despise me and I despise them.
Tluey are dragging his body aeross the green
his yن hite hair hanging down. They are taking
off his shoes amd hE is stiff. 1 musl get into uhe
chapel to ٤ee hin. He is my blood father. God,
let me into hls burAl. (He grabs her Down
Center. She Knieeling) l call Ood and De Owl

,swers. (Softer.) It haunts my Tower callingمه 
its feathers are blowing against the cell wall,
speckled in the garden on the fig tree, it comes,
feaUhered. great hollow-eyed with yellow skin
a dم yellow eyes. the flying bastard. From my
Tower I Keep calling and the only answer.is
the Owl, God (pause.) am ا only yeaming for
our kingdom, God.3
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Finally, the Mother stabs herself with a butcher
knife saying," I know the way t٥ St. Paul's Chapel,
Clara.335 But Clara refuses of follow her and chooses to
find hur dead father through her own death. Trying to
attack the Negro Man with the knife, she "suddenly
looks like an ow] and speaks the last words:"Ow ،..
oww," whereupon her Dead Father" rises and slowly
blows out candles on the be.355 Thus, Clara's search
for idenLity ends with her transfommation int an owl.

1dentification and transfommation are possible in
dream because this is where Clara's soul can roam
freely 0ver the intersecLing boundaries and contmadictory
1ragments of reality. Being the outcome of these
boundnies and frtgments in her society, Clara, like
Kenncdy and protagoNists in her early plays, resorts to
the dream fom in which she can try o identify with
those she cannot relate to in reality. She is Clara
Passmore who is the Virgin Mary who is the Bastard
who is the Cwl who is trying to rela1e to Goddan Father
who is the Richest White Man in the Town who is the
Dead Father who is Reverend Passmore. But the
dominant culture in her society offers her the chance to
be transfommed only into an owl.
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The examination of the dramatic foms of Tlelittle
FoRes, ' night Mother, and The owl Answers has
demonstrated that the three playwrighs managed to
expose the contradictions in the dominant patriarchal
culture, BotH Hellmna and Noman could creAtively use
a realist narative to serve feminist concems Simnilary
through the use of a mon-realist dramatic fom in The
0wl ,Answersد Kennedy sUccessfully shows how
difeult it is for a black female to establish her own
identity in a white male-dominated society,
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