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T1e imageofWoneninHllmnan's TRe Childrens Hur

The purpse of this papr is to sho how a HellmanصiL liل
has succeeded in portaying female characters as essential,
autonomous beings and fieed tem foa the cltral mytology that
defines them as inesential "Oers." Ln all of Ler plays, Hllman
has created tle mounded portayals of women which meveal both te
uique circuصstances common to womeD and the buman condition
in which botl sexe partake. Hellnan las succeeded in portaying
her female claracters as independent and complex multi-faceted
individuals wlo unfortnately hae to function within the liuitations
of culللat y defned roles. The focus is on TRe ChنldعeR's Hur  iم

 د

particular because it contains a large Dumber of women, deals with
tlie theme of lGe beteeD wouen and the characterizaltion of
adolesceDt gins, mature women and women wit careers.

Liالian Hlellman was bom in 1906 and startedl her career as
a playwnight in 1934 with the Nبe York prduction of Te،
gildren's Hour. She went on to publish a toal of eight oniginقlن ء 

plays, ngنd ااi cم DystoCme (1936), The L tleن Re  ق,(1939)

Watek on te Riم e (1941), TMe SerchingWind (1944), Anotherي ، د 

Part of te EoRet (1946), Dhe Autn GaRen (1951), and Tsi، 9 د

te Atig (1960). Ercept forDystoCme 1a ofل tese plays wereد 

closen a ongم te ten "Het Plays" of their seasons.' She aلso
received the Ne York CIitic's Circle Award for the best Amenican
drama of te season for bouh yatch on te Rhine and TGysitE
Attc. Other awards include te Gld Medal for Daa from the
National lnstitte of Arts and Letters (1964), tie Creative AIts
Award from Bmandeis University (1973), te frst aمnu] Rappaport
Pnize at Saral1 Larence College (1975), and the aM Dellع Award
for outstanding contibutions to te arts (1976).4

Hellmnan's contnued success has pronpted Richard Moody,
auuor ofLilliankellman:Rlaywnight to remark tat "among her
contempomarias only Tenesee Williams and Arlur Miller .،.
belong i ler league" (p.1). Ecboing tis assessment, Bnory Lewis
place Hellman, a ongل wit Williams and Miller, aong the "Big
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Three wlo remaine1 our best hopes in the bleak fftes."3 In Jacob
Adler's opinion, "fe American playwIights can eual [her] list [of
plays], and fe can surpass it" Ad John Gassner speaks of her
"superiority to mGt American playwrights."5 Like Cifford Oets
and Lrwin Sha, Hellman achiee great popularity in te tiries.
For MalcoLm Coldstein, she is te most impressive of tlis group "by
virtue of ler avoidance of tue easy aمswer."ف Likeise Droks
Atkinson beliees tlat "of the many wrters oppse to the status
quo in American society, tle most cleerleaded and the best
organized wasLiللian Hellman."" Moreoer, in coDtrast to Cets
and Sha, HEellman displayed the artistic grGwt and abiity to write
compelling drama for the cbanging needs of the American publie
folloing the Dkprasion years. This continued biityة is prof of
both her meiliency and skll as a dramatist

Ln dditionة to her eight oniginلa plays, Hllman has wnitten
four adaptations: Montserrat (1950) from the French play by
Bmanuel Robles, TheKark (1965) fom te French play yا Jeمa 
Anoنلط, Cنd d1957)ع ) fom the work by Voltaire aid My
Moter,MRathuerandMe(1963) from Burt Bleclman's novelH
Meh? HLer adaptalions display her fne sense of theatical effect,
sure ear for diلa ogue and skilful use of dramatic economy.
Hkllman maage to achiee a balance beteen her own creaiive
intعllect and that of the onigial author; by subty mcdifying te
ideas and shifting the thematic focus of ae hع play, slie stamp the
wotk of art with ler on perspective yet retaius what was valuable
in the original. Hellman aلso occasionally worked for Hllywood,
creating a number of alaptations for the scmeen. The best kon is

m of Sidney Kingsley's play [adل er screenplay .for te 1937  ا6
E soلa aكamil hمH .م ت consolidaلed her reputaiion as a sاDتت ,
productive artist with three books of memoiIs. Ay LpfنR sbe
yoga (1969), winner of te National Book Awand, vividly
recapture te political clنmates of tle last fifty years and the spinit
of many of the period's leading literary personalities. Rentimento
(1973), a masterful bcok, establishes Hellman's versatility througb
the oniginality of approach and depth of meaning sle a hieesع in
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prse. She paints a set of delicate, insightful portaits f key peopl
in her life to render obliquely what has been most essential to her
Her latest autobiographical memoir, ScoudreL TiRe (1976), deftly
conveys the essence of the McCarthy Era by a series of impresion
based ou one individual's history."

L Lierم intrduction to SixRPlays, Helman wrote "I am :
moral writer,""" and indeed, like Ibsen, the "pninciplee
individualist" she sees her plays as an opprtصity to exercise
moral judgement Althougl intended for te comnfortable middle
class that fequents Broadway, the plays rarely conاقin eRcuse and
self-jكu tfcations and tired platitde to lللu an adience inعt 
couplacency. Just as Hellmnan's characters must ineitably confon
the tuth aلout temnselves and eacb other, the plays comp!
audiences to reevaluate themselve and their beliefs in light ot
H llman'sع moral vigour. A nigorous sense of justce infoms her
wotk; the plays emphasize the necessit of recognizing the
conseuences of action -- and inaction and iمsist on the
acceptance of individلau rsponsibility. Hellmnan stiive to
communicate ler belief in both the realit of eil and the dangers
of American imnccence to that eil. For Hellman, the undetemined
and vague thinkers, the cowardly and the apathetc, i.e. thase who
stand by watling "the people wlo eat the eart and lةل the people
on it,"are as morally culpable as the sadistc, greedy "Lite foe"
theDselve. Thdse who waste away their lives deserve to face te
stank mealization that there is nothing left of tem. Atough her
moral vision often erpreses itself trougl politلac theme and
topical subjects, te plays rarely emnerge as politcal docسu ents or
as popaganda. Ultimately HeLman is a rebel, not a Ieolutionary;
she is rebelling against bo far society and individuals are fom
what sle thinلs tey ought to be. Her political teme, embodied
in counplex characters in particularized sitations, senve as vehicles
to comvey her moral concems.

In Hellman's للح plays, women Lave a cncial role Interested
in womer and sensitive in depicting them, the playwnighthas aلwgs

5



included major'ferale characters in Ler dranas. For example, Lys
CoRe depicts an upper middle-class woman's search for identity
،

against the background of labour stife. The CheklGvian Auصt 
Grden coDtains an eual balance of men and women, bot sees
 د

pardicipate in te uiversal erpenience of mid-life. Rhe 'bC ldrepز
Hgur i composedك of lةل female characters, and presents a broad 0
mange of sitations, personalities and perspective. While writing
ToysinteAttcHمamll remnarked "I can write about men, but I
can't wiite aplay tat centers on a man. Rve got to tear it up, make
it about the women around lim." Sle could, hGever, successfully
coustnct The Lite Rores to centre on te perful, nthlessد 

Regina Hellman uses ber female cbaracters' confrontations with
bxoth male characters and other female cbaracters to prGide the
plays with energy and emotve poer; she places women's ideas and
walues in oppsition to those of other women in orer to comvey her
tlemes. Een when the women are actively in conflict with each
other, tle contasts beteen both their ideas and personalities
combine to cعtaer a major part of the play's cental impression.
Thus, Hellman's use of female characters is an essential element df
her dmamatic mrethod and women an iportamt part of her content.
HellmaN's women play an iعt gral part not only in tems Of plot but
a soل in tems of stnctre and theme.

Hellman's eight original plays are i the realistic tradition
The evaluation of her charactenization depends uال imately oN the
particular demands of the play being erauined: effective
charactenization hinges on ho well characters in a partcular play

٣٠ u theىif{ا} needs of plot, stctسre and tleme. CharacteIs cannot be
regarded as " ",aer peopleل who may be remGved corrvenienty fom
tle contert of the play. Een when the goلa of a play is itself the
erpression of claracter, tle playwnight inevitably seeks to covey
an idea about wiversal Buman eperience. Hever, before
ascertaining if the charactenizaiion confoms to the itعnt of an
individual play, criteria for assessing successful character portayلa 
are more broadly detemined by the dramatic convention i which
the dramatist writes. Wellek and Waren pint out that the
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distincton between to conventions "is not between reality and
illusion but between differiig conceptions of reality, between
diffening modes of ilusion." Tlus, each dramatic conventon
defnes a particular distance betvveen stage presentation and audience
conception of everyday life. I contast to FlEllman's realistic
dramas, plays nay depict cbaracters who tm into rhinas, converse
[n blaمk verse.witl Meplistoplilis, or fee avenging Funies; te

udience will not protest if te comvention indicates tlat tleة 
claracters and tlieir sitations are not intended to be circumstantially
faitlfl to the actal. What is necessary is tat te execution of a
subjective vision be colerent and comvincig. Bach comention's
conception of reality and mode of ilusion define Ieuirements for
character portmayal which can be critically evaluaلed. Cnseguenty,
tle realistic convention must be eamined in ordeI to establish
suitahle cIiteria by wlich to assess Hellman's femnale claracteIs.

Damatic realism's mode of illusion is to render the subject
"in such a way as to give the [viewer] the illusion of actuلa 
erperience.""ق As Tom Diiverpointat if "te art of teater is the
art of pretending," tlen to a lieveع its illusion, realism "compounds
the pretense basic to all theater by pretending that tle pretense is not
going on."" TTe manner iwlicl the ilusion is created masks "tle
fictitious nature of tle representatiog"" Ey minimizing awareness of
whaغ.Bapems on stggraaعiaهard .event employig theatrical
effects. For example, actors in Iealistc plays "compound the
pretense" by pretending to be u awareص of the audiences presence;
behind an invisible fourth wall, claracters move witin tleir on
circumscribed word of immeliate "real life"experience. Tlis mode
of illusion serves the realistic playwriglts conception of reality.
This eoncepton of realityerrorses te notion tlat acommon reality
exists. itsilaeR playsع sustain tis uhi iorrك by portayig what the
majonity of people i.e the middeeaكE, will accept as objectively
eRisting in the world of actal experience. TEisis not to imply that
relism is purely reprentational, nمr that it attempGs only to gnind
out what the audience alreaHy kGws. WlaL may appear on the
surface as factal imitation is a waysل the artist's subjective vision
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which lopeflly clallenges the vieer's preconceptoDs. Still, the
realistic playwright adheres to a particular constnuct of objectve
reality: the errvirouemt and scciلa milieu which detenine
character ad motivation are balanced byy the individلau and
autonomous nature of luman beings. Tlis balance bebeen
deteninants and the pwer of the individual to chose freely is the
cRcial reuirement for realistc charactenization.

To create the ilusioD of the ,a talع the realistic claracter
must be fmly roted in nة emvironment This evironment
i cludesم genemal cultmal and sccioeconomic background, political
climate, immneliate plysical sumoundings, and relaiionship between
characters. Tle playwright emphasizes these elements in varying
degrees accoring to what he or sle perceives as mast influental on
the charactems. Realistic theate's dramatic power anises from the
conlict beteen tlis environuent and the claracter's need to
maintain his or her individual autonorry."" So tne environment must
not be a static backdrop, but must interact dynamically witl the
characters. And tis interaction creates impression in te mind of
the audience, tlereby serving as a major method of thematic
erpsition.

Bpresionisu's attemnpt to convey asubjective conception of
reality --either tlat of the playwnight or a cllamacter - - contasts to
realisu's portayal of "objective" reality. Erpressionism pits an
imner reaلity below te facade of the commonplace and the rational.
It emplGys the subconscious and tle irrational to communicate what
eRpressionists perceive as a profound and tuthful vision of hصu an
eRistence. Embtional and spirital meanings are comveyed directy
to vieers by means of uصdisguised theatical effects. Tlese effects
either distort wlat is kown as eRtemal reality or completely
eliminate it as a fame of reference. For erample, Stindberg's A
DeamRlay (1902) erplodes tme and space, concepts basic t
"objective" reality. The time ad space of te dramatic eent itself
dominate audience awarenes. TTe fame of reference is the
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impressioDs cIeated by the coDsistent vision which the subjective
consciousness projecLs.

Natrlism also seres as a contrast to realism. Wlile bot
nahmalism and realism stress the imprtance of te extemal
envimonmen4, tle two foms differ in the degree to which tis
environmeiit contols the characters. As Diver indicates, Zola,
father of nلarha ism,

came to beliee that it was pssible to fonulate las
of buman coDduct as nigorous as tdse set forth in tle
natral science, laws that would defne tle iterplay
of heredity, enviroصn ent and historical forces in the
detemination of buman behaviour.""

Tlnus, buman beings are pawns detennined yyا an emvironmeDt of
overhelming forces. PersoDal autonomy or wniqueness is absent;
the fccus is ou a detailed portay a ofل tle emvironment and a
thorough examnination of its effect on tle characters. Such "slice of
Life" plays as Emer Rice's Steet Scene (1928) and Sidney
Kingsley's pad Ed (1936) eremnplify modifed, softened versions

9

of the natralistic comvention.

UJnlike natralism, realism's characters psess the per of
autheDtic cloice and the quality of uniqueness while stll being
representative of a particular group, locale or era. Cf course  لله
claracters are ultimately puppets in the hands of the playwIght
But in a realistic play, the dramatist is obliged to hide the stings
amd preserve the illusion of autonomy. As particulanized characters,
they must be multi-faceted and complex. As self-goveming
individuals, tley must be given enough pychologicلa motivation to
make their choices belieable. A goo way to sum up these
reauirements is to say that the dramatist wIiting i the realistc
comvention must creale cbaracters wlo comvey tle ilusion of wbat
E M Forster calls "roundedness".
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The test of a rouصd character is whether it is capable
of surpnising in a-omvincing wa. Lf it neer
suصprises, it is fat If it doe not couvince it is fat
pretending to be round. It las the incalculabiity of
Life ahout it - life witin the pages of a book.
(Asقtceر ofteNGvel p.78)

Wellek and Waren add to tlis idea by seeing round claractens as
"dynaic or devclopnental" instead of "static2('ا beoryofLiteratrE
p.219); John Stةn, by decnibing round charactens as three­
id ensionalم fgures wlo "are to be judged as complete beings,"",
M.H. Abmas yyا viewing Ioumded claracters as "compler i
tempemauent and motivation and . ..mepresented wit subte
particulanity, ...as diffcult to describe wit ay adequacy as a
person ia rea]. life" (itعrary Tقne p.21). Oviouزك y, no
claractenizaiion is eer completely round or fat, butlies somewhere
o the broad spectrm between tese two poles. However, the
major characteis i realistic dmama uust approach munduIess as
clGely as pssible.

Feunale characterizations based upon te assumnption that
women's qualities and 1otivations are determined by imnate
clتractenistics common to all women negate the basic premises of
the realistic corrention. These innate determinants render autonomy
impasible ad the effects of the environment negligible. Stggles
between tle idividual will and perful forces withinandithout
te self cannot genuinely exist Dteسnنety،ش&لث ial myts about
lt eت way women. aنesrfcfaracters eRibit neiter genuine
develot for uمiو ueness. Tleir lعa k of complerity ndة

zation resuts in predictable, udramaticinteractionsلنaتا#@di:٠٤٠ م
which aetletically weaken the play as a whole. Dspite , tئiك the
mythology sumounding women has been eauate yا to many
writers and critics with the actal. Cbsepuenty stereotyped female
claracters are often considered to be well drawn by the cnitcs.
Een major femnale claracters hae been created as stereotyp, as
reflectors for male personalites, and as catalysts to motivate the
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actions of male claracters. Wit innate detemmuinants as givens,
there is no need for awrrter to labour Gver corvincing IEasOns for
a female character's belaviour. From a generalized concepton about
wouen comes the notion tat their actious siply anise fom the
way they are. Some playwIights attennpt to make wouen's natre
seem compleK. For eramnple ONeill portays Nina Leeds in
5trangeInteIlude (1928) i is م نا faslion. But her desire for self­
sacrifce, her destrctive possessiveness, and her stIiving for
flflment are based on noting but the fact that she is female. TTe
fact tat ONei considered his StangeLnterlude isا womمa play
indicates lis use of stereotypes, for it would sound ridiculous if he
were to caلl one of his works bis man play. Wlatever the label-­
complicated fonula, compler stereotype, or in E M. Forster's
temms, "fat pretending to be round"-- the ufortصate tth is that
this is the pnimary way of portaying female characters i the
mealistc conventon. CEnAinly tlere have always been writers who
paint perceptive, detailed portaits of women; hOwever, critics who
apply the realistic criteria for charactenizaton differenty for female
nd male characters neither encoumage compleR .portIaits of womenة 
nor, more importanty, make tlem aesthetically necessary.

The writings of femنnists such as Simone de Beaurvoir
undemmine acceptance of cلu tلa myt as fact by supplying an
accumate appraisلa of the conDition of women and a perceptive
analysis of thie concept of feuininity. Perhag the greafest

ccomplislment ع of feminist cIitics las been to demonstrate thaة 
beyond some basic biological facts and what civilizations i general
have impse, alsolutely nothing can be said on the subject of
women. Stated more simply, tlIere is no motvation or attibute in
women as a grup distinguisled from the human race that can be
psited as innaلe. Tlus by challenging corventional vies of
women, femنist critcs provide the frst accurate fame of reference
witin which the criteria for realistic chamacterization are operative
for female characters, Tlis perspective dces not yield a different
way ofevaluating character fom traditional critenia, nor is itcomect
to see it as an adصuز ct to it It is a neans by which to see women
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as te ,reة and, by ertension, teir representations in literature.
Simone de Beaurvoirs great work on wounen, TheSecondSex",
prides valuable isigbts. She describe woranhod itself as a
cultural plenomenon. lt is a concept which detemires hGw women
are perceived and creates an intemDalized standard for female
behaviour and self-concept ln a world dominated yا men, female
human beings are iitally defned on the basis of gender. The net
reult las been to rob women of tleir humanity and reduce them to
a psition of ifeniority. As members of the same cultre as men,
women are aلso prone to view aلl women (inchuding themselves) as
inessenta] "Chers." Sلimi anly, a female author can defne her
female characters yا a generalized notion of women's behaviour
iمstعad of preenting intemally motivatedl, complex clamacters. This
complexity cn be. a hievedع whether or not thee charactems fulfll
te cultuRal idعas of femininity.

Ln aلl of Hllman's plays, women are represented1 as mund,
comple characters and whether the have psitive or negative taits
is not the aer issueل Hr women are individuals subject to the
effects of a sccio-economic situation or to uصiversal themes such as
aging or the destnvctive poer of lae 1heChildrensHku
oniginally prduced in 1934 is no erception to the nle and as mdst
of Hllman's plays was a huge success. ls ercellence reside in its
well-dman portait of two women cnshed by gGsip in the
complexity of their characterizaثion as well as that of the scciety
maton who accomplishes their nin. Neady the للة pla's characters
are feلam e and Hellman prGides a wide mange of women.

However, this dces not constitte an achievement in itself; Clare
te's THe yonen (1936)" contains a vaniety of femaleز 

 ا و

characters too. But these characters are conceivel purely i tems
of comventional stereotyps, ae hع different but ae hع paper tin.
Hllman's achievemnent iesا in the inنd vidualized, rounded portay a sل
of aلmcst. all the feلam e characters in her pla. This is enhanced by
the fact tlat IMe Childعens [our, uملنke 2HeWoدeD, is not what»

could be considere1 a play fccusing ou imrisible males, around

12



However, tis does not constitte an a hievementع in itself; Clare
Boothes Te Women (1936)" contaiمs a variety of femaleي 

characters too. But these characters are conceived purely in tens
of coNventionلa stereotypes, each different but eعa h paper thin.
Hellman's achieveLnent lies in tlIe individualized, rounded portmayلa s
of alnدst a lل the female characters in her play. This is enlanced by

keTHeWouneD, is not whatنلم Dle Cildren's Hour, uغaلا e factلا 
could be considered a pla focusing on irrvisible males, around
wlicl the female characters revolve, their motivations and reactions
solely detemined by these silent but omniscient figures who are leال
real subject of the play. Happily, Hellman aoids tis simplistic
point ofvie and geDuinely fccuses on the women she depicts. Hker
feunale characters are substantiلa enough to eRist in and for
themselves in a context latا dces include men, but a lot more as
well.

Ln spite of, or perhaps tecause of its inclusion of the
slccking subject of lesbianism, audiences keptTe Cنldrep's Hur
nning for 691 .erfomancesع Heer, though banned in Rston,
Chicago, and L ndonم for its focus on abnomal seRuality, the play's
real fascination for audiencas lay i the eil character of Mary
Tilfor, adolecent scandalmonger and complete villain Dily,
mevieens heapcd pejorative adjective upon adjective to conve her
"monstous nature." Perceived as the vital centre of the play, and
even its clief potagonist, Mary's absence fom Act DI was viewed
by many critics as a loss df drauaلic pwer whicl seriously
weakened the play. during the 1952 revival of_ Dbe Ghildrens
HkuIs, Hellman; dismayed by tis absorpton with Mary as "fower
of ei"? and "jurvenile fend"" coصm ented that:

on tle stage a prson is tice as villainous as say i
a novel. When I read that story I thought of the
clild as neurotic, sly, but not tlIe utterly malignant
creature which playgoers see in ler. I never see
characters as monstrously as tIe adiences do.
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TNe, the nGelty for 1930s treatre audiences of eil in chidren,
epeciaلly i a "lite girl," as the fourteen year old was often
referred to, accentuatedMary's negative tIaits amd diverted audiences
fom te dramatic focus on the two teachers, Martha and Karen.
Hailed as "probably the nastiest and mGst vicious brat ever createl
by the drama,"" she was an iم version of the traditionally innccen4,
vulnerable child. Dspite her prtests, tis captivaton with Mary  دكة
monster Iesulted from Hkellman's own poruaya]. Mary is a to­
dنmensional character amongst three-dimensional ones. The
consepuent imbalance paradoxicaلly cause the flater claracter to
dominate te stage at te more rounded characters' erpense.

Mary Tilford's todimensionality anise fm the
completeness of ler eil; her maliciousnes remains ugualifed by
y pasitive traits. Een the implication of suffering is deniedعة 
thogh Mary makes the suggetive statement tat ler "heart buns"
(pp.13, 23,34) nصu erouسs tmes thraghout the play, but  amllHم
quickly undercuts this potentially humanizing clemen4, eping it
as one more manipulatve tiick. Always victonious in her cnelty,
never betraying weakness, Mary is, sة one cnitc put it, "a thousand
years old i eil,"" suggeUing her lack of oRinary buman

ions. Thus HEllman embodies her belief in the reality of eiلاiصiاaث 
in a allyاoا evil character, as wel as in characters with potentals for
both good and bad. Tlis embodimnent'comves te tangible presence
of eil wit increased force. It emphasizes the culpability of the
comunity for its destnuctive innocence and cmedulity i the face of
it But the ertre1 'ity of Mary's charactenizaiion erceedls the
boundaries of dوaaR dنE alism م and er لا uصعelieved nastines cةسsكa 
hertrresemble the villains of nineteentln centry melodrama-

Not simply the oialityا of her evil, but Hellman's depiction
of it as inصaعt , qualify Mary for te role of vilain. Some cnitcs
abelled Ler [ychotc or psychopathic, but those who calle her
"imp of Satan"" and " da olescentل lago""" were more accurate. Mary
can hardly tee charactenized as enslaed oا a mental disorder since
Hellmanpmides no psychological factors which adeuately account
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for ler behaviour, no sense of inner forces in conflict wlicl makes
her comple. Tle fact that she has been miserably spoilt by an
indلu gent gmandmotlIer and hence unable to accept discipliue proes
insufficient Her reaction to Karen's prolibiton is out of proportion
to the ertemal situaton and mu atedصنu llنص by intemal motves.
Lnstead we leam from ler cousi, Jce Cardin, tat "she's always
been a lone"(p.22) a dم ler inexplicable fuy become gratitous.
Moreover, Mary's delighnt in ler sadistc pwers purely for their own
sake suggests the arbitary, disصi terested malice of a disemاcdied
force of evi, natIer tan a conpulsion anclored in a psyclological
core. Sbe i tlyك the "Ifant Phenomenon" (p.17) Ms. Mortar,
Martha's aunt mentons in another conteit

Hellmمa 's portray a fMaryل does not flfll te reuirements
for characters in the realistic corvention. Though Mary often.
domiates everyone else in the play, Hellmanprecludes Mary's.n
autonomy by giving ler inner 'deteminants. Likeise Mary is. only
incidenللat y affected by 'her erfironmnent inbor traits make it
iupssible for her to develop or change in reponse to particular.
sitations. Consequehty, Mary is exempt fom the dcctnine of
personal responsibility Hellman emphasizes leaiy in her plays. ،
Accordingly, the playwnight does not hae her puصished for ber -
misdeels at teend of2leChildren'sHour i fact, there is een
soue question as to whether Mary wil beprevented fom futreei
acts. Audiences watcl Mary Wit horor, but never wit
identification, and tle eccentiicities of ler claracter do not
encourage them to reexamine themselves. More importanty,
Mary's part in Karen and Marthas tragedy aلlows audiencs to ،
regard the teacler's entire sitation as ematic, instead of causing
themn to focus on tIe responsibility ofte entre commuصity and, by
logical extension, thiemseIves. '

Wlile Mary's motve eil for its own sake is melodramatic
and stereoty ped, Hellman depicts the manifestations of this motive
wit vaniety, accuracy and vividness. For eRample, Mary's
comand to one of ler victims not to "muss my wlite linen
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bloomers"(p.27) is both particulanizedl and comvincing. Her intiicate
paranoia, her genius for eil iprvisation, and hier parody of
i juredم childhood imuccence captvated audience, and not just the
extremity of her charactenizaton. Sometimes Hellman lingeIs Ger
these well dran elemets too long, as in the blackmail scene with
Rsalie, suggeting thatshe has been fascinatedl by her Gn creation.
Ohe possible reason for Mary's ertreme charactenization resides i
the playwriglts handling of one of the major themes of te play.
Tle Cildrens Hpour iudicts te commuصity as a whole epeciallyد 

the mGt respectable among them, for their scandalmongening and
nanw-mindedlnes. Dut Hellman doe not chcse to draatize the
mechanics of ho the gcsip is spread beyond the representative
portait of Ms., Tilfond. Lstead, Mary serve as a short cut to
plarsibility for te neariy uiversal acceptace of the lie byy
depicting Mary as pssesed of Genwhelming pems of ei, ss a
"auaboا s er machtna"" a Biicو Bente called her, the audience sز
persuadled ske cold comvince ayone of aryting. Hllman can
ten concentate on txe deastating effects of slader rather tan o
the prcess. Renhaps her teme of comلau reponsibiity would
have been epressedl more effectively had she concentaلedl o
dramaلiتing the tnspeople and te children's parents behaving like
hystenical shxeep a4 te mere mento of something shccking though

,ing to wote i this contert that Marhaعerا npvedl.. lt is itن 
meiewing the events tluat led to the headlmisuese' s rin, memarks:
"Suddenly a ihc dل gets bomel and Lies" (p.72). Tةis sounds stangey
iمcongnous with the monster Hllman has painted and Martla
recongnized earlier in the play, and suggests asitسaiion i whichم te
community is more completely at fault

، The audience shares Mardia's sentiments conceming Mary:
"She's had more attention tham ary other three kids pt together.
And we still haven't the faintest idea of what go on iside her
head" (p.14). Mary's charactenization, pnimanily an erterior vie
qualife only byy i potentialsعلقص for eil, relegصla her to te stahسs
of tle "OIer". As the tite indicaلes, the pay wndercuts the oer
sentmentaلity of Longfella's "The iC 'sلerdم Hur," apمaea to the
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chaعms of sweetyoung girls. Tle adorable Litle ladies of the pem
are replacedl i the play by the realistic adolescent girls at the
Wrigbt-Dbie School, individaalized aad quite luman, and by Mary
Filford, tlre ulاimaعt refutation of tis stereotype. Her actons
ironicلla y parallel the action of the poem:

A whisper, and tien a silence: YetI kow by tlieir
meny eyes Tley are plotting and plaمصing togetler
T6 take me by surpnise."

But in destroying tlis feminine stereotype, Hellmnan las ened too far
in te oppsite direcion. Mary's "Clemess" is defined i tems of
a kind of my thology ofvilainy instead of te feminine mythology
the dramuakst eplodes.

Mary Tilford is not the neurotc Hellman intended to create;
but in Ms. Lily Morar, Marha's fliglty, icoupetent aunt, Hellman
achiieves an erdellent portay a ofل neuroticism. Though critcs and
revieersharlly. mentioned her at aلl, her overleard remark fors
tie Basis for the slander, and ler absence fom court during the libel
suitiعeruي tLreteaclrers'rin. Unlike Mary, she is not a completely
eyiehacterbutcauses as mucl destuction; sle is unpleasant in
a m Reص realistc but less sectacular way. A "tiresome, spoilt old
6iteE" {p.46} a Cardinك describes Ler, sbe is teribly self-centeredl
aهdegotsfc and her self-alsorption and false image of Lerself
prevent ber fom genuinely relating to anyone. HEr delusions of
gKadeur about her career as great lady of tie theate make ler
Ddiculows, her cowardice and imresponsibility make Ler despicable
WEen she spitefully provokes Martla, her penetating isiglt iu
her.،عنn eesaweakesses makes it quite clear tlat sle cannot be
ercused as merely stupid. But Hellma rounds out this portrait by
depicting Mortar as aging, umwanted, though justy so, and
u timnatelyل pathetic. Her reaction to Martha's suicide is particularly
convincing and skillfully wrought It separates her from the
stereotyped depiction of a 1eurotic old lady. Just when audiences
ae reatfy t quicKly condemn and dismiss her, ber behaviour elicits
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the mixed response suitable for a comple character. HEllman
shows her maلing an honest realization, then descending into
mationalizations and theatric:

WHat shلa we do? .٠٠(٠..sobsguiety) .•• (ooks
up,stllcrying,surprised) In - Pm fiighاened •..
But I was good to her. ... (sddenly) Suicide's a
sin. ... Sle shouldn't lave done it .•. Im afaid
.٠. Its diferent for you. You're young ...you
going to allow that woma to come in here? .٠٠
Fo can you be so feelingless? ... Dl neer let
that woan -- (Busles sobbingfo te roop).
(p.73-75)

Tlough MoItar's actions are reprelensible, Hellman makes her too
neurotic and uصsطaا le to accept the cnsbing responsibility for her
own actions that a character like Ms. Tilford must face at the end of
the play.

Another, more amusing aspect of Mortar's characterization is
her pretenton to being a lady of qality. Throughout te first act,
sle make grandicse pronoucements on what is suitable for idal
femصininity:

Make some handkerchiefs or something. Be clever
ahout it Women must leam these tiicks. (p6)

٠٣·٨

Eavesdropping  iع
soReمgmirt iiyoung
Iadies just don't do.
(p.18)

hough the content of her wors is not far away from taditomaF
notions, Ler affectation renders her absurd. Moreover, as Marha
points out, the tnue Mortar is "really bad ...around children" and "not
for tender ears". (p.21) Her accusaton of lesbianism is lustfully
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conceived, and many of ler ill-timed remarks are in questionable
taste:

I it لمiا will thoa very reeling light on the
state of te new teaLer when I tell you that tle
Lyceum in Rochester no has a toilet backstage. (62)

Lnher pstunings she becomes a vulgar parody of the real lady of
e play, Ms. Tilford. But te bammn Ms. Tilford lerself doe, inpartلا 

from ladylike delicacy and a genuine sense of propriety, makes it
eident that inTheChildren'sHbur, Hellman undemines the image
of the tradlitional lady itself and not merely pretensions to it

TleNewStatesman and Nation saw the role of Ms. Tilford
dypar@""%,Walter Ker dismissed her asق an easy, 'fat Od L"كة 

"well-meaning but ooا doting" in te HeRald Tribure" and the Ney
Yorعk American called her a "sily old grandrnother"". But Ms.»

Tilfor's charactenzation tanscends the stereoype of the foolisl old
woman; slie demands a more complicated response because uصlike
Mary and Ms. Mortar, she reveals geuuine psitive traits. Hellman
describes her as "a large dignified woman i her sixtes with a
pleasant strong face,"(p.32) and witin the limiلdet wonld of Baston
anistccacy, Ms Tilford can be kind, as in her patonage of Karen
and Martla's school, and ethical, though according t aم stlted,
iمsular code. Hkllman judges Ms. Tilfor more harshly for her part
inthe.sadertrarrsle dtMWfortrror Mary, since slIe condemns
her for tle misuse' of poteDtally god qualities as well as for her
weaknesses; at the end of the play it is she who must pللufnia y
acknoledge ler responsibiity for tIe nin of two lives.

Since Ms. Tilfor condeuصs Karen and Martha for teir
a legedل passions, it is ironic that sle is incapable Of controlling her
own pOwerful emotions. Mary's malicious whisper causes hystenia
in Ms. Tilfor so out of proporto that it implies a reulsion not
jكu t for lesbianism, but for seruality itself. She beliees her
gmanddauglter's obscene tales because her own naivete and
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Gerefnemeut paradoxically encourage ler to perceive seR i
ponographic tems. Apprpriately, Karen infoms ler that the
"blعa k mess"(p.61) Ms Tilford hbas created makes Iaren feel that
she and Martlua are "sick, high-tragic people."(p.67) Thus, Hellman
undemines the traditional iunage of the lady by iveruing te usuلa 
connotatioDs of purity and delicacy asscciated wit it So, too,
perful emotions, in the fom of urestrained love for Mary;
preent objectivity in Ms. Tilfor. Tlus, te playwnight adds a
further motivation beyond typical nanow-mindedness and "old lady"
credulity, to make the maلron's acceptance of the lie more believable
a dم compleR. Early iAct DI, Ms. Tilfor erhibits clear-headelness
and isigbt when handling Mary:

You know tney wouldn't burtyou. (p.34) You musn't
imagine things like that, ,d تhن or youl gmw up t
be a very ulapp woman. (p.34) You're an eamest
litle coarer, but it's out of tie question. Bعa k you
go (GfveManyaplayfulslap) اgh ندا L tsع not
laveno more nuning aay fom school eer. (p.35)
Deadfl? Nanseuse They'Tl punish you for nnning
away. You desere to be punished. (p.36) Ror a
ittle gir you're imagining a lot of big things. Wby
should they be scared of me? Am I such an
wnpleasant old lady? (pp.36-37) I tink weve had
enough gGssip, don't you? (p.38)

But veIindugent lve and faصiلiلa pnide cauسse her to relinguish
fair-mipdeldoubt frsekf-.nigheosعrtيinty, When sbe would be
forced to a koledgeع her granddauglIter as a kig.mniplو tor
with a smutty mنnd, a "stange gin, abad gir"(p.51) as Karen caلls
her, sle lases her impartiلa ity and maitains that sle is "absolutely
sure" (p.51) of Ler teaclers' guilt i circusmstances tat render tis
impcsible. In this suspeDseful scene, Hellman, depicting ber swing
fom indecision to clased mindedness, provides a realistically drawn
character clGsing hastily and inconecty outofcomple reasoms and­
suppressed drives.
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necessary for her. Thus, perhaps ,u consciouslyم Fellman imbued
the fabric of Rhe CildreR's Hur witl sympatlry for lesbianism andبي 

g ationصi diم for its persecutors. Preiously, fe plays i the
commercial theatre lad dealt with the sensitive subject of
lomosexuality" and none positively, so Hllman was breaking new
and Iather uncounfortable ground. Droadway reviewers, sensitve to
tle attitdes of the times, ignored this element of the play. Lstead
tley stove to acquit Hellman of the pssible clarge of
sensatonalism by ektolling lIer "sincenity", "honesty", frakess",
"restaint", "go taste", "tnutflness", etc., and concentated on
describing the effects of the lie and the character of Mary Tilford.
Injustfying its suiظقt iity for the public, one periodical reie even
claimed HEellman "tiptoes acmss nu olyل ground wit... uصrelentng
loathing of the slنme"" Scholary works as well lave neglected
HelLman's treament of lesbianism in Tle Children's Hur with one»د 

erccption. In TheCbangingWorld i Plays and Tleatre Anita
Block, somehat oerstating her case, regards "the cnux" of the play
to be society's savage teatmnent of the homGsenual" (p.123). She
describes Martla as "immolated on the altar of cnelty tGwar the
invert," and maintaiمs tatTbe hC ldren'sز Hkour "maises the iportant
queston of... the right of the homGserual to te fllest personلa 
happiness" (p.126).

Uضتئعly.itis by creating complex, realistic, idividualize
claractenizaiioDs for the two wouen accused -f، lesbianism,
particularly tlIe one who in faع t has repressed lesbia desimes,Tha
Hellman elicits tle most sympathy and u derstandingص for
lomdseruality. It should be noted tat Hellman lad a personal
opprtصit to gain iمsight ito and compassion for a sitation like
Martha's. BeforeThe C ldre'sن Hkur was writen, HkelLmnan herself
 د

lad expenienced a deep lGve for her clase fiiend Jنلu a Dscribing
tis relaلionship i Pentimentم
she wrte:

I [ave had plenty of time to thنnk about tle loe I
had for' ler, too stroDg and too complicated to be
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defined as onlythe serual yeamings of one girl for
anotlier. And yet certainly that was there (p.114)

Peraps tis friendship made it possible for the playwDght to paint
a character who was bot lesbian and bصu an being, istead of
depicting Martla as a alien creatIe, an "Oer" unconnected wit
ordinary luman epenience. Tle playwnglt reeals her artistic
intعegnity in ber portayal of the two victims as flaedl, i contast to
the paragons of strengt and virtue tha4 would undoubtedly have
eerged if the goal of the play was popaganda. Likewise, while
critcs often merged Martla and Karen togeter as, for erample,
"ewo aective iنlعt gent, go-ahead young women"" Hellman takes
pains to differentiate them. The same sitations sere to display
i dividualم taits for ,ae hع preventing their charactenizaiions from
bluring. Ln fact, to distinct victims rather than carbon copy
characters heighten the impact of the play's ideas.

After adliences watch the fighty Ms. Morar icompetenty
handle thie bored students, Karen appars on stage her psitive

y shamp contast Hellman desciibe herنا ightedل ites highوauل 
favourably as "anattactive woma of twenty-eigbt cجsual}
pleasant in maner,_witout sعa rifce ofyamth or d gpity"(p.9ن -
10), and her pupils both respect and are fond of her. Karen quickly
displays ber capacity for direct confontation, for decisive action,
and for reassurance, yا disciplining oae girمndنلالاعا gعلمنة nا :­

I rglt" (p. 11). Thusل eram, "you'll coe out aم wory ahout aن 
te playwniglt iitially depicts her as a fgure of orerand secunity.
Hellman do not pemit ber to appear too perfect for long, but
gradually uصfolds a more complete pictre. A limited world vie
foms the basis for Karen's agreeable taits. The teacher's abilities
are dependent on a rather idealized coaception of a logical, orerly
world in which aلl may be rationally eplained and effcienty
handled. This conception lends an auma of optimism to the Karen
of Act I and is cnuciلa in accounting for her behaviour i the
following two acts.
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To scenes in te frst act reveal Karer's perspctiveir order
to undercut it ln her confrontaلion wit Mary Tlfor, she is unable
to recognize the irational fomcesof lalred that propell te girl, and
ties to deal wit tle little viper in a civilized manner. "Lets try  ما
understand each oter", (p.12) she says hopefuly, prouising she
"won't be unreasoDable." Her words only sere to antagonize Mary
furtler, and we seDse that Karen is competent but limited, uable to
deal wit powerful feelings that extent beyond te comfortable
world of reason. Suitably, in Act D Karen will not believe Mary is
rsponsible for initiating tle slander. Her landling of Martha is
equally unsuccessful, reealing her as not just optimistic but
wnrealistc as well. WiDlout Martha's koledge, sle has decide
to mamy @ardin sooD. Aware of Martla's sorw and resentent of
her relationslip with te doctor (in te past sle las comforted
Martla by promising to pGstpoRe her wedding), she ties to placate
her (and deceive herself) by na ouncingص the fortcoming maniage
as a minor change: "(cheerflly) Well, no tere wil be three of
us. Thatll be fn too" (p.15). Just as she could not perceive Mary's
unreasoning Latred, she camnot ackGledge Marthas strong feelings
ofloe and jealousy, dismissing her fiend's apprehensions as "silly."
Thus Karen's imperfections make for a more complex, three­
dimensional claractenization; at the same time, HEllman's portayلa 
of ler still elicits pitve response. Nornal huan shortcouings
do Dot make the teachers responsible for teir nin, but they do
a lowل the coming upheavلa to anse oRganically fom eistng
conditions.

A number of crtcs found it improbable that such an able,
fm caracterwould fall apArt as quickly as Karen does following
the lie. But yا shoing Karens limitaiions,Hellmnan suffcienty
motivates Ler collapse iuto passivity and inactioD when.eyer greater
imationality and stronger emotions preةil in te neRt two acts. The
slander, propelled by chaotic forces of eil, pride, and ignorance,
u dercutsص her world vie and consequeDtly tlIe stengt she derives
from it "But no its a teلل nigbtare" she declares, "tlere is no
solid word" (p.61). Fittngly, in Act D Karen behaves as a
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paralysed, confused, sufferer wlile Martha actively challenges Ms.
Tilfor; hdwever, Hellman does not present her passivity as an
iلn erent female trait, but instead as consistentwith an individualized
clIaracterization. Hellman also displays ler skll wlen tIe
opportunity for courtroou logic, anising fom Mary's keyhole
mistakce, aakens Kare to bravely fglt against te accusaton. Ln
Act I, HelLman ih tsم at Karen's dependency on Cardin. The frst .
tiue IGaren expresses powerful emotions occurs wlen, goaded yا
Martha, sle exclaims "For God's sake, do you expect me to give up
mny maniage?"(p. 16) suggestng that she places Cardin frst and the
school second. Tlis is underscored by Iaren's allusion in Act I to
tlre couple's plans to hae a child as soon as possible. Thus,
Hellma iplies tlat KareD may be the less committed teacler of
the two. But it must be noted that the playwnight employs tis
relabionship as a device to idividualize te to women, creafe
i temalص conflict beteen them and provide proof of Karen's
heterosexuality, thereby euphasiig te groundlessness of the
slander to make it tat mucl more tenible Hlwever, in doig so,
Hellman uses stereotyped conceptions of romance, relying on typical
ways women in loe are supped to act Particulanized
motivations for Karen's stong feelings and behaviour founded on
specifc personality taits are needed Rerhaps, too, a more
epressive effect could bave been accomplisled if the dramatist had
left out the loe angle, and slown to women without men
iصص ediately suspected yان the commuصity-- guilty u prenصtل
iمnocept by the presence of male loers - of haig "someting,
«rek"witi'ter regadfessoftierracttar'sexuarpreferencE.

THis weak element i Karen's characterization aعserts itself
agaنn in Act DL. Her swing fom idealization and optimism to
pesimism and depression complet itself, and is in part reponsible
for ber rejection of Crdنn. Ln the iteraction beteen tlrem,
Hellman allows complexity of character to becoue confusing
vagueness. The dramatist hنnts at a number of reasons for Karen's
decision: distrust of everyone including Jce, protective love as
CArdin makes it perfecuy clear what a sacrifce it will be to his
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career to g0 to Vienna, gت ilt and impotence resulting from tle lie
disillusioصn ent witl Jce, and a reaلistic assesment of teir situation.
But none of tese motves, tlougl eacl would lae been
convincing, is sufficiently deeloped to erplain ber actions. Oe

l uspectsل wlen Karen mather vaguely tells Jde: "But we won't be aة 
night Not eer, ever, eer. I don't kow all the reasons why"
(p.68), tat the reuirements of plot were uppemast in Hellman's
mind. Cardin oniginally functione1 as proof of Karen's
heterexuality; DGw lIer lass of Bim proides eidence of te
damage done to ler, increasing dramatic impact. Likewise sة a
raلler stereotyped1 masculine cLIaracter, his interaction with Karen
adds Litle to a complex portayal of her precisely because of thنs
twdimensioDality.

Karen's reaction to Martlia's confession is aلso disappintng.
Hellman concentrate on elicitng dramaلic pwer fom the
disclGsure of lesbianism, and Karen's words are confned to
iplemeDtng this effect Cnushed1 by the aful reults of the lie,
Karen is Gverwhelmed by the pssibiity of its parial tuth. She
feels so suffocated by Martha's admission that she places her hands
over her ears in absolute denial. But wbether her motivation is
siuply sleer emotional elaustion or includes homor of lebianism
aلin to Ms. Tilfords remains unclear. Lronically, she tells Martha
they'1l forget her wors just after Iejecting the same kind of
staئement fom Cardin. L Light of their imbmعلa eight year
relationship of common goals and slared deprivatons, and after the
wamtl and good sense HelLman bas established as part of Karen's
nahre, itis hard to believe that aلl Karen can fnallly say is "G and
lie don, Marla. Youll feel better" (p.72). Marhg$ confession is
theatrically electrifying; lGeer, a rEal coifrontation, anising
organically from both the claracters, would lave been more deeply
satisfying. The corplicated responses between the two women are
forestalled byy te reuirements of tle play's stucture. Martha's
sعiu ide must be quickly prepared for, and Karen's rjection of her
virtally signs her deat wamant. Laعt r in Act DII Hellman has Kamen
dechare tbatMartba "was good t us " aلل (p.73) but tis recognition
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is placed corrvenienty after Martha has destrcye herself, witl
Karen seemingly resigned,almast relieved, at ler death. If it was
HEellman's purpGse to ctend responsibility for the suicide to Karen,
it would have been more effective if she'd portayed her reactions
in accordance with te claracteIization already establisled.

Rolloig te suicide, Hellman again coDcentrate on ­in ة
depth portrayal of Kare, focusing less on theatical effects. Ms.
Tilford's announcement of her grotesque emor prvides opportnity
for asubtle touch by Hellman. Karen's respuse to tle older woman
is spoken in Martha's more violent language, charactenized by ler
bittemess and vengefulnes. Karen's total identifcation with Martha
i isاط speech signifes an eRpression of mouming for her dead
fiiend. After these wors of Rage, Karen emerge pureIy as lerself,
communicaiing new grth from her ordeal. With uneRpected
sympaty, she tells Ms. Tilford that Mary las "hared ws both, but
shes hamed you more, 1 gues. (SiG don beide Mrs, Tilfogd)
Im sony" (p.77). UNlنke Ms. Tilford, Karen can transcend self­
Digbteousness. She is compassionafe in spite of the great ham
inعlicاed on her. ln shGwing Ms. Tilford mercy, Karen fulfills the
cental ideal of the play. The eRtent of Karen's deelopent is
underscored by her words at the start of the play wlen, more limited
and complacent, she declares she dcesn't much appreciate Portias
speech (p.10). No, having shed her idealized wonld vie, she
acknoledge the eil, irationality, and chas that are part of the
vision of realلity Hkelman commuصicaئes in ber plays. Accepاance
f.عنht .wiieF mak& ' piy and compassion as mandatory as
indignation. Karen's achievement is believable in lighit of the
paitive qualities Hkellman has etablisled for her claracter, and the
abiity to deelop corvincingly signifes te complexity of tie
characteDizatio.

But growth has come at to high a price for the leaming
prces has been a destnuctive, cnuel erperience for Karen.
Cbnseuently the dramatist portas the fnal outcome wit
deliberate ambiguity. lnstead of neat resolution, Hellman remains
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faitlful to the complexites of character and sitaton, avoiding a
melodramnatic fnisl despiteMs. Tilford's last mimute entance. At
tle clase of te play, Karen vacillates beteen numb lopelessness
and the pssibiity of lealing، Potential recovery is symbolized by
Ler gestre of opening the windo to fnd tlat "it feels very
good"(p.78), while a bleak ftre is suggested by Karen's promise
to write "if I eer bae anything to say" (p.78). Tius Hellman
creates interest on te part of the viewer for wlat will hapRen to
Karen even after te fnal curاain. Ln contast to Karen's initلa 
optimism, Martha vies the world more negatvely. Dscribed yا
Helan as "Derous" and "high-stung" (p.13), she erhibits
bitteness and protective sarcasm trouglout the play uلiا her fلa 
confession. The dramatist employs an ercellent device to
individuaiize Martla's charactenizatioD; the presence of te teacler's
neurotic, affeceted aunt prvides a solid psychological foصu dation for
Martlia's tais, particularly sice the playwnight aranges to lae
Mortar appear on stage frst, in preparaiion. In reference to Mortar,
Karen ironically remarks "you must Bae had a gay
cLتldIood"(p.14), thereby infoming tle audience tat Mortar raised
Marha Martha replies bitterly: "O, I did. Idid, .i deedم God,
baHمw edtehate alH that--" (p.14). Knaing tis selfisl woman,
the vkeer compreleDds the extent of Marla's neglect and
mistrealent i the past and senses as fitting to Ler personality as
weTE asteعع partieuar sitation the self-labedيم guالن as well
,a angerك that Martha displays. Thus, although repressed lesbianism
is the key to tle emotions Martla expresses, Hllman depicts
Martha's motivations witl more complexity than this, effectively
avoiding a stereotype. The dramatist makes greaلer use of a
pychologicai perspective for Martha's charactenization uhan for ary
otifer character in The ClildreR's Hour; since Martha's sitation
wouldtepdtbe aلiem tcatddierees tis is an esentially good
method of humaiing Ler portrayal.

The scenes in Act I which function as preparation for
Martha's revelation support Hllmnan's mastery of pychologiلac 
Iealism. Tle dnamatist is neither obvious Dor heavy-handed i
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conveying repressed emoton; conseuently Martha's lesbianism
seermns ieitable in retrospect, but not predictable. Tlureatened by
the ipending mamiage, Mamtha further sublimates her lidden
feelings for Karen into nrielyة about the continued health of the
school after the mamiage and into isistence that Mortar leave
becaسse, as Martha tells the intnuder, "wel be better off alone" (p.,
19). Fear of clianging tle stats quo and pain from te weakening
of close ties are depicted as legitimate concens for Martha and not
merely pretences for erpressig uncoDscious desire, so ber
motivation takes on counpleRity. Een Marthas jealousy emerges as
a facet of her personality rather thau a stereotyped igredient of
lesbianisu. Mortar ascribes Marta's jealousy to Ler
,"u aluralnessضص" but as the meddlesome aunt herself points out,
Martha was pssessive about her fiends "even as a cلih d" (p.20).
WHen Martha hurls the electic "Cod damn you" (p.22) at Cardنم,
this itعnse pssessiyeness operates i coujuncton wit her
homdserual desires, and, happily, Ler motives are not restiicted byy
the playwIigbt to an a priori hastility for men nor to an iability to
atact them.

Moreoer, througlout the play Hellman takes pains to
emphasize the psitive aspects of Martlas feeelings for Karen,

، ratler tan portay these responses as comupt or destnuctive. SLe
Suggests a close relationship beteen two woumen going beyomte
a ceptelع limits of eRpression for one of them, and Martla's gestures
t ardsع Karen 'are never devoid of affection. Tlis undemlines tle
twisted notions the other charactems in the play bave regarding
!ebianip aRgcopmunicates the idea tat lGve is love beteen two
buman beings irespectfve ofgemderHidea • ياedشتnf عز نة
Martha's strong desire for Karen's happines in Act DIl as she
iصsistenty urges Karen to mamy CArنn wlen it woud lave been
easiet undemine ما their relationship. Hellman paints Martha as
aلmost erclusively uصhappy and, aside fom one or two references
to the fun of ber college days with Karen, Martha manifests an
ahsence of joy. This prepames the vieer for Martha's suicide but
fattens the cbaracterizatio, suggesting the stereotyped neuotic.
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However apprpriate Marth's u appinessلص to the tense sitaton
before te slander and tle social exile after it, Hellman stll m, iage
to endov Karen with a strong ptentiلa for bappiness despiعt their
circumnstances. Wlat is missing is a dramatization of M ،ra's
commitmnent to ler pupils, including bot a deep enjoyment of her
profession and a display of ler competency. This fulfillment would
·not lave caused her suicide to be less believable but would lave
provided increased motivation from her las ofit Tlougb Hellman
implies isا lass to underscore the destnctive effets of the lie, she
communicakes ' Martla's relationship with her studeDts only
indirectly, via, for eRample her coDments to Mortar.

Tlis is their home, and tنngs shouldn't be said i itم
that ts can't hear. (p.21)

Perhap the heay focus oD the claractenization of Mary Tilfor in
Act 1 forestalled tis necessary intemaction. Penaps, a thoughل the
playwnight was hailed as "fank" and "honet" for Dhe  ي وC ldreن

Hour, sbe wasD't frank enougb oا poray een a represse lesbian
relating psitively to young adolesceDt girs.

Unlike Karen, Martha expresses strong emotions freuently,
and she apprehends them i the other characteIs sة well. Early i
the play she perceives thuat Mary is "bad for the otIer girls. I don't
knaw what it is --its a feeling Tve got tat its wrong somewbere"
(p.14), and Martha is corect i ber intition. Fttingly, i Aet D it
is Maطa wlo i yلعلتنم ilar reponsibleتyraMtahtseيjج for the
lie, and that her motive is pure unreasoDing batmed. Morever,  aلل
ler reactions ir tle second act are based fmly oD wlat has already
been eطat lisled for the claracter. Civen Martha's lot temper and
her sense of the word as batile it is appropriate that she bning
mage, belligerence and violent, tlreatening language to te
confroDtation witl Ms Tilford, while Karen is qerwleLmed C yل
when Mary's accusations become more specifc, drawing on utal عة

• eents, dces Martha, paralyzed wit guilt by her unconscious
leanings, become silent, and KareD, sure of her an iclinaثions,
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take over. Tle ercitng quality of te scene is due in good part to
this inuicate plottiig oithe basis of the to teachers' individual
personalites.

Ln Act Dl, defeat and exie shatter Karen, while Marta
appears stonger, displaying previously unseen kindness and
genteness i addition to her usual bitter sarcasmn This new wamth
an protectiveness, directed pnimarly at Karen, round out her
charactenization and prepare the vieer for ler adrission of sexual
love. So doe the ne fankess Martha ehibits when sle infoms
Mortar that she lates her and a waysل has. Martha is sustained by
the pssibility of escae for Karen by maniage to Cardin and flight
to Vienna. The collapse of teir relationship cnshes Martha wit
guiال , breaking don ler defenses and tiggening the confontation
wit Karen. Hllman eecutes the confesion wit skill and
ecorory. WHat was repressed i the Martha of Acts I and D, has
been half realized and suppressed in the course of her isolaثion.
When the truth fnally emerges, Hellman depicts Martha erpresig
out loud a realistic tain of thought At first rationalizing about how
"thousands of women feel abouth other women" (p.71), she passe
thصough fلl cognizance of her lesbianism to iمsistent elaboraiions
and proofs of it and tells Karen:

Its fصry; its mixed للة up. Tlere is someting i
you, andyou don't ko itandyou don't do anyting
aطout it Suddenly a child gets bored and Lies and
there you are seeing it for the fimst time .،- ­ ما
some way lve rined your life Ive niieduy own.
٢ didn't een know. (Smiles) TTere's a big
differeriee beteen ws nG, Karen. I fel all dirty
and- - (Puts out her bad, tochg KareRsheaD) I
can't sاay wit you y مة more, darling. (p.72)

Although the slander is responsible for forcing to the surface what
would othenwise have remained repressedl, Martla imaiionally
believes she is completely to blame for their rin The playwIight
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epitomize here one of the mGst pemDicious effects of a lie that of
causing the innccent to perceive their victimizaiion as justfed, with
temselves at fault

، Oher motivations besides gلiu t help to dnive her into
comiting suicide. Martla is unable to comprehend the contrast
between the lGve unselfshness and affection she has shown Karen
and te negative cultral coDceptions about lesbianism she las
iعا nalized. Cnseuenty, she believe shelGes Karen i a "dirty"
(p.72) way. Thus not only Karen and te commuصity reject her, but
she rejects herself in disgust. The fnal motivation for death is fear,
eremplifed when she tells Karen "Tm more afaid than you". (71)
Her sexual inexpenience combined wit society's image of
lesbianism as akind of wncontollable disease comvince ler she wil
be perless to pmeent lerself fom epresing ler nely realized
needs -- needs whicb inspire reulsio in everybdy, including
herself. She first starاs byy denyying the cلih d's slander but gmadualHy
she realizes the tuth and tells Karen i aم honifed tone "I have
loed you heا way they said" She insists on confiding ler dark
secret to Karen, for she believes te latter ba to kow: "Ive got to

ists onك the fnal scene she inم ty I am". (7I) Lل you IwGw guiلله 
relating t Karen the agony she has gone trough when she frst
mealizeHHer tendencie: "Ie been praying I could comvince myself
of it Ican't, I can't amry Ionger. Ktstere. I don't ko how, I
don't know why. But I did lGe you, I do loe you.... uaybe I
wanted you aلl along; maybe I couldn't caلl it yا a name; maybe its
been tere ever since I frst ke you -". (p.71)

TDus, te motivations Hellman constnucts for Martha's
suicide enable it to appear believable. Hoever, pOerful dramatic
reuirements dictate her self-destruction more tha individual
sitation and character do. StNctrally, the play demands a cLimax
and Martha's suicide proides it The playwIigbt humiedly
establisles the causes and proceeds to the suicide, sacnifcing the
needs of charactenization to the larger demands of the play.
Lnsufficient time is allotted between confession and martyrom to
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slow te decision singorganically ضة fton witin the character,
thereby fmly praintقining character autonomy. lnstead, HEllman
relies on depicting sucl painful circustances that self-destruction
becomes plausible from the sheer awfulness of the sitaiion itself.
Ln his discussion of Te CMنldren's Hour, Marvin Fellrein observes
that this kind of contivance is only "tleatrically convicing", "tne
to life" i merelyم a represeDtational manner while lackng the inner
consistensies of "high arاistry.""2

So, too, tlemaثic reuirements play a large part i
detemiصing the action. Suicide serves as the perfect though
melodramatic climaR to tle destnctive poer of slander. Dut i
order to a lieieع tis effect, the portayal of society's treصta ent of
the homGsلaue is prematrely tenninated. Again it must be noted
that Hellman maintained The hG dren'sز Hur was about a Lie, notء 

lesbianism. But loGsexuality is too iportant a topic to be
i cludedص merely for te sake of reinforcing anotler there.
Moreover, the dramatist could instead have porurayed either Karen
committing suicide as she's certainly suffered enough tagic lases
herself for this t.be psible, mather tan Martha, or Martha
Gemwhelmed i toج only mistakenly imagining that she deires Karen
serually. Ln both cases, Hellman would have eنmil ated actal
fesbianism while still effectively making her point aboutslander. As
wnitten, the meelation scene, epecially Martha's "there's always
been someting wmong. Always --as longaskcaeEemmemder"Tb.
71) caمnot support the pssibility ofemroneous admission. Richard

<Tvdy points out that Martha's homdsexualiy was made even more
explicit in eanLier versions of the play, icluding a scene i wlicl
Martha"recalls her fascination in watching Karen undres when they
were in college" :L anمHel ننaع) Playwright p.59). Perlass
Hellmai tiied to encompass too much i her first dramatic work;
ironically, she leaves importaut issu unsetted in atteupting to
neaty tie up tle play.

Sensitivity to audience response also undoubtedly motivated
the playwnight to include the suicide. Audiences could easily retain
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sympatIy for a lesbian so honifed by her own inclinations that she
punishes herself with death, thereby coDvenienty relieving the
audience of its on burden of distaste and disapproal. Shcckedas
the viewer may be, he or she can dismiss Martha as a  iatع
casuality wlile tne play move on., A more tenchant mesage

·would have been commuصicated had Martla been aلloed lesbian
existence on stage for more than ten minutes. Lnsted, quick deat
avoids the deeper prblems of the sitation; moreoer, it eliminaLe
the meed for the audience to aem lyل imrestigate its attitude toands
homoseruality and tie cbaracter who manifests it which is much
more problematic than a decision about slander. It is intersting to
reflect on the potential results had the situation Marta describes in
contast to her Gn been the case; "They are the people who
believe in it, who want it, whove chasen it" (p. 70). Just as a more
senious coumitnent to ler subject than Hellman evinces in tis play
would have probably been reguired, so an inلتiعt ]y more diffcult
moral judgement would probably hae emerged for te viewer. As
conceived, Martha's image comveys too much compulsiveness, sاطلا y
confoming to the conception of homosexuality as ungGverable
pervemsity which ILellunan was presumably refting. Thنs image of
compulsiveness underines the character's autonouy as wel.
Appropniately, this portayلa alloed some reviewers to perceive the
suicide as caused by neuroticism Iatler than prsecution, and
poptedhokaaهiletet e Hllمجpiعt nded the suicide as fting
conclusion to a confession of lebianism, tieoصly yiable altemative
oDce the shameful tth was out ,,

Ln addition, tle reelation of lesbianism simply coms too
late in the pla for Hllman t dلae with it satisfactorily.
CbnsequeDly, there are uresolved emotioral issues as well as
ideologicلa ones. Just when tle chaRactenizatio tnly begins to
sustin a life of its on, Hellmمa remGves Martha and the
relationsbip between the to women along with her, Oe ca
empathize with the Ne York Tine revieer who complaied:،
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TRe Cbنldren'sHour seems to be a play whicl raises
a major emotioral issue that is neer flly discussed.
... Tlis is to raise an expectation and to leave it
only party satsfed. ... Iwated to kG more of
these women; lwanted Martla's tagic love to be not
only stated but as fly grasped and coumuصicated as
the love of a man for a woman.

Perlap if Hellman had lessene the role of Mary Tilford, iht couldك
bave been better eRecuted.

Dspite these wلae esses, Hellman's treatmneDt of
lomoseruality is remarkably fee of stereotype and negative
images, epecially wlen compared to the two mast prominent plays
on tre subjet previous t Te Cildren's Hur. 2HeCptive (I926)
by Edouard Bourdet presents two images of female homasexuality,
both quite wnfavourable. Bourdet pormays one woma, "te
captive", a prey to ungoverable passions who describes herself as
"crazy" and "siek". TTe other woma is an evil, maصipulative
temptress, deliberately never seen by the viewer so tat her awful
pers wil be enlanced. The play is most memorable for its
expresion of tle"masculine" perspective regarding lebianism. The
black widG's husband advise te lover of tle victim caught in her
web:

!Fly from her, fy from ler ...Tley are sladosه 
Dn't go near them ... the're a menace! ... Its
mysterious-terible! Friendship, yes - tat's te
mask. Uader cover of fienship a woman can enter
any house-lold, whenever and loever she pleases
...she cمa poison and pillage everyting before the
man whase home she destrys is even aare of
what'shappening to him. When fnally he realizes
thiمgs its too late --he is alone! Alone i tleم face
ofasecret alliance of two beings who understand one
another because they are alike, because they'Te of the
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same sex, because t ey'reي of a different planet than
he te stanger, te eneسy! (2eCptve pp 148-
150)

Lebianism is perceived as a nasty tiiumphant reversal of
"Chemess", monstrous and treatening, to tIe playwniglt as wel as
to te male chamactems, since it is men wlo are regarded as alien
iمferior beings subject to adverse mytIologizing. Lronically, in te
prccess of conveying this idea, this rather lysterical speecl and te
entire play creates Tew negative mythus about lesbians.

IfDbeCaptives iages of Lomdseruality are of the sick and
tle evil, tase communicated by Mordصua t ShairpsTheGreenDay
TRee (1933) are of the weak and the eil. TTe source of the play's
title is Biblical and clearly reveals Shairps attitde taards te male
temptor of te workc: "Imyself haveseentle wicked in great poer
a dم spreading Hiممself like a green bay tمe ' (leOreenDayTre
p.35). IN the play, a weak-willed, selfshnarcissistE young maص, "a
taker, a panasite, a bundle ofsensatiops" (p.78}, and a wickedl,
egotstical, scheming middle-agel man "asnake"(p @l) and "rotton

terization can beع the core" (p51) vie on stage for whase charaما 
mast loatlsome. l contrast, Hellma includes a sympathetic
portait of male homGseruality irrRRre A tmي Gardep. BoU The

 «و

GptreanIIEeenrfRayTreeleksspiciouسky like vaniations
on nineاeenth centry melodrama's stnggle betiee thاع nnocent
and Vile Seducer. Compared to these plays, Hellman's depiction of
Martha is quite nة a hievementع

The playwIiglt also managed to avoid another prevalent
stereotyp, i.e. te "butch" hesbian.- - mannish, abusive, sadistic -­
often coupled wit a passive, super femiaime mascchistic female
parter. As recenty as 1966, ngنالنi TEeKم of SisterGeorge yا
Frank Marcus, tis pair shows up. Alice ("Childie"), prey for bot
men and women, takes to dolls, while June ("Corge") fondly recalls
her any day atتempts to sexually assault two nuns, and forces her
mate to eat a cigar butt as punishment for such cnimes as yelling
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"Take me lsaDore" ( p.5ك) iم ber sleep. The motior that
lomasexuals would divide up traditional sex role, instead for
example, of uصitng in order to obliterate them, reinforces tIe
cultural sterotypes of masculinity and femininity atthe same time it
burlesques them.

It is interesting to note that as late as 1961, uhe meie
version of The hC ldrep'sز Rkur lad to be heavily sensored before itد 

was pmduced. Paline Kael called tle movie a "prtemts-
hugubrious dirge""" and was probably right, even Hkellman hated the
movie. But Kael went on to complain:

Aren't ye suppased to feel sony for these girs
because te'Te so harworking, and because after

ything للهiم -- the lesbianism isم tey don't do aللة, 
tIe mind ( I always touglt this was why lesbians
needled sympaالyy -- that there isn't mucln tley can
do). (p.176)

Kael's condescending attitde toards lesbiaصism contadicts her
preious commentary but portrays that the image of the homaseRual

• had not much improved by the eanly sirties. Hellman sالl had
something valuable to communicate and suggested coupassion for
what is basicaلly an ilnes.

 ب ميي وب"ا.خد

Hellman also had $omething important to say a outط te
°' "ecororiically independent female. She presents two competent,

decisive women wlo are seriously comصitted to their profession,
and dces not succumb to tle stereotype of the "career woman" for
eitier of them. Lstead of tis popular myth, wit its holla,
harslly aggresive and completely serless image, the playwright
depicts womenheaviy ivolved wit their work stll retaining feir
hصu aلإنص and idividual personalites. So, to, in 2he Chنldعen's

 د

Hur Hellrian suggests it is becauسse these women are independentد 

and devote t their jobs that the commuصity fnds them suspect
Thus she makes a vivid point about sexism while adding
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believability to uصiversal acceptance of the rmour. Ftis particularly
signifcant that te pLaywriglEmake the cental los of te play that
of the profession that the to women bae stwggled so hard to
maintain Cadنn summanizes their tagedy when he idiguantly
trie to eplain to lis aunt the harm that she is causing tem:

The've worked eiglt long years to sae enough
money to buy tuat fam, to start thaf sclool. Tle
did without eeryting that young people ought to
have. You woddntkC about that. Tlat sclol
ueant tings to them: self-respect; andH bread and
butter, and lonest work D you know what itis t
ty so hard for aryting? Well, now its gone.
(p.49-50)

Ror Hellan, economic opportصity is tle ke to wouan's
iهdعpصndence, te onky thig that wil ty fee her. The message
Tle Clildren's Hour commweedi1936م is in complete accord witي 

her later vies that she opeDly epressed oA the position of women
i Amenica:

Were fghting a society tatwon't giveyou a clance
to support yourself. ... its not so much a question
of Being bmae as it is a quetion of a society that
wilH allow you to be brave. Its fine to be brae, but
if yor cat،find ajob to be brave wit, tlen you
can't eat by being brae, a#&reمe teguch."
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