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Lillian Hellmar.. uses the Reconstructed South as an emblem o f 

the social and personal evils which result from a society based on 

a system of unconscionable capit alism. In h e r play s The Little 

Foxes and Another Part of the Fares~ she traces the rise of 

industrialism in the emergence of the "Ne•,.;r South." The erosio!1 

of the aristocratic ideal of the Old South is e xemplified by the 

characters in The Auturr~ Garden and Toys in the Attic who lack 

the will to act and li~e obsessed with the past. In order ~o 

fully arp~eciate her So uthern pla y s i t is necessary to r e cogniz e the 

fa~t that they are a composite o£ Southern myth and history and the 

author's own instinctive feelings abo:1t her n.:ttive r e gion. To 

classify these aspects and to cor relate them with historical f a cts 

e nha!1ces t he unders~anding of the s e wo rks by placing them within 

a cul t.ural :frame\vC·rk. 
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INTRODUCTION 

Lillian Hellman is a Southerner by birth as well as by literary 

background. She was born in New Orleans on June 20 , 1906 , and has 

returned regularly to the South throughout her life. Her Southern 

family background, particularly her interesting relatives, 

continuously provided her with inspiration for her portrayals of 

Southerners. 

He r work reflects an interest in the socio-economic conditions 

of the Reconstr~cted South. Her first two plays about the South, 

The Little Foxes (1939) and Another Part of the Fore st (1946 ), deal 

specifically with the problems caused by the emergence of 

industrialization after the Civil war. Although these plays are 

based o n historical fact, t here is evidence in Hel l man' s auto

biography, An Unfinished Woman (1969), that she based the fictional 

Hubbard family, portrayed in both plays as greedy usurpers of wealth 

and power, on her o'"'!'l maternal relations, the Newhouses of Alabama. 

The aristocratic maiden ladies who were featured 1n her last 

two sout:.hern plays, The Autumn Garden (1951) and Toys in the Attic 

(1960), were model8d aft~r her aunts Ha nnah and Jenny Hellman , who 

kept a board:~ng hcuse in Ne•tJ Orleans. They ':."epresent t he genteel 

tra(U t ion of ttc Old south in contrast to t ne iiubbard-Newhouse clan, 

1 
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which stood for all the evil and corrupt forces of the New South. 

In her Hubbard family dramas Hellman displays a concern for 

unchecked and exploitative capitalism and the corruption and decay-

ing traditional Southern ideals. Jacob H. Adler points out that the 

Hubbards represent their time and place accurately: 

The Hubbards are rooted historically in the South; much 
more is made of this than it is regarding anyone, even 
Blanche, in Williams• plays. They are rooted geographic
ally in the South; they look out into the North as a 
different world, in which Chicago is to Regina a distant 
and infinitely desirable Vanity Fair and even Blatimore 
is remote and incomprehensible. They are Southern in their 
stubborn family loyalty against the world. They are even 
Southern in their small habits, so that it seems perfectly 
natural, neither exaggerated nor ludicrous, to find grits 
on Regina•s breakfast table. Yet Miss Hellman•s central 
purpose ... , was to make them typical of the Southern 
class of exploiting industrialistsi and, beyond that, of 
such a class in America generally. 

Old Southern idealism is replaced by New South practicality in 

the Hubbard plays. But, ironically, Old South romantic idealism is 

still very much alive and thriving in Hellman•s twentieth century 

Southern dramas, The Autumn Garden and Toys in the Attic. Beth 

exr.remes, extravagant m0dernism and an obsessive attachment to the 

past, lead to frustration and suffering in her plays. By placing her 

charucters in the magnolia-drenched, decaying social setting of the 

South Hellman has jcined a literc>.ry tradition of which William 

1Jacob H. Adler, "The Rose and the Fox: Notes on Southern Drama," 
in South: Modern Southern Literature in its Cultural setti:1g, Louis 
D. Rubin a.nd Robert D. Jacobs, eds. (New York: Doubleday and Company, 
Inc., 1961), Qp. 367-68. 
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Faulkner, Tennessee Williams, and many other fine writers are 

examples. The historian William R. Taylor explains the purpose of 

this literary genre: 

Some of our greatest writers--Henry Adams and Henry James 
within the nineteenth century--have employed the Cavalier 
legend as a means of uefining and measuring the failures 
and limitations of our culture at large. It seems 
scarcely necessary to add that this same concern has 
characteristically engaged the imagination of William 
Faulkner. But for the great mass of Americans (even those 
who take their impression exclusively from popular novels, 
television plays, and Civil War Centennials), the Old South 
has also become an enduring part of our sense of the past. 
At odd momen·ts probably e v en the most ::;keptical of us allow 
our thoughts to play over the lingering social image, and 
to concede with mingled pride and wonderment: 'Once it was 
different down there.•2 

In writing her Southern plays Lillian He llman acted as both a 

social historian, meticulously gathering numerous facts about the 

South, and as a native Southerner with deep-seated beliefs about her 

land and its people. Perhaps due to t his p rocess o f composition t he 

view that her p lays present about the South is both factual and in-

stinctive. These same qualities are part of the rise of the myth of 

the South. 

Th~ myth of the South is based on concepts of the death of the 

Old South and the rise of the New South. The historian W. J. Cash 

explains the traditional (though not entirel y factua l) vi<=\• o f the 

2william R . Taylor, "Cavalier and Yankee: Sy nthetic Stereotypes, " 
in Myth and Southern History, Patrick Gerster and Nicholas Cords, 
eds·. (Chicago: Rand McNally College Publishing Company, 1974), p . 
145. 
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phenomenon of the two Souths. 

In the legend of the New South the Old South is supposed 
to have been destroyed by the Civil War and the thirty 
years that followed it to have swept both socially and 
mentally into limbo of things that were and are not, to 
give place to a society which has been rapidly and in
creasingly industrialized and modernized both in body and 
in mind-->vhich now, indeed, save for a few quaint survivals 
and gentle sentimentalities and a few shockin g inexplicable 
brutalities such as lynching, is almost as industrialized 
and modernized in its outlook as the North. 3 

Cash points out that although such an assimilation of Northern 

iaeas is inconsistent with the theory of the South as distinct in 

philosophy from the North but paradoxically most p ecp le still believe 

beth theories simultaneously. He claims that except in· the most 

general ·terms, the legends of the South, both old and new, bear 

little relation to reality. Yet these legends are attractive and 

they persist. When the term "Old South" is used to signify pre-Civil 

1-lar days in Dixie it generally refers to the l egendary Old South. 

What the Old South of the legend in its classical fo rm was 
like is more or less familiar to e v e r yon e . Tt wa s a sort 
of stage piece out of the eighteenth century, wher ein 
gesturing gentlemen moved softspokenly against a b ackgr ound 
of rose g~raens and dwelling grounds, though always gallant 
deeds, and lovely ladies, in farthingales, never for a 
moment lost that exquisite remotenes s which has been the 
dream of all me n a nd the possession o f none. Its s ocial 
pattern was manorial, its civilization that cf the Cavalier, 
its ruling class an aristocracy coextensive with the p lanter 
group--men often entitled to qu arter the royal a r ms of St . 
George and St. Andrew on their shields, and in every case 
descended from the gentlefolk who for many centuries had 

3w. J. cash, The Hind of the South (New York, Re.ndo!'l House, 

1969), pp . i x-x . 
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made up the ruling classes of Europe. 4 

Beneath the planter class and light years removed f rom them in 

status and power were the poor whites and the Negro slaves. These 

people supposedly did not contribute ideas to the make-up of this 

Southern kingdom. They merely filled out the picture. Of course, 

there existed an Old South, which had as its basis a feudal system of 

agriculture, but it had little or no resemblence to the picture 

conjured up by Cash in explanation of the myth. Cash emphasizes the 

reality of an Old South based on an economic principle rather than on 

an exaggerated version of the English aristocratic lifes tyle. The 

real Old South "is no product of Cloud-Cuckoo Town [cash's term for 

the mythical South], of course, but proceeds from a common American 

Heritage, and many of its elements are readily recognizable as being 

simply variations on the primary American theme." 5 

The concept of "New South" has also been mythologized: 

The term 'New South' has been variously de f i ned as !:loth 
a doctrine and a period of time. In either case, it is 
said to be the means by which the South 'redeemed' its 
heritage. It marked an escape from the backlog of fr~stra
tion and defeat dating from the Civil War, a~d launched the 
region int.o new realms of power and prestige. The New South, 
in short, i s fUrported to have brought with it a multiple 
endowment: economic abundance, an equitable settlement of 
the racial iss~e ... , and political redemption. Indeed, 
by the l a te nineteenth and ea.rly twentieth centuries, it is 
sai d that the South had at last sampled the American Dream. 

4cash, p. ix. 

5,.... h 
~as , p . viii. 
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But economic fulfillment, racial justice, and political 
purity with the North, through critical elements of a 
developing New South creed, scarcely materialized in 
succeeding decades. As argued by Paul M. Gaston of the 
University of Virginia, perpetual dreams of an emerging 
'new' South, though sharply etched in the southern imag
ination, have since fit rather poorly with the facts of 
southern experience.6 

Mythmaking is congenial to the Southe rn character. There is a 

tendency in the South to bathe harsh facts in t h e sweet s y rup of 

romance, and that is why the horrors of reconstruction were replaced 

by the construction of the legend of the Old South which became a 

source of comfort and escape for successive generations of Southerners. 

The myth of the "New South" redeemed the Southe rn sense of defeat 

after the Civil War. Both concepts had useful psychological reasons 

for existing. But, as Cash points out, one must be careful to extract 

fact from legend and to realize the present is continuo us with the 

past: 

. . . the extent of the change and of the break between the 
Old South that was and the South o f our time has been vastly 
exagge.rated. The South, one might say, i s a t ree with many 
age rings, with its limbs and trunk bent and twisted by all 
the wi~ds of t h e years, but with its tap root still in the 
Cld South .? 

The terms "Old South" and "New South" when used in connection 

with the plays of Lillian Hellman will r efer t o the concepts used by 

his torians to refer to specific time periods in the South . In certain 

GMyth a nd Sou thern History, Patric k Gers~er and Nicholas Cords , 
eds. (Chicago: Rand McNally College Publishing Company, 1974), p . 187 

leash, p. x. 
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instances, which will be specified, the terms will also be used in 

connecti~n with popular belief about the South. 



CHAPTER ONE: THE LITTLE FOXES 

The Little Foxes was Lillian Hellman's third play following the 

successful The Children's Hour (1934) and the dismal box office failure 

Days to Corne (1936). Determined to achieve once more the high quality 

playwriting evident in her first play, Hellman went about writing The 

Little Foxes with meticulous thoroughness, compiling 108 pages of 

single-spaced annotations concerning every conceivable area of life in 

the South after the Civil 'i'lar. For facts about family life she relied 

on her own childhood memories of her mother's rich Alabama clan, the 

Ne•,;houses. Cut of this conglomerate of knowledge, The Little Foxes 

was created in 1939. 1 It ran for 410 consecutive performances and •,;as 

hailed by many critics as an accll.rate representation of the rise of 

the industrial South at the turn of the century. 

·:'he Little Foxes is now considered Lillian Hellman's most 

significant play. It deals with the struggle for wealth and ?Ower of 

an avaricious Southern fu~ily, the Hubbards of Alabama. A gripping 

melodrama of greect a"'d avarice, it deFicts the ruthless rise of the 

Industrial South. :t is the year 1900, a year of great socia l change 

in the South. The key word was "Progress" and the "land of cotton" 

lThe Little Foxes was first produced by Herman Shurnlin at the 
Na.L.ional ·rheater, New York City , on i'ebruary 15, 1 9 39. 

8 
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was on the verge of becoming the land of the cotton mill. According 

to the historian W. J. Cash, the South was at this time experiencing 

a "change of heart." The Old South with its complex feudal system of 

aristocracy and slavery had given way to the "nouveaux," the class of 

people to which the Hubbards belonged, composed mainly of industrious 

and cunning individuals who had profited through the decay and ruin 

of the plantation system after the Civil War. For, as w. J. Cash 

points out, the gracious but static life-style of the Southern land 

baron was incompatible with success. Reconstruction had "created a 

world in which the hard, energetic, horse-trading type of man was 

remorselessly indicated for survival." 2 And so the aristocratic ideal, 

so long an integral part of the Southern consciousness, was slowly 

supplanted by the more pragmatic doctrines of the rising mercantile 

and industrial leaders. Elizabeth Hardwick sees The Little Foxes as a 

story "about besieged agrarianism, a lost Southern agricultural life, 

in which virtue and sweetr.ess had a place, ar.d more strikingly, where 

social responsibility and justice could, on a personal level at least, 

be prac:ticed."3 

The Hubbards of The Little Foxes represent the beginning of 

Southern industrialization in its more ruthless forms. Ben and Oscar 

2w. J. Cash, ~he Mind of the South (New York: Vintage Books, 1969), 
p. 153. All subsequent references will appear parenthetically within 
the text. 

3Elizabeth Han•ick, "The Little Foxes Revived," New York ReviE:'.-J of 
Books, 9 (December 21, 1967), p. 4. 
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Hubbard and their sister Regina Giddens are involved in a scheme to 

bring "the machine to the cotton" by investing in a cotton mill. They 

have convinced Mr. Marshall, a tycoon from Chicago, that the cost of 

material will be significantly lower and that cheap labor is 

available in the persons of the Negroes and poor whites of the 

co~~unity. For their investment of 225,000 dollars each, the Hubbards 

will receive 51 percent of the shares of the mill. The deal the 

Hubbards propose is a financially sound one and is not unusual f o r the 

time. W. J. Cash records that in the period from 1880 to 1900 more 

than 400 mills were built in the South in areas where previously t here 

had been none (Cash, p. 180). Fortunes were quickly made by the 

enterprising and the risk of bankruptcy was slight. The only issue 

involved in such deals was the explo~tation of the workers and t h e 

ravishing of the lani resulting from the proliferation cf the mills 

in the rural South. Many traditionalists thought that such extensi•1e 

industrialization e ntailed a betrayal of Southern ideals: 

For to accspt the Progress at all was manifestly to 
abandon the purely agricultural basis from which the 
Southern •.vorld, and ultimately the Southe rn mir1d, had b e en 
reaced. To bring in the factory, to turn to the creaticn 
of an industrial empire, would be to bring in the tm.,n--to 
turn to the exp andirrg o f hundreds o f cros sroad s and 
hamlets into bustling hives. .il.nd to bring in the mach ine 
and the tmoJn, ag.:nn, would be to bring i n the l a ws of the 
machi n€ and the town. (Cash, pp. 1 8 3-84 ) 

The mill s were a phe nomencn which would have comple:{ social 

ramifications in th~ South, being completely at odds with the Old 

Southe rn mind. But the r uling class whic h was emergins in t h e South 
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in 1900 "habitually viewed and spoke of the turn as an epochal change--

as a n~volutior:.." They spoke with pride of the emergence of the "Nevl 

South." The New South was more bourgeois than aristocratic in its 

ideals, although the mannered life of the Old Planters was mimicked 

by the new order ruling class. But a pedigree was no longer the key 

to success in the New South; prosperity, according to Cash, was 

reserved for "v1hoever could master the trick of somehow extracting a 

profit growing the staple, whoever by any manner of horse-trading, or 

honest enterprise or chicanery, could come by a few dollars for his 

own--could readily build a small holding into a great one" (Cash, p. 

167). 

The Hubbards, of hu~ble merchant origins, have gained wealth and 

PO\''er through exploitation of their neighbors ; through alliances and 

marriages they have acquired a veneer of respectabili~y. To J. W. 

Krutch <::he rise of the Hubbards represents a "Marxian study of the 

decline of the So~thern feudal aristocracy and the rise of the 

capitalistic exploiter."4 

The Hubbarcs, experienced entrepreneurs, are the representatives 

of the threat of industrialization of the South. Oscar Hubbard 

su:n:narizes their attitude for Mr. Marshall: ".tvly brothe r al·..;ays says 

that it's folks like us who have struggled and fought to bring to our 

4J . W. Krut c h quoted in William T. Goir1g, Essays :::n Alabama. 
:Witerature, Studies in Humanities No. 4 (University of A.labama PP2SS, 

1975)' p. 153. 
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land some of the prosperity of your land." 

The grasping vulgarity of the Hubbards is c ontrasted with the 

refined femininity of Birdie Bagtry Hubbard, a planter's daughter, 

now married to Oscar. She represents the decay of the aristocratic 

ideal. Her family, the Bagtrys, were once a powerful landowning 

family; Birdie's grandfather had once been governor of the state. 

But Birdie has been forced into a detested marriage to Oscar Hubbard 

as a result of her family 's bankruptcy after the Civil War. Ben 

describes the Bagtry estate to Mr. Marshall in Act I: 

Lionne t in its day was the best cotton land in the South. 
It still brings us in a fair crop. Ah, they were great 
days for those people--even when I can remember . They had 
the best of ever y thing. Cloth from Paris, trips to Europe , 
horses you can't raise anymore, niggers to lift their 
fingers-- (Foxes, p . 13) 

Ben's descript:ion a:: Lionnet fits tlce mold of the manor in the 

Le gend of the Old South, described by w. J. Ca sh in The Mind of the 

South: 

They d>vel t in large and s t ately mansions, p ref erably white 
and vJi th columns and Grecian entabl a ture . Their estates 
were feudal baronies, their s laves quite t oo numerous ever 
to be counted, and the ir social life a thing of Old Wor ld 
splendo r and delicacy . . . a world singularly polished 
and me llow and poised, wholl y dominated b y ideals of honor 
a nd c hivalry and noble sse. (Cash, p . ix) 

Bi rdie i s the produc t of the myth of the Old South. She is a 

cultivated, sensitive inaividual out of place in the mercenary world 

of the Hubba r ds . The reason for t he down f al l of the Bagtrys i s sta·t.ed 

by Ben Hubba r d : 
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\'iell, sir, the war ends. Lionnet is almost ruined .. and the 
sons finish ruining it. And there were thousands like them. 
Why? Because the Southern aristocrat can adapt himself to 
nothing. Too high-tone to try. (Foxes, p. 14) 

Ben Hubbard emphasizes to his guest that it is the Htilibards, as 

the fittest, who have survived. He is scornful of the weak Bagtrys 

with their unprofitable code of honor. He also resents the fact that 

before the war the Bagtrys looked down on the Hubbards as "traders": 

Our grandfather and 
learned how to make 
Sons, Merchandise. 
look down on them. 
now belongs to us. 
land, their cotton, 

our father learned the new ways and 
them pay. They are in trade. Hubbard 
Others, Birdie! s family for example, 
To make a long story short, Lionnet 
Twenty years ago we took over their 
and their daughter. (Foxes, p. 14) 

Later in the play, Birdie explains to her niece Alexandra that 

what the Hubbards mistook for snobbism on the part of her family was 

actually scorn for their avarice and exploitative business methods. 

She relates an incident in her childhood which impressed her with the 

contrast between her fa~ily's sense of honor and the Hubbards' 

distor~ed va~ues: 

I remember. It was my first big party, at Lionnet I 
mean .... You know, that was the first day I ever saw 
Oscar Hubbard. The Ballongs were selling their horses 
and he was going there to buy. He passed and lifted his 
hat ... and my brother, to tease Hama, said maybe we 
should have invited the Hubbards to the party. He said 
Mama didn't like them because they kept a store, and he 
said that was old-fashioned of her. An.d then, I saw Hama 
angry for the first time in my life. She said that wasn't 
the reason. She said she was old-fashioned enough not to 
like people who killed animals they couldn't use, and who 
made thei:t" money charging awful interest to poor, ignorant 
niggers and cheating them on what they bought. She was 
very angry, Mama was. I had never seen her face like that. 
(Foxes, pp. 109-10) 
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This speech by Birdie is significant as it explains some of the 

reasons for the Hubbards 1 aggressive drive for wealth and status. The 

contrast between the Old Dominicn ruling class and the Hubbard-typ2 of 

nouveaux is drawn more sharply. Cash explains that conflict between 

the aristocrat and the trader existed in the Old South as a matter of 

principle. The Squire felt bound by his code to reject "trade of any 

kind as being in its very nature incurably mean" (Cash, p. 78). 

According to the Legend of the South the aristocrats were 

paternalistic toward their inferiors. They felt obliged to protect 

and defend those less fortunate than themselves. They felt bound to 

set the Negroes and poor whites an impeccable example of conduct. It 

was this "noblesse oblige" that Birdie refers to when she claims that 

the Bag~rys were good to their people. 

The Hubbards 1 grandiose schemes are not hinde~·ed by such limitations. 

'Their rapacious nature is charac-cerized by their dreams of future 

wealth if the Marshall deal comes through; Regina dreams of a society 

life in Chicago, Ben wants a stable of fine horses, Oscar wants to 

travel in style. In contrast to these materialistic goals, the 

patheti~, romantic Birdie only wants Lionnet back: "I should like to 

hav2 Lio:met back. I know you O\v!l it now, but I 1 d like to see it 

fixed up again, the way Papa and Mama had it" (Foxes, pp. 25-26). 

Birdie lives in the past; she is sustained by memories of a 

gentle loving mother and a life of culture and refinement. W. J. 
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Cash points out ·that the Southerner tends "toward unreality, toward 

romanticism" (Cash, p. 46). It is evident in Birdie's simplistic 

(and idealistic) solution to all her problems: "Like I say, if we 

could only go back to Lionnet. Everybody'd be better there. They'd 

be ·-:rood and kind" (Foxes, p. 110) . 

According to a theory developed by Southern historians the 

Southern ari3tocratic tendency to romanticize is a result of both 

myth-making and their special environment. The lavish plantation 

homes, the ideal climate of the land and the relative isolation from 

the world in \vhich the planter and his family lived made them 

dreamers by nature. Cash sees the Southerner as a philanthropic 

hedonist: 

And it is to say also that he is the child-man, that the 
primitive stuff of humanity lies very close to the sur~ace 
in him, that he likes naively to play, to expand his ego, 
his senses, his emotions, that he will accept what pleases 
him and reject what does not, and that in general he will 
prefer the extravagant, the flashing, and the brightly 
colored--in a word, that he displays the whole catalogue 
of qualities we mean by romanticism. (Cash, p. 47) 

Biraie's nature will not allow her to face the harsh reality of 

the cQmpromise she has made by marrying Oscar. She admits to being a 

secret a~coholic and predicts the same fate for young Alexandra. She 

discloses to her the reasQns for her marriage to Oscar: 

Hy family was good and the cotto:1 on Lionnet's fields was 
better. Ben Hubbard wanted the cotton and Oscar Hubbard 
married it for him. (~oxes, p. 112) 

Birdie emerges as a representative of the exploited SoutJ:-,. Her 
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gentleness is contrasted to Regina's harsh masculine characteristics. 

Morris Freedman makes an interesting observation about the women: 

"Regina's masculinity and frigidity, especially, are opposed to Birdie's 

fluttering femininity. Are we to infer--or sense--that there was some-

thing essent~ally feminine about the antebellum South and that there 

is something essentially asexual, bitchy, sadistic about the ruling 

class? .. s This theory fits in ·..;i th W. J. Cash's description of the 

Southerner as a romantic. Regina represents Progress; she disavows 

any emotional ties with the South. From the start she associates her-

self with the industrial North. She tells r1r. Marshall that 

Chicago may be the noisiest, dirtiest city in the world, 
but I should still prefer it to the sound of our horses 
and the smell of our azaleas. I should like crowds of people, 
and theaters, and lovely women. (Foxes, p. 6) 

Regina is ready to sell her daughter (into marriage to the detested 

Leo Hubbard) and allow her husband to die in order to be rich. She 

tells Alexandra, "Somewhere there has to be what I want." (Foxes, p. 

1 52 ). 

Regina is the New Woman of the New South. She stands in oppo-

si tion to the myth of Southern ..,..;oman hood. Southern woman 'lias, 

according to Cash, a demi-goddess: 

5 

She was the Sout h's Palladium, this Southern woma n--the 
shield-bearing Athena gleaming for its rali.ying, the mys·t::.c 

f-1or:cis Fr e eC'.man , The l<loral Impulse (Carbo ndale a nd Edwardsville: 
Southern Illinois Cnivers ity Press , 1967 ), pp. 101-02. 
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syrr~ol of its nationality in the face of the foe. She 
was the lily-pure maid of Astolat and the hunting goddess 
of the Baeotian hill. And--she was the pitiful Mother of 
God. Merely to mention her was to send strong men into . 
tears--or shouts. There \vas hardly a sermon that did not 
begin and end with tributes in her honor, hardly a brave 
speech that did not open and close with the clashing of 
shields and the flourishing of swords for her glory. At 
the last, I verily believe, the ranks of the Confederacy 
went rolling into battle in the misty conviction that it ·.vas 
wholly for her that they fought. (Cash, p. 89) 

Regina and Birdie represent the Janus-faced South, once face looking 

forward to industrialization and Progress, the other's gaze firmly 

locked upon an idealized past. 

The depravity of all members of the Hubbard clan prevents us from 

seeing them as complete individuals. Their villainy is too over-

powering, the author's point is made at the price of her charac~ers' 

humanity: 

The Hubbards of Hellman's The Little Foxes are portrayed 
in the bold strokes of caricature: they are greedy; 
selfish, even with one anotheri cruel to the point of sadism, 
dishonest, anti-Negro, etc. Whatever is bad about big, bad 
American capitalists is especiallv villair.ous in the Hubbards 

6 -
of the Deep South. 

But in Lillian Hellman's drama events are made to be causa'::ive and an 

individual is a product of his environment. 7 In Foxes, the Hubbards 

seem to be driven by the bitter resentment they harbor toward a 

6 
Freedman, p. 101. 

7Allan Lewis, American Plays and Pla':{Wrights of the Contemporary 
Theater (New York: Crown Publishers, Inc., 1970), p. 107. 
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society that scorned themselves as well as by their lust for wealth 

and power. 

The society to which they struggle to belong is suggested when 

Hr. Marshall from Chicago obtusely observes, "You Southerners occupy 

a unique position in ~~erica. You live better than the rest of us, 

you eat better, you drink better" (Foxes, p. 8). Lorena Holmin points 

out that this statement is ironic because the Chicagoan and the 

Hubbards are at that time planning to exploit other Southerners who 

Q 
do not live better or eat better than the rest of the country. 0 

By portraying the ruthless Hubbards, The Little Foxes is a moral 

statement. In it there is evidence of Hellman 1 s ''bi tte:c complaint 

~hat] greed and avarice have eroded love, and that the cause is a 

social system in which human relations are a product for sale." 9 An 

example of "eroded love" is the marriage of Regina to the banker 

Horace Giddens. Regina married him because she was "lonely for all 

the tni::g·s I wasn 1 t going to get" (Foxes, p. 124) . Now she needs 

~"lis capital tc invest in the cotton mill scherne but the high-rninded 

aristocratic Horace refuses any part of the HubiJa.rd 1 s plan to milk 

the community even though it is a high-profit ve~:ture. Ii1 the New 

York Review of Books, Elizabeth Hardwick expresses incrEdulity at S::J 

8Lorena Ross Holmin, The Dramatic 1f7orks of Lillian Hellma:1 
(Stockholm: :;:{otobeckman, 1973), p. 34. 

p. 108. 
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much virtue in the character of a shrewd businessman like Horace 

Giddens: 

His reaso:1s are unbelievably idealistic and startling in 
a man of his time and experience. Stubbor:1ness and hatred 
of the Hubbards no doubt play some part, but to these Horace 
adds a straining ncbility, an indifference to mere advantage 
that reake him appear to be simply a puppet in the service 
of an idea. We a~e told that in his safety deposit box 
Horace had his 88,000 dollars, and an old cameo, his 
daughter's baby shoe and a piece of an old violin. This 
iconography is as pure distillation of the sentimental 
Old South as one could find.10 

Horace's failure to be the least bit lured by such a financially 

attractive venture is a contradictory trait if one does not take into 

account another strong characteristic in Horace's person3lity--his 

"Southern:1ess." He is a banker by profession but an aristocrat by birth. 

His "straining nobility" is as inbred as Regina's avarice. Horace 

Giddens is the ideal gentleman of Southern tradition. He v;as a ~an 

who, :10 Joubt, s'.lbscribedto ti>e ideals of integrity that W. J. Cash 

described as follows: 

The habit of noble profession of accounting for '3very move 
in terms of fealty, to the social good, to standards that 
were essentially both aristocratic and Christian in the 
best sense, and of the most impenetrable conviction that it 
was strictly so 1 [these ideas '>~ere] passed down through the 
whole Southern society and became a characteristic Souther n 
trait. (Cash, ~- 77) 

Horace reveals his outrage at the Hubbards' exploitation of the 

community when he says to Regina: 

lOHard~ick, p. 5. 
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I'm sick of your brothers and their dirty tricks to make 
a dime. There must be better ways of getting rich than 
cheating niggers on a pound of bacon. Why should I give 
you the money? To pound the bones of this town to make 
dividends for you to spend? You wreck the town, you and 
your brothers, you wreck the town and live on it. 
(Foxes, p. 100) 

He makes a last heroic stand against the encroaching menace of 

the Hubbards, but his life with Regina has weakened him. Like Birdie, 

he has been overwhelmed by the forces of Progress. His loss of control 

over his life "is indicated, for example, by the fact that he has 

stopped playing the violin, and parallels the fact that Birdie has 

stopped playing the piano in her own home because Oscar didn't like 

't .. ll l • The final blow to Horace's pride is the argument. with Regina 

in which she cruelly reveals her disgust for him. She calls him "a 

soft fool" and tells him she considers herself lucky that he got heart 

trouble "so early and so bad." She finally allows him to di.::~ by 

refusing to replace the medicine he needs to prevent a heart attack. 

Regina's hatred for Horace is social as well as personal. She di~-

likes him for what he is, an aristocrat who has never felt the need 

for money and social acceptance which drives her. In Regina's 

murder of Horace, "we have at its fullest expression a physical 

enactment of one of Hellman's favorite themes: the immorality of 

those who 'stand around and watch' destruction." 12 

llHolmin, p. 48. 

12Hclmin, p. 55. 
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In an earlier scene the servant Addie had stated the thesis 

of the play in a powerful speech in which she denounces the "foxes," 

Well there are people who eat the earth and eat all the 
people on it like in the Bible with locusts. Then there 
are people who stand around and watch them do it." 
(Foxes, p. 110) 

Addie's speech can be interpreted as an indictment of the capital-

istic exploitation of the South. On a more personal level, it can be 

read as a moral judgement on the Hubbards, and others like them whose 

avarice knows no bounds. The fact that a Negro woman servant is the 

one to make S'.lCh an important observation points to the importance of 

her position in the Hubbard household and in the play. In Hellman's 

plays, Negro women assume a certain control over the whites they serve. 

They are usually aware of the evil around them but ca.nnot do anything 

to prevent it. They can only attempt to protect the innocent and 

comfort them in their suffering. As with Faulkner's Dilsey in The 

Sound and the Fury, Addie functions as a combination Greek chorus and 

"magna ma-~er." 

In the opening scene of The Little Foxes we hear the black servants 

Cal and Addie speak with affection of Regina's daughter, Alexandra. 

Thus a bond of affection between the servants and the innocent girl is 

establishec. Addie's place as suuroga.te mother becomes apparent when 

Alexandra askes her permission to drir.k her first glass or port. Addi.e 

is also the only one who objects to Regina's p:~~ to send Alexandra to 

Ea:timore by herself: "Going alone? Going by he!:"se.:i.£? A chile c.t 

that age!" (Foxe~, p. 42) . The sarcastic Oscar Hubbard later obser1es 



22 

of her, "You do a lot of judging around here, Addie, eh? Judging 

of your white folks, I mean" (Foxes, p. 52). Unlike the unconcerned 

mother, Regina, Addie stays up all night awaiting the arrival of 

Horace and his daughter. Upon his arrival Horace asks Addie first for 

a briefing of news about home. Horace obviously trusts her and treats 

her as an equal, "and this prepares us for Horace's later proposal 

that the two lAddie and Alexandra] go away together to avoid the 

Hubbard influence." 13 He later discloses t:J her his intention of 

financing the escape by leaving her money after his death. Although 

Addie is touched by his generosity, she is realistic enough to realize 

that her chances of getting the money are slim: "A nigger woman in a 

white man's will! I'd never get it nohow" (Foxes, p. 115). Horace 

is aware of the predicament so he has provided the money in cash. This 

plan is the source of hope in the play. It is Alexandra's alternative 

to life witl:l. tne "foxes." Addie !:epresents Hellman's "typical pm.·trait 

of a ·...,ise Negro woman, a sort of backbone of the household, vvho 

'manages her white folks. '" 14 For her models in her portrait of 

Addie (and Coralee in Another Part oi the Forest) HelLnan turned to 

two importdnt ;.;-omen in her life. In her autobiograph}, An Unfinished 

'tloman (Little Brown and Company, 1969), she tells of Sophronia, her 

13 
Holmin, p. 34 

1 4Holmin, p. 48 
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wet nurs-e and "the first most certain love in my life." (p. 14). 

Another negro woman, Helen, served as her housekeeper and confidant 

during many difficult years. In her book she emphasizes the important 

role of the Negro servants (especially to children) in a white 

Southern household. 

In the figure of young Alexandra about v1hom Hellman felt "very 

strongly" we see "the tragedy of all gentle people who fall prey to 

the predatory and all of those who merely stand by or pass on the 

othe:::- side." 15 Alexandra exemplifies Hellman's concern not only wit:-1 

the concept of evil but also with its consequences for the innocent. 

Alexaudra, along with Birdie and Horace, represents the "tender grapes" 

•.vho are destined to be devoured by the "foxes." Alexandra is a pawn 

in Regina's game of power. She is to ·be married off to Oscar's 

detestable son Leo so the Hubbard money can remain in the family. 

One of the author's themes in The Little Foxes is the exte~t to 

which greed and power-hunger have corrupted the souls of the Hubbards. 

Family loyalty does not deter them from their goal. In her big scene 

Birdie reveals her owr. fate as a subju;ate:d nonentity in the Hubbard 

clan and observes that the same is in store for Alexandra: 

In twenty years you'll be like me. They'll do all the same 
things to you. . And you'll trail after them, jus·t like 
me, hoping they won't be so mean that day or say something 

15~ . 1-~ uolng, p. :JL.. 



24 

to make you feel so bad--only you'll be worse off because 
you haven't got my Mama to remember--" (Foxes, p. 113) 

Alexandra is finally shocked to awareness of the reality of the evil 

around her by her father's death. Rejecting her mother's values, she 

is able to impose her own will on her life by announcing he:t.· decision 

to leave. Regina's triumph is thus diminished by her daughter's 

rejection. There is a small personal triumph in Alexandra's escape 

but the greater social evil posed by the Hubbards still predominates. 

In Ben's words: 

But I'm not discouraged. The century's turning, the world 
is open. Open for people like you and me. Ready far us, 
waiting for us. After all this is the beginning. There are 
hundreds of Hubbards sitting in rooms like this throughout 
the country. All their names aren't Hubbard, but they are 
Hubbards and they will own this country some day. We'll 
get along. (Foxes, p. 148) 

This lS a statement of cosmic significance; one critic has observed 

that through Ben's arrogant statement Hellman ·•evidently meant to waken 

her audience to an awareness of unconscionable capitalism and to 

express fo!:ebodings that the Hubbard types would gain control of the 

country. "16 

That there are evil forces in the world determined to destroy the 

good aDd exploit the vveak is the thesis of The Little Foxes. It. is a 

lcgical conclusion for the time and the place the playwright chose to 

l6H l . o mln, p. 58. 
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write about. The years after 1840 in the South, Cash points out, 

were ripe for economic exploitation by people like the Hubbards. 

It was a rocky and dangerous way; one that, in view of 
prevailing conditions, would in practice be open only to 
hard, pushing, horse-trading men. None but such as were 
remarkable for thrift, acumen, energy, undeviating desire 
for acquisition and power, and, in many cases, no great 
scruples as to the means . . none but such as these 
would actually be able to make much use of the new oppor
tunity . . and emerge to the ranks of the ruling class. 
But these wo,Jld, in numbers. (Cash, p. 111) 

Lillian Hellman wrote convincingly of the South in 1900. Her 

meticulous research, as well as her family background, combined to 

produce a realistic statement of the time. The Little Foxes reflects 

the moral choices that were made by different types of individuals, 

all products of their enviro!~ent, within the context of an agrarian 

society teing rapidly swept into the tide of industrialization and 

modernism. The characters emerge as convincing individuals because 

"they are a logical result of the time and the region."
17 

l7 l . 60 Ho m1n, p. . 



CHAPTER TWO: ANOTHER PART OF THE FOREST 

In 1946, seven years after writing The Little Foxes, Lillian 

Hellman wrote Another Part of the Forest,l a "sequel-in-reverse" of 

the first play. The play delves into the imaginary past of the Hubbards 

in an effort to probe further into the psychological motives and 

significant events in their lives which made them the ruthless 

exploiters of The Little Foxes. Hellman told Lucius Beebe of the 

New York Herald Tribune in an interview that she had not planned on 

writing a background play to Foxes deliberately: 

You can just imagine that after living with The Little Foxes 
for several years I got to be on pretty chatty terms with the 
Hubbard family . . . whom I cheris h as one would cherish 
a nest of particularly vicious diamond-back rattlesnakes , 
~ut it did make me feel that it was worthwhile to look into 
their family background and find out what it was that made 
them the na.sty people they were. 2 

In 1880 , the nubbards are living ir. the small A::.. abama to<.vn of 

Bowden not far from Nobile. They have already been ·:-stracized ~y their 

community. 'l'he father, !-1arcus, has acquired a large fortune at the 

expense ~f his neighbors, by running salt during t~e Civil War and 

lAnother Fart of the Forest opened at the Ful tcr, Theater in Ne'"' 
York on November 20, 1946, produced by Kermit Bloomqarden and directed 
by Lillian Hellman. 

2rnterview wi-::h Lillian Hellman by Luc:ius Beebe of t!:e New York 
Herald Tzibune , partially quoted by Burns Mantle, The Best Plays o f 
1946-47 (New York: Dodd, Mead, and Company , 1947), p . 163. 

26 
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peddling it at outrageous prices. The mother has been driven to 

insanity by her secretknowledge of her husband's treachery, her only 

comfort being the Negroes, whose church she attends. The other members 

of the family--Regina, Ben and Oscar "compete for the favor of whoever 

has the upper hand and are mired in their hatred of each other and of 

the quality folks, who will not speak to therrt, as well as of the 

townspeople, who distrust them."3 

It is apparent that the play was aptly entitled Another Part of 

the Forest (derived from Shakespeare's Titus Andronicus' locality of 

action, Act II, scene iv) pointing to the fact that these younger 

"foxes" are already ravaging and exploiting another part of the human 

forest. The younger Hubbards modeled themselves after their father 

Harcus, a sadistic, embittered man '.Yith a driving ambition to compen-

sate for his hunilile origins through the acquisition of wealth: "The 

motivations of the children became evident in the sins of their father, 

!1arct;.s Hubba.::-d, a ruthless carpetbagger, who had pi.led up a huge profit 

in the black market salt running during the Civil War (the original 

fortune) and keeps increasing it by foreclosing leans. " 4 

The moral void of the characters in this play takes on special 

3winifred L. Dusenbury, The Theme of I.cneliness in !1odern .ll.rnerican 
Drama (Gainesville: University of Florida Press, 1960), p. 144. 

4Jean Gould, ~-iodern A..rnerican Playwright.s (New York: Dodd, Mead 
and Company, 1966), p. 178. 

t . 
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characteristics in each individual. Their neuroses seem to stem from 

their social and hereditary backgrounds, the post-Civil-War South. 

As l'linifred L. Dusenbury explains in The Theme of Loneliness . in ''•lodern 

American Drama, "the deleterious influence of socioeconomic: conditions 

on Southern characters in American drama, ~herefore, includes the 

material loss of the plantations and the depletion of the land, as well 

as the destruction of the carpetbaggers, after the Civil War itself 

had wrought much havoc; but it also includes, by inference at least, 

the moral isolation inherent in the society before its materia.l down

fall."5 The effects of this moral isolation are evident in motivations 

which drive the Hubbards and in the neuroticism of the aristocratic 

Bagtrys. For example, Regina at twenty is already a ruthless manipu

lator. She is known to sleep with John Bagtry of :::.ionnet and to have 

complete control of her father, Marcus, through a relationship which 

tends toward the incestuous. Her plan is to se9arate her father from 

er.ough money to run off with John to Chicago in sty le. 

The Hubbard brothers are no less conniving. Oscar, the l ess 

inte~ligent of the offspring, not as ru~iguous as Regina, indulges in 

petty thievery , rides with t~e Klu Klux Klan and 9 lans to marry t he 

town whore. But the "foxiest" of the Hubbards i s Ben, who mana nges to 

gain control of the family fortune and through it, their future. 

5 Dusenbury, p. 135. 
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Lavinia, the mother Hubbard, is a distracted lady, reminiscent 

of Birdie Bagtry Hubbard of Foxes. She strives for expiation for her 

husband's sin by dedicating her life to teaching poor black children. 

She holds the key to Marcus's great crime which she finally discloses 

to her son Ben. 

The "quality folks" of Bowden are represented by the impoverished 

Bagtrys of Lionnet Plantation. John Bagtry is an ex-confederate war 

hero who has been ruined materially and spiritually by the aftereffects 

of the War. Birdie Bagtry, valiantly trying to save her birthright, 

ends up selling herself to the Hubbards. Both cousins, John and Birdie, 

represent those people, products of a ruined world, "who are not 

r eprehensible socially o:-: morally, but who have not the stamina to 

compete in the world aro·.md them. ,G Both nouveaux riche Hubbards and 

aristocratic Bagtrys suffer from the effects of socioecono1nic change 

brought about by a devastating v:ar and its aftermath. 

The atmosphere of the af::luent South is irr.n:ediately apparent with 

the curtain opening en a Southern Greek revival mansion. The Hubbard 

residense reflects the classical tastes of its owner. We lateY discover 

that Marcus Hubbard affects a cultural veneer which he display s in his 

collection of Greek art and his predilection for chamber music. Hellman 

indicates the superficiality of all this culture by stating in her 

stage directions: 

6ousenbury, p.l43. 
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Twin heads of Aristotle are high on pedestals. There is 
something too austere, too pretended Greek about the portico, 
as if it followed one man's eccentric taste and was not 
designed to be comfortablefor anyone else.7 

She also adds that "it is a good house built by a man of taste 

from whom Harcus Hubbard bought it after the Civil War" (Six Plays, 

p. 337). These details about Marcus supplied by the author herself 

point out at least two things about the man: that his cultured manners 

and tastes are a facade, hiding his true personality; and that his 

wealth is somehow connected to the Civil War. Early in the play we 

discover that Marcus harbors a particular dislike for war heroes. In 

Act I, Colonel Isham, an aristocratic veteran and a neighbor of the 

Hubba:cds, calls on them to info rm Ha r c u s of h is son Oscar ' s c r iminal 

activities with the Ku Klux Klan. ~!arcus makes an inordinate effort 

to hu~iliate the old colonel by his arrogance and sarcasm. Isham is 

not impressed: "Mr. Hubbard, I'm too old to frighten" (Six Plays, 

9 . 346). Marcus's resentment is apparent in his reply, "And I should 

be a daring man to try it. You are one of our great heroes. Commanding 

the first Alabama troops at . " (Six Plays, p. 346). Failing to 

overwhelm the old aristocrat by his demeanor, Marcus resorts to his 

other weapon--money. He gives Isham five hundred dollars for the man 

Oscar has injured, advising him when he protests at the amount to "learn 

7 Lillian Hellman, Six Plays by Lillian Hellman (New York: Rando;:n 
House, 1960), p. 337. (Hereafter referred to as Six Plays, and all_ . 
subsequent quotations from this vJOrk will be made parenthetically Wltn
in the text. ) 
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to be poor, Isham, it has more dignity" (Six Plays, p. 348). 

To the Hubbards money repla~es honor. In both The Little Foxes 

and Another Part of the Forest, "the symbol of pov1er and the principle 

motivating force . is money." 8 The Hubbards'standing in the 

community as well as their indifference to ethical values is emphasized 

by the advice the older son Ben Hubbard gives to Oscar, 

If those fools in your Klan want to beat up niggers and 
carpetbaggers, you let 'em do it. But you're not going to 
make this country dangerous to me, or dangerous to the 
business. We had a hard enough time making them forget Papa 
made too much money out of the war, and I ain't ever been 
sure they forgot it. (Six Plays, p. 355) 

What emerges in the first act of the Hubbard drama is a house 

full of resentment, centered around and generated by Narcus Hubbard, a 

self-'llade man and corrununi ty pariah. His isolation has made him obsessed 

with a. dri·Je for wealth, a compensation for his rejection by the 

"quality folks." We later find out that he had been an ambitious 

young nan who "worl.:<::d lo:1g and hard at self-improveme:Lt, yet never 

succeeded in being accepted by the aristocrats whom he despises for 

that. reason. "9 He admits his disillusionment with the empty victory 

of acquired wealth when he says, 

At nine years old I was carryi~g water for two bits a week. 

8Jacob H. Adler, "The Rose and the Fox: Notes on the Southern 
Drama," in South: Modern Southern Literat-:.1re in its Cultural Setting, 
eds. Louis D. RLiliin, Jr., and Rober~ D. Jacobs (Garden City, ~T.Y.: 

Doubleday and Company, 1961), p. 369. 

9Lorena Ross Holmin, The Dramatic Works of Lillian Hellman 
(Stockholm: Rotobeck:nan, 1973), p. 113. 
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I took the first dollar I ever had and went to the paying 
libral7 to buy a card. ~Vhen I was twelve I was working out 
in the fields, and the same year I taught myself Latin and 
French. At fourteen I was driving mules all day and most 
of the ~ight, but that was the year I lear~ed my Greek, 
read my classics, taught myself . think what I must 
have wanted for sons. And then think what I got. One 
successful trickster, one proud illiterate. No I don't 
think Oscar ever read a book. (Six Plays, p. 397) 

Marcus is a complex chara~ter. It 1's not cl~a h th h' - "' r w e er 1s 

c r u elty to his family and his sadistic indifference to the gen~ra~ 

suffering he has caused in his quest for power is a r esult of the 

rejection and deprivation he suffered as a sensitive child, or \vhether 

his "sensitivity" is another part of a clever facade he has developed 

to cover his evil nature. A clue might be found in a statement 

Hellman made in an interview about her method of characterization: 

"I \vrite about people. >,-lhen I decide on the characters I want to use 

I do considerable research to determine what their social standing and 

outlook would be in a certain period and how the world in which they 

moved ',vould affect their lives ... lO 

Harcus Hubbard represents the type of no:c, ,,,ho was willing to 

sacrifice his conscience for economic advanceMent. It was a common 

enough phenomenon in the post ·.,;ar Socth to find such men. In The 

Mind of the South, W. J. Cash observes th~t great fortunes were made 

by men who had pulled themselves out of 2. corr.mon stock through a 

10Thomas H. Pryor, "At Peace With the World," New York Times, 7 
July 1941, sec. X, p. 3. 
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combination cf hard work, luck and oftentimes a useful lack of scruples 

in their dealings. The story of the rise of the Hubbard patriarch is 

not unique in history. 

Many times was repeated the story of the farm boy who began 
his career as a hired hand and crowned it with the mastery 
of the township ... the story of the other boy, born in a 
cabin, who got a job in a country store at the age of twelve, 
slaved fer years at two dollars a week, sleeping on the 
counter, opened his own establisb.ment with a dozen cases of 
groceries at twenty; and swept on to the ownership of an 
unlimited number of mortgages before he was fifty.ll 

Another historian, Hilliam R. Taylor, concurs with Cash that the 

period of time after the Civil War was particularly ripe for the rise 

of the parvenu--"the kind of aggressive mercenary, self-made man who 

was rapidly making his way in to their society; in everyone's eyes this 

type of parvenu came to express a worrisome facet of the national 

character, to symbolize, in fact, ... the strident materialism o f 

the new world society."l2 

In an intervie•.IT prior to the opening of Another Part of the Fo.rest, 

Hellman confirmed that, "it may turn out that I'll be doing a play about 

the beginnings of big American industrial fortunes." 13 In various 1t1ays 

the play demonstrates the corruptive force of money. Even the good 

llw. J. Cash, The Mind of the South (New York: Vintage Books, 1969) , 
p. 168. All subsequent references will appear parenthetically within 
the text. 

l2r&illiam R. Taylor, "Cavalier and Yankee: Synthetic Stereotypes .. " 
ln Hyth and Southern Histo:::y, eds. Patrick Gerster and Nicholas Cords 
(Chicago: Rand. HcNally College Publishing Company, 1974), p. 139 . 
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characters are affected by its power; for example, consider the case 

of Birdie Bagtry who r.mst sell herself into spiritual bondage tc the 

Hubbards in exchange for a loan of money to save Lionnet. 

Although Hellman claims that her original intention was not to 

portray the struggle between the rising middle class and the old aris-

tocracy, it is apparent that the conflict is evident in the scorn each 

side feels for the other. Marcus despises the ruined aristocrats who 

inhabit what he calls an "idiot world." The gentry, in turn, scorn 

the Hubbards for their materialistic goals and lack of honor~ble 

sentiment. An argument between John Bagtry and the older Hubbard 

"clearly classifies Marcus as a member of the economic order and the 

Bagtrys as conservative romanticists, and Marcus describes the world 

of the disintegrating Southern aristocracy as 'an idiot world. '"14 

Marcus's resentment of the "pure bloods" leads him to accept 

his son Ben's plans to take over Lionnet through a loan to Birdie. He 

derives pleasure in the thought of humiliating those who nave excluded 

him from their society, "kind of cute . . Bagtrys in this house, 

begging. ~ight be amusing for an hour" (Six Plays, p. 363). 

In the plays of Tennessee Willia.rns, another southern writer, sex 

is a. symbol associated with power . 15 His strong chact.er;:; ar2 driven :Oy 

it such as Big Daddy of Cat on a Hot Tin F.oof, "whose power de:::-iv,:os from 

14 1 . 112 Ho mln, p. _ . 

lSAdler, p. 369. 
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money and who represents money to almost all who surround him ~s with 

Marcus in Forest]."l6 In Hellman's plays the symbol is inverted with 

money being the motivating force and sexuality being attached to the 

weaker characters, or the ones doomed to failure. Horace in Foxes, 

who is accused of keeping "fancy women," is a weak character associated 

with overt sexuality. Oscar in Forest, the least effective of the 

Hubbard sons, is having a sexual relationship with Laurette Sincee. 

Ben appears to be indifferent to sex, and Regina's sexual attachment to 

John Bagtry is j~st one more facet to her manipulative personality: 

"Their f ather Narcus, always subordinated love to money, and it is 

perhaps indicative of his coming fall from power in Another Part of the 

Forest that he has allowed his control to slacken in an incestuous 

affection for Regina."l7 The posessiveness of his attraction for his 

daughter is Marcus's weakness. Ben, wily and observant, says to Regina: 

We'll wait for a winter night. Before the fire. I'll sit 
opposite you and you'll talk and I'll listen. And I'll think 
many things, like how you use d to be a beauty but at fifty 
your face got worn and sour. Papa'll still b e living and he'll 
inte rrupt 1.1S, the way he does even no•,o~: he' 11 call from 
upstairs to have you come and put him to bed. ,l.nd you'll get 
up to go, wondering how the years went by . . h3cause, as 
you say, he's devoted to you, and he's going to keep you right 
here with him, all his long life. (Six Plays, p. 353) 

Ben takes full advantage a= tne old man' s l ove for Regina . He plar:s 

to foil Regina's plan to elope with .John Bagtry by revealing her scheme 

16Adler, p. 369. 

17Aaler, p. 369. 
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to Marcus. Unfortunately for Ben, Regina counteracts by telling her 

father about Ben's double-crossing arangement to keep half of the Bagtry 

loan for himself. Faced with the truth, Marcus orders his son to leave 

his house. But Ben inherited his father's craftiness. He is determined 

to get his share of the Hubbard fortune. As one critic said, "greed 

spreads to every character in the play (except perhaps Lavinia and 

Coralee) and the Hubbards have become grote s q ues, t heir nastiness almost 

biological." 18 Ben is a natural successor in the Hubbard line because 

of his ability to manipulate people through their weaknesses. The 

pivotal point in his machi nations comes whe n he extracts the truth about 

his father's war crimes from his distracted mother. Willing to unburden 

herself of Marcus's "sin" she reveals documented fact (recorded in her 

Bibl e ) about the fat e ful night when Marcus was almo st lynched by towns-

men for his heinous (though inadvertent) part in the deaths of twenty-

seven young Confederate soldiers. Armed with this weapo n against his 

fathe r, Ben forces him t o sign e v e r y thing over to him. He takes ove.r 

the destinies o= his s ister and brothe r a lso b y arrangi ng f or Regina t o 

marry the rich Horace Giddens and for Oscar to help him acquire Lionnet 

through a union with the unfortunate Birdie Bagtry. Under the new leader-

s hip of Be n "the family i s thus r eady tc become little foxes, t o s poil 

18~ ld ] . . ld ( , ~era Wea .es, Ame r1can Drama S1nce Wor War II Ne w YorK: 
Harcourt, Brace and World , Inc., 1 962 ), p . 90. 
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the vines and tenC.er grapes."l9 In Ben's victory we see the final 

defeat of the "old regime" of which Marcus, •..,ri th his parvenu 

affectations, was still a part. Ben is strictly the capitalist--his 

only goal is self-aggyandizement. His credo is summarized in his words 

to his defeated father, "Big goings on all over the country. Railroads 

going across, oil, coal. I been ~elling you, Papa, for ten years. Things 

are open_ing up" (Six Plays, p. 431). 

He realizes that his father's goals were limited by his need for 

social acceptance: "You \>7ere smart in your day and figured out wnat 

fools you lived among. But ever since the war you been too busy getting 

cultured, or getting Southern. A few more years and you'd have been 

j ust like t h e rest o f t h em" ts ix Plays , p . 431) . 

With these words Ben closes t~e connection between the Hubbards and 

the Old South. His survival in the new industrial society is assured by 

his dete~rr.inism, u:1hindered by scruples he will succeed in areas where 

more honcrable men might fail. In Foxes we see Ben's successful 

technique in the cotton mill transaction. 

The second Hubbard brother, Oscar, represents the baser characteris-

· & t' 1 1 So therrer He possesses none of the Hubba:r-d tlcs OL ne ow c ass u " . _ 

· t ,, · (usually expressed as craftiness) and all their misanthra pi5m. ln e ...... lg2nce 

Th ' ~ of sadism and violence, he expresses his hatred fo:r- the . rouy-n a.-; _s 

19william T. Going, Essays on Alabama Literature (Alaba.,na: Univer
sity of Alabama Press, 1975), p. 150. 
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peo9le who have shunned him. These same tendencies are evident, twenty 

years later in his son Leo, giving weight to the argument that at least 

in the Hubbard family, evil is a biological factor. 

Oscar vents his hostilities as a night rider, beating up ''niggers" 

and "carpetbagger.:;," although Marcus warns him ne'Ter to "put on those 

robes again" (Six Plays, p. 347). We assume he is referring to the 

traditional costlliile of the Klu Klux Klan, an organization advocating 

lynchings and ether mob violence as a means of reinforcing white 

suprerr.acy in the reconstructed South. A man like Oscar would be 

attracted by both the concepts and the methods of such a. group. Both 

his need to establish his superiority and his sadistic tendencies would 

be satisfied. W. J. Cash observes that previous to 1900 the ideas of 

Negro lynching and "nigger lover" hazing were 90pular in certain areas 

of the South. It ·.vas considered "an act of racial and patriotic expres-

sion, an act of chivalry, an act, indeed, having definitely ritualistic 

value ir:. respect to the Southern sentiment" (p. 121). 

He also 90ints out that in many instances mob vicle:1ce l~d to th2 

condoning of private violence: 

Moreover, the same combina~ion of circur:1stances which had 
operated to I!lake mob violence socially desirable fro"l the 
Southern viewpoint operated to make this private vi0lence 
desirable also. To smash a sassy Negro, to kill him, t o do 
the same to a \vhi te "r1igger lover" . this was to assert 
the white man's prerogative as po i ntedly . as to lynch. 
\ '?. 1.221 

• sadistic nature has been reinforc e d by ~'lis enviror.ment . . Oscc.r s _ 

famcly, whose wealth is based on exploitation, a member of a parvenu - -
he i s 
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rejected by the respectable people of the community. He is also the 

victim of a tyrannical father who forces him to work at menial jobs 

for a pittance whi~e he lavishes the best on his daughter Regina. Oscar 

blames his family for his social isolation. He tells Ben, 

If I had been old enough to fight in the war, you just bet 
I'd be right there, and not like you bought off. I'm a 
Southerner. And when I see an old carpetbagger or upstart 
nigger, why, I feel like taking revenge. (Six Plays, p. 355) 

Oscar displays his resentment again when he threatens Regina by 

telli::1g her that if her li.:..ison with John Bagtry is more than a rw:nor 

he'll "ride over to Lionnet, carrying a gun" {Six Plays, p. 354). 

He threatens various people at various times with a gun. His 

facility for wielding dangerous weapons may have been learned from his 

father who casually advises him to vent his anger by goir.g outside and 

shooting "a passing nigger" (Six Plays, p. 396). 

03car' s ac-::ions are further motivated by his att.raction to the 

town whore, Laurette Sincee. Periodically he will confess to anyone 

·~;ho will listen ·that he is "deeply and sincerely in love" with the girl. 

He is not taken seriously. Ben advises him to "Go give yourself a 

1 . b th" (~· Plays p 355) -:;-ven Laurette is not impressed coo 1ng sponge a _;:,lX , • • ~ 

with Oscar's sentiments: "Ne can't eat on deeply and sincerely" (Six 

Plays, p. 377). 

Hellman describes the notorious Laurette Sincee as "pig-face cute." 

She appears as the playwright's version of Southe:r:n "poor whits trash." 

cash describes this ca1:.egory of Southerner as follows: 
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They were the people ·to whom the term 'cracker' properly 
applied . . the 'white trash' and 'po'buckra' of the 
house niggers, within the narrowest meaning of those epithe~s, 
which, however, were very far from being always used with 
nice discrimination. (Cash, p. 24) 

La~rette, although uneducated, seems to possess certain redeeming 

qualities, such as ambition and a nai·1e sense of honor. She had a 

dream, "Yep. Instead of whor1ng, I just wanted to do far_cy embroidery" 

(Six Plays, p. 378). She also shows some pride in her Southern he=itage 

in con~rast to the ruthless Hubbards. For example, when Oscar advises 

her to "pre~end you're as good as them" (Six Flays, p. 378), Laurette 

is extrenely offended at his arrog~nce: 

Pretend? Pretend I'm as good as anybody called Hubbard? Why, 
my Pa died at Vicksburg. He didn't s~ay home bleeding the 
•.:hole state of Alabama with money tricks, and suspected of 
worse. (Six Plays , p. 378) 

F1.1rthermore, she displays courage and her own peculiar set of ethics 

when she bravely dencunces Marcus Hubbard at his dinner party: 

Everybody in the country knows hm-1 ~ou got rich,, ~rin;ir.g. in 
salt and r,1aking poor dying people glve up everyt.nng ,_ or 1t. 
Riant in the middle of the war, men dying for YO'-'·• and you 
making the kinfolk give you all their goods and money · 
and r hea.rd hmv they suspected you of r;mrse, and you :mly just 

. . (~· p1"'YS p ~01) got out of a nang1ng rope. ~1x .~n • _. ~J~ 

Laurette represents the bottom rung of the socic-.1 ladder of Bowden 

· B ... t the top 'T'h_rough her testimony W8 with the aristocrat1c ag'-rys a · · -

discover that the community's hatred for the villainous i'~arcus Hubbard 

is almost unanimous. 

Perhaps t..J.'1e most subtly exploitative of the HubbarC.s is R29ir,a. · She 
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maneuvers her father like a puppet by using her beauty to charm him. She 

is as exploitative as her father and as sadistically cruel as her brothers 

because she possesses a callousness that is uniquely hers. She is like 

a spider spinning a web of evil around her. She ensnares John Bagtry 

into an illicit rela~ionship motivated by her resentment of the class 

of people he represents. Although it is not spelled out to us in the 

play, it is apparent that Regina's attraction to John is an exercise 

in power rather than a loving attachment. In the opening scene she 

reb~~es him for missing a meeting with her. She chides him sarcas~ically, 

"~'lhy couldn't you? Plantation folks giving balls again? Or fancy dress 

parties?" (Six Plays, p. 338). Her resentment is fully apparent when 

she angrily reminds John that her father could "buy and sell Lionnet 

on the same morning 1 its cotton and its women with it" (Six Plays, p. 

340). She is impatient with the Bagtrys, who refuse tc recognize her 

world. She threatens to wake them up from their dream world by 

threatening to walk "right up to that sacred plantation grass and tell 

them the war's over, the old times are finisl1e d 1 and so are they " 

(Six Piays, p. 339). John Bagtry manages to escape her evil influence 

by pursuing his private dream of glory in the battlefield; he runs off 

"tc fight fer a way of life" in Brazil. 

Marcus is not so fortunate. Regina controls his actions to the 

very end. Their relationship is underlined by a current of sexual 

t e nsion. Lorena Holmin claims that the play is she~ through v:ith the 
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leitmotif of an implied incestuous rela~ionship between father and 

daughter, used as a means of heightening conflict between the 

generations. 20 

After Ben's "coup" in which he gains control of the family fortune 

Regina's selfish nature surfaces completely. She is the first one to 

notice the shift of power. She observes of Ben, "You're in Papa's 

chair, Ben, eating breakfast at Papa's table, on Papa's porch" (Six 

Plays, p. 423). And in a final symbolic act she abandons her father 

completely. \</hen ;>!arcus asks her for a cup of coffee, 

Regina looks at him, gets up, crosses to table, pours coffee, 
brings it to him. Marcus pulls forward the chair next to 
him. Regina ignores the movement, crosses to the chair next 
to Ben, sits down. Ben smiles. (Six Plays, p. 433) 

The family power struggles within the Hubbard clan are analyzed by 

W. D. Seivers in Freud on Broadway: 

With psychoanalytic perception Miss Hellman shows that evil 
begets evil through family dynamics . the influence of 
parents upon children and the creation of p:ressures within 
tne family that require outside release. There is a kind of 
malevolent m~gnificence in the scenes in which brothers, 
sister and father pit their wit and unabridged aggression 
against each other devoid of humanity of affection.21 

It is an ironic coincidence that the evil Hubbards attain a final 

victory directly due to their innocent mother's obsession with Marcus's 

20Holmin, o. 103. 

2lw. David Sievers, Freud on Broadway: A History of Pyschoanalysis 
and the American Drana (Ne\v York: Cooper Square Publishers, Inc., 1970), 
p . 284. 
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"sin." Throughout the play Lavinia Hubbard appears as a fluttering, 

faltering shadow of a woman, always saying or doing the wrong thing. 

In keeping with Hellman's formula of the benevolent black woman-servant, 

Lavinia is somewhat protected from her sadistic brood by Coralee and 

the other Negroes of the community. Her attac~~ent to them is a result 

of her need to expiate her husband's guilt through works of charity. 

Her particular vision cor.cerns a school for poor black children, to 

which she alludes whenever she is given a chance. W. D. Sievers 

summarizes Mrs. Hubbard's psychological problem as follows: 

Marcus's wife, Lavinia, is out of touch with reality and has 
a fuzzy memory and judgement. Out of her overwhelming sense 
of guilt she has taken up the religion of the colored and 
goes to church with her servant Coralee. She wants to go off 
with Coralee and open a school for Negro children. I1arcus 
has given out that she is crazy-, and treats her with utter 
contempt and indifference . . . just as their son Oscar was 
to treat his wife in The Little Foxes.22 

Like Birdie in The Little Foxes, Lavir.ia is totally ignored when 

she is not being taunted by the family. Marcus takes time only to 

sterr,ly advise her to "try to act like you're not crazy. Get yourself 

in hand" (Six Plays, p. 365). The cruel Regina cannot resist mocking 

her r.:other, either. She sarcastically says to her, "Never mind, Marna. 

r1aybe you' 11 be coming away with me. Would you like that? There are 

lots of churches in Chicago" (Six Plays, p. 365). Coralee, concerned 

as always, interjects a reprimand, "All right, Miss Re gina. Don't tease 

22sievers, p. 283. 
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her now" (Six Play~, p. 365). Lavinia is pathetically grateful to 

Coralee and all the other Negroes who are h _er only friends. She tells 

her, 

Your.people are my people. I got to do a little humble 
~ervLce .. I lived in sin these thirty-seven years, Coralee. 
0uch a Sln I couldn't even tell you. (Six Plays, p. 365 ) 

At the end of Act I a distracted Lavinia is led gently to the kitchen 

by the maternal Coralee in a scene reminiscent of the kitchen scenes 

between Faulkner's Dilsey and the other characters in The Sound and the 

Fury. Once more, Miss Hellman has established a bond between the good 

character and the black woman that has become a trademark of her Southern 

plays. 

In Forest, as in The Little Foxes, the crucial moment of the play 

centers around the discovery of information (the stolen bonds in Foxes) 

which can be used by one character as a weapo~ against another. In Act 

III of Another Part of the Forest Ben learns from his mother about 

Marcus's near-ly~ching. Lavinia and Coralee had recorded i~ their Bible 

the events of a night during the Civil War in which i'!arc'.ls , while 

engaged in a salt running expedition, guided Union troops to a Confed-

erate training camp. There ensued a massacre in which twenty-seven 

young Confederate soldiers were killed. Marcus barely avoided being 

lynched by an angry crowd by bribing a Confederate off1cer into signing 

false passes. Lavinia's sense of guilt stems from that night; she ~as 

anguished over her secret for thirty-seven years but, "She r,ow ~<:nm.;s 
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that she should have told the truth that fateful night, even if it 

23 
meant sending her husband to a hanging rope." She tells Ben that 

she has received a message from God, 

... and God's message said, 'Go, Lavinia, even if you have 
to tell the awful truth. If there is no other way, tell the 
truth. (Six Plays, p. 404) 

Lavinia's confession, which comes at a time when her psychosis has 

reached a peak, is referred to by Jean Gould as "a lighting flash i nto 

their past"24 and provides Hellman with the opportunity to present the 

social messsage of the play which "is p resent only in the criticism of 

Marcus as salt-runner and greedy businessman exploiting the South."25 

Lavinia's mental condition which leads her to seek refuge in 

religion has a parallel in Cash's analysis of the Southerner's pre-

occupation with guilt and religion. He discusses "the sense of sin, 

[which] if obscured continued to move darkly in him at every time 

not so darkly, not so savagely, not so relentlessly as in the New 

Englander, it may, but with conviction nevertheless" (Cash, p. 56). 

Cash considered the effects of the peculiar Southern environme nt on a 

23Richard Moody, Lillian Hellman: Playwright (New York: T~e 3obbs
Merril Company, Inc. Publishers, 1972), p. 174. 

24 Gould, p. l78. 

25 1 . '17 Ho m1n, p. J. • 
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sensitive individual: 

Vaguely, the lonelinessof the country, the ennui of long 
burning, empty days, a hund~ed half-perceived miseries, 
ate into him and filled him with nebulous discontent and 
obscure longing. Like all men everywhere, he hungered 
cloudily after a better and happier world. (Cash, p. 59) 

These feelings of discontent, Cash concludes, would often "combine 

with everything within and without him to bear him to the sanctuary of 

religion" (Cash, p. 57). It is obvious that Lavinia Hubbard, lonely 

and rejected by her family, has followed the pattern of the isolated 

Southerner and sought comfort in religion. 

The aristoc~atic contingent in Another Part of the Forest is again 

represented (as it was in Foxes) by the Bagtrys of Lionnet. Once more 

Hellman presents a Cheknovian complex of decent people frustrated by 

the circu111stances of their lives. Birdie Bagtry, "a slight, pretty, 

faded-looking girl of twenty" (Six Plays, p. 356), lives in her bank-

rupt estate with her sick mother and the Civil War hero, John Bagtry, 

who is her cousin. The controversy arises f~om Birdie's brave but naive 

attempts to negotiate a loan from the Hubbards to save Lionnet . She i s 

easily taken in by Ben's shrewd scheme to have her sign for ten thousand 

dollars while actually recei'Ting only five thousand. He assures her 

that he '"'ill keep the other five thousand "in reserve " fo~ her . She 

has been brought up to believe in a man's honor and does not question 

Ben's dealings. 

:Oirdie Bagtry has not abandoned the idee>.ls of the ante-bellum 
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South. She admits to being out of step with the times when she says, 

"I was such a ninny being born when I did ancl growing up in t he wrong 

time" (Six Plays, p. 358). She is destined to be a misplaced person 

in the New South. As a trua daughter of the Southland, Cash would call 

her a "shield-bearing l->-thena," and she sees her duty in saving :r.er 

birthright, Lionnet. Her efforts are, of course, ineffective when 

with the ruthless avarice of the nouveaux Hubbards who do not play by 

aristocratic rules of honor. She finally compromises her integrity by 

marrying Oscar (the union only suggested in Forest, but a reality in 

Foxes). Compromises and sacrifices such as Birdie 's were not uncommon 

in the post-\.;ar South. Many "old barons" had to give their daughters 

in marriage to prosperous commoners. Cash hypothesizes on such a 

situation. 

George W.'s son, Oscar, was going to marry Lucy Lamar? It was 
a fine match for Lucy, everyone agreed, for now Lucy's father 
could pay his grocery bill. But it clearly would never do to 
have it said that a Lamar was marrying with common clay. 
Hence it would b e necessary for you to play your part in a 
sort of general conspiracy whereunder George w. ' s line would 
be metamorphosed into what the local newspapers would call 
'an old Southern family .' (Cash, p. 242 ) 

Birdie's marriage to Oscar, although an unhappy union, was p erhaps 

her only active e f fort at s elf -survival. It was a matter of choice; 

either the aristocra"':.s compromised their ideals and j·:)ined the over-

whelming =orces of the rising economic class o r they ?erished. Many 

aristoc!:"ats chose not to compete. These people, according t .o D. W. 

Brogan, were e radicated from the new system of social status in which 
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the bourgeoisie were at the top: 

The would-be gentry unlearned the idle lessons of gentility 
or sank into poverty. . There was no high plat2au of 
effortless superiority to be attained, by Byrds in Virginia 
or by Saltonstalls in Massachusetts. A family or individual 
had to have what it took to survive--and it took adaptability, 
toughnes~6 perhaps a not-too sensitive moral and social 
outlook. 

Unable to adjust to their present-day society, the Bagtrys became 

victims of their system--or outcasts. An aristocrat who chose exile 

rather than compro~ise was John Bagtry. John's neuroticism is expressed 

through his idealization of the Civil War, in which he fought valiantly. 

He admits to Regina, "I was only good once--in a war. Some men shouldn't 

ever come hoi'le from a war. You know something? It's the only time I 

was happy" (Six Plays, p. 340). John's destructive obsession \vith the 

past characterizes him as an escapist. Lorena Holmin sees J::im as 

''representing a passing generation of Southern aristocrats, when he 

speaks of remembering nothing but the war." 27 John reveals his 

inadequacy in dealing with present reality when he tells Harcus Hubbard, 

I can't remeraber the years before, and the years after have 
just passed lik2 a wasted day. But the morning I rode off, 
and for three years, three months and eight days after, wel~. 
I guess I remember every soldier, every gun, every meal, even 
every dream I had at night. (Six Plays, p. 384) 

Harcus Hubbard, finding John's idealism foolish, advises him to 

fight for the other side in the Brazilian wars (v..·it.:l the .=tbolitionists) i 

26o. W. Brogan, The .l'unerican Character (New York: Alfred A. Knopf, 
Inc., 1944), p. 6. 

27Holmin, p. ll2. 
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after all, "Every man needs to win once in his life" (Six Plays, p. 385). 

John answers him with the statement that was made b y many Confederate 

soldiers befo~e him: "I don't necessarily fight for slavery , I fight 

for a way of life" (Six Plays, p. 386). Winifred Dusenbur y claims 

that Hellman uses the Baqtry s to emphasize "the changing social and 

economic structure as the basis for a kind of personal near-annihila-

tion of those Southern aristocra~s who cannot adapt t hemselv es to 

changing conditions, and a sense of belonging to those who can." 28 

Harcus Hubbard states it more succinctly when he tells Regina t hat 

John is "a d e ad man , a foolish man , an empty man from an idiot world" 

(Six Plays , p. 400). 

In her study of both classes of people, the socially lethargic 

Bagt~ys a nd the upward-moving Hubbards, He l lman suggests t he destr uctive 

forces of ~o::h elements of society. The Bagtrys are doomed t o poverty 

and isolation because of their inability to adapt to a new world. 

!'larcus denounces their impracticality: 

Your people deserved to los2 thei~ ·,;o.r l d . It was a backward 
world, getting in t he way of history . (Six Plays , p . 386) 

Both Bagtry s and Hubbards are finally doomed to isolation. 8 usen-

bury sees both families as living in " s olitary confinement " (p . 147) . 

The Bagtrys are lonely for a lost way of life. Marcus, by placing 

wealth before love , has isolated himself from h is family and from his 

28ousenbury , pp. 134-35 . 
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community. Unlike tne Bagtrys, who are victims of circumstances, 

Marcus chose his fate. He became a ruthless exploiter. 

The 'robber barons,' whose rise was made possible during the 
late nineteenth century by social and economic conditions, 
apparently taught their sons, as did Marcus Hubbard, that a ny 
means to wealth and power was justified; and presumably they 
were as unloved and as isolated finally as he.29 

Though many critics do not classify Another Part of the Forest in 

the same category o~ excellence as The Little Foxes, the second Hubbard 

play is still exciting. Richard Moody sees the play's weakness as too 

much melodrama packed into one story: 

If fewer crises had been packed into two days, if the voices 
had been less strident, if the massacre had not repeatedly 
haunted them and us, if the action had centered less on the 
detective-like pursuit, the Hubbard portraits could have b e 2n 
more fully realized, and our hearts might have become more 
committea. 30 

In spite of its structural faults, Another Part of the Forest rounds 

out the Hubbard saga convincingly. It is a study of the perversion of 

power. It is also about the devastating effects of socioeconomic 

changes o n two different clas ses of p e ople. The e nd r e sult is sadness 

and isolation on both s ides. Dusenbury summarizes t h e c o Pcept as follows: 

The devotion of the Southern gentry to a way of li~e brings 
grief, but a deeper lone lines s may lie in s tore for t ho s e 
'who eat the e arth,' tha n for those who sta nd arou.nd a nd 
watch.31 

29Dusenbury, F· 147 . 

30Moody, p . 177. 

3lous enbury , p. 149. 



CHAPTER THREE: TIVO PLAYS OF NEii/ ORLEANS 

Lillian Hellman's last two Southern plays, The Autumn Garden (1951) 

and Toys in the At1:.ic (1960) ,
1 

take place in the twentieth century; 

the location is the city of New Orleans and its outskirts. In contrast 

to her Hubbard family dramas, which are studies of the socioeconomic 

conditions of the post Civil War South, the two latter plays are subtle 

Chekhovian glimpses into the personal lives of urban Southern aristo-

crats. The emphasis is on the personal rather than on the social level 

of interactions between characters. Hellman focuses the time on real 

aristocrats, not nouveaux like the Hubbards. Their conflicts arise 

out of their predisposition to dwell on their glorious past. They are 

"obsessed with the dreams of what might have been yet bound to the 

present and the small comforts that provide an illusion of escape." 2 

For her inspiration for botr. The A:c1tumn Garden and Toys in the 

Attic, Hellman once again turned to her 0~1 Southern family. For the 

Hubbard plays she had drav;n the a?a::::icious family out of her r:ecoE.ec-

1The Autumn Garden was first p.coduced on l1arch 7, 1951, a:: the 
Coronet Theater in ~:ew York. Toys in the Attic was produced on February 
25, 1960, at the Hudson Theater in New York. 

2Richard Moody, Lillian Hellman: Playwr:..ght (Ne-;v York: The Bobbs
Merrill Company, Ins., 1972), p. 208. 

51 
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tions of her wealthy relatives on her mother's side, the Newhouses of 

Alabama. This time she based her gentle characters, the maiden ladies 

in both plays, on her father's sisters, Jenny and Hannah Hellman of 

New Orleans. Before starting her work Hellman visited them at their 

New Orleans boarding house. She wanted to impress them and their home 

firmly on her mind for her play. The setting would be a resort off 

the coas~ of Louisiana. It was inspired by recollections of her 

childhood in New Orleans. From the rough drafts of Garden she would 

later use background material for her final play written in 1960, Toys 

in the Attic. There is an emotional connection between the two plays 

even though they were written nine years apart. The inspiration for 

both was derived from the same source. For example, in the original 

version of Garden two maiden sisters own a boarding house. They have 

sacrificed their lives for a brother who has gone to Europe, married, 

and died ~eaving his wife and daughter destitute. In order to help 

the two women, the T'lckerman sisters sell their New 0:::-leans home and 

open their summer house as a "chili for Jewisl: people. ,.3 :vhen this 

original version was revised mar.y characters were cut out and the story 

line was changed. Richard Hoody records that "the story of two maiden 

aunts who sacrificed themselves for their brother--partly the reco=d 

of Miss Hellman's aunts, Hannah and Jenny, and their devotion to her 

~iss Hellman's] father--would be told in~ in th~ At~ic, nine years 

3Moody, p. 229. 
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later." 4 

In her last years as a playwright, Miss Hellman turned to 

Chekhovian techniques for her dramas. Lorena Holmin states that "it 

has generally been considered that The Autumn Garden and Toys in the 

A'::tic illustrate the influence of Chekhov on Miss Hellman's writing." 5 

Her characterization is more subtle than in her previous plays "and 

instead of crowding the play with tense touch-and-go crises, with 

tormenting questions about how, when, and who will win, she has gently 

enfolded us and the characters in a Chekhovian spell."6 At the closing 

of Garden, "one critic was sure he could hear the echo of the woodsman's 

axe slashing away at the cherry tree at the final curtain." 7 The plays 

are drawn with subtle impressionistic strokes rather than carved in 

righteous anger as wer·e the Hubbard plays. They deal with the abstrac-

tions of shattered dreams and faded youth. Moody sumnarizes the mood 

of both plays in his statement about Garden: 

The characters wander aimlessly following tlteir inclinations 
rather than hers, seeking in their October years to fathom 
the mysteries of their past lives, to discover solace in t~e 
present:. As ir, the two plays about the Hubbards, she has 
drawn from her family memory book but from later pages. 8 

4Moody, p. 230. 

5~orena Ross Holmin, The Dr~~atic Works of Lillian Hellman (Stock
holm: Rotobeckman, 1973), p. 158. 

6 . Mooay, p. 204. 

7~'1oody, p. 204. 

8Hoody, p. 204. 
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The themes of both plays are similar in that they are concerned 

with the conseque~ces of obsessive love. They are poignant dramas 

about shattered dreams and lost illusions. The characters in both plays 

are in many ways incapable of coping with harsh realities; instead they 

cling to old values and tradition. They are descendants of the old 

Southern aristocracy. Their main faults are not avarice or lust for 

power as with the Hubbards, but they are moral failures nonetheless. 

They suffer from a lethargy of the soul that keeps them static in a 

rapidly changing world. Unable to meet the demands of a hostile society 

they turn toward each other for emotional support but, somehow, the 

love also decays. Jean Gould comments on the empty world of The 

Autumn Gar d e n : 

She concentr ated on her latest cast of character s, a_group 
cf peopl e i n a s habb y - genteel s u rrmer boarding hou~e ~n the 
South. All of the ten gathered together had so ~1smanag~d 
their lives that they were moral failures se~rch1~g to f1ll 
up the emptiness of their existence, but the1r personal~· 

9 ~~happiness had no basis i~ the social problems of the ~1me. 

Gerald weales further classifies the characters in Garden as a ''collec-

tion of Sout ern 1-h tvpes, descendants of the Hubbards perhaps \vi thout 

· 1 lives and who are forced their drive for power, who lead rnean1ng ess 

· 1 Denery to recognize their failure and by the catalytic presence of N1c~ _ 

. "1" - "t 1110 their respons1b1 1ty ror 1 . 

9Jean Gould, Modern American Playwrights (New York: Dodd, Mead, and 
Company, 1966), p. 179. 

lOGerald weales, ~~erican Drama S1nce ~ · '"'orld War II (New Yc,rk: 

Harcourt, Brace and World, Inc., 1962), p. 89. 
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Toys is also concerned with failed lives. It is the story of two 

spinster sisters who live in their ancestral home (which they hate) and 

dream of a better life. Their existence is centered around a dependent 

younger brother who suddenly appears at their door with a hundred 

thousand ill-begotten dollars and his arms loaded with presents. His 

sudden wealth threatens to remove his dependency on them and that is 

the point on which the conflict arises. In discussing the characters 

of Toys, Allan Lewis makes a statement that applies to both plays. He 

says that tae characters are 

people who are outwardly good, who presumably sacrifice their 
lives for other,, are now the instruments of suffering. Mis
placed or possessive love can destroy.ll 

'I'heir suffering is a result of "lacking in the will to action," 

a Chekhovian concept and a malady particularly prevalent among the 

aristocratic classes. In The Aut~~n Garden, time has left Constance 

T~ckerman's pathetic dreams ir.tact. She has failed to adjust to the 

real world and will suffe r for it. Rose Griggs deludes herself about 

being the Southern belle that she no longer i s. And Nic:i< Denery ' s 

dreams of grand2ur !ude his decadence. They are all obsessed with their 

particular dreams a:1d Hellman has enfolded these sad dreamers "in the 

d ecaying atmosphere of the South that she knows by instinct, thou gh tae 

locale served only to give the ring of truth." 12 The destruction or a 

llAlla n Lewis, American Plays and Playwrights of t :be Contemporary 
Theater (New York: Crown Publishers, Inc., 1970), p. 1•]6 . 

12Moody, p. 305. 
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cherished illusion is traumatic for the characters in Toys: 

Like the sad dreamers in Autumn Garden, they are bound in 
a web of self-deception. Success for Julian is not the 
rainbow's end it seemed to be. Love can harbor devastating 
winds. Dreams fulfilled lose their magic when they cease 
to be dreams.l3 

The theme of nostalgia :!:or faded youth is present in both plays. 

The title of The Autunm Garden is ob'Tiously a reference to the autumn of 

our lives. Holmin observes that onecanalso read into it a reference 

t.o "a decaying mode of life in the deep South."14 Weales concurs with 

Holmin on this point:. He claims that "it is true that the characters 

in Garden, like those in many of the Chekhov plays, represent a society 

that is past its power." 1 5 

A sadness over the loss of youthful dreams underlines both Garde~ 

and Toys. In the first play Nick D~nery sounds "the sad melody of The 

Autumn Garden" 16 whe n he says, "I think as one grows older i·t is more 

and more necessary to reach out your hand for the sturdy old vines you 

knew when you were young and let them lead you back to the roots 

of the t:hings that matter."17 The sarr,e air of melancholy pervades 

l3.Moody, p. 305. 

, 4 . 2'"' _._ Holml.n 1 p. 1 L . 

15weales, p. 91. 

16Moody 1 p. 210. 

17Li llian Hellman: Six Plays by Lillian Hellman (Ne·.-.r York: Randon 
House 1 1960) 1 p. 464. All subsequent references to ·this ·..;ork will be 
ma de parenthetically within the text. 
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Tovs. Holmin observes that in one scene in which the sisters are 
--~-

discussing their dreams, 

Carrie . touches on a wistful theme of the sisters which 
hangs over the play like a heavy Chekhovian haze . their 
realization that their youth has faded.l8 

She is referring to Carrie's comment about aging, "Pink's no good for 

me now. I've kind of changed colors as I got older. You, too. Funny 

to change color."l9 

In reference to the mood in Garden, Moody makes a statement that 

applies to the people in both plays. He says, "The past hangs heavily 

over all of them."20 

In the Hubbard plays the main catalyst for the action was money; 

the need for it (Birdie); the lust for it (Regina, Ben, Oscar); its 

corruptive force (Marcus); and its victims (Horace, Birdie, Alexandra, 

Lavinia). In Hellman's last two Southern dramas, while money is still 

important, it is no longer the primary concern of the characters. In 

Garden, for example, Constance Tuckerman's life is affected by money 

but it is not directly responsible for her misfortune. Due to l~ck of 

money, she has had to turn her ancestr?.l home into a boarding house. 

Her old love, Nick Denery, has left her for a woman with money, but 

it is Constance's own obsession with the past, not L1ck of money, that 

lBHol:min, p. 145. 

19Lillian Hellman, The Collected Plays (Boston: Little, Brow-n anrJ. 
Company, 1972), p. 690. All subsequent references to this work will be 
made parenthetically within the text. 

20Moody, p. 209. 
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makes her a frustrated woman. In ~oys, "the Berniers, like the 

Hubbards, hanker for worldly comforts but they are driven by love not 

by avarice and greed."21 

Love is an important concern in both plays. Hellman told a 

reporter that she was interested in writing about the concept of love 

because 

There's too a~~ much loose talk about love these days, a lot 
of bunk going around about how we must all find love, we all 
need love . . we live in a time of junky words, junky ideas. 

She added that contrary to popular belief not all love is good. nTr.~.ere' s 

too much in love that is destructive, including the love that holds up 

false notions of success, of the acquisition of money." 22 

Love is a strong emotion; if it is misguided and possessive it 

can destroy. In !oys, the lover and the beloved are both victims of a 

destructive love. In this play, 

Hiss Hellman takes a fresh and realistic view of the tie that 
binds husband and wife, brother and sister, mother and child. 
Conventior.ally its name is love ar.d its end security and 
respect for the individual. But the hero who tries to share 
his unexpected good fortune with his outraged sisters and his 
uncomprehending wife, all of -;..;hom profess devotion to h im and 
his interests, must watch his triumph turn into defeat. It 
is not that like the hero in Death of a Salesman, he has 
dreamed th2 wrong dream, that his value.;; have been corrupte~ 
by a materialistic society . . His life is shattered by . 
the ~orce of evil. Miss Hellman presents it directly and 
uncompromisingly. It is ernbodied in the younger sister , no 

2lt-1oody, p. 305. 

22Quoted by Moody, pp . 285-86· 



59 

capitalistic dragon, no Satan lusting for revenge, no more 
incestuous than Ferdinand of the Duchess of Malfi. She is 
what evil must always be, the other side of good, tragic 
because she cannot know of her enslavement, because she can 
never have the opportunity to escape. She is the most 
memorable figure of a most memorable work.23 

In Garden, Constance has been the emotional slave to the futile 

love she bears for Nick Denery. For twenty years she had sustained the 

emotion and has completely ruined her chances for real happiness. Her 

niece summarizes Constance's character in terms of her aunt's aristoc -

ratic heritage: 

Great love in tender natures. And things of such kind. It 
always happens 
and not again. 
(Six Plays, p. 

that way with ladies. For them it is once 
It is their good breeding that makes it so. 

460) 

Constance has been influenced by the ideas of the Old South with 

which she was rais ed. She says, "Mama used to say that gentility \>las 

the opposite of breeding . " (Six Plays, p. 482). Ned Crossman, 

t:he realis-t in Garden, observes in Constance a predisposition to act 

out her role as a well-bred Southern lady. :-re says "with us every 

well-born lady sacrifices her life for scmething : a man, a house, some-

times a gardenia bush" (Six Plays, p. 462). 

Holmi:-~ claims -':hat Garden is recognized by ti~e critics as a 

Southern regional play: "The old Southern house has a symbolic function 

for the establishme nt of mood." 24 w. J. Cash has r eco::::ded paralle l s to 

23Alan s . Downe r, Recent American D::::ama (Minneapolis : Lun~ P::::ess, 
Inc., 1961), p. 41. 

24Holmin, p. 138. 
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Constance's decline on the Southern social scale. He records the fact 

that many Southern aristocrats like the Tuckerrnans "fell into bank-

ruptcy and found -chernselves reduced to keeping a school or inn." 25 

Ned Crossman summarizes the Tuckermans' position when he says: 

There's very little to know. Old man Tuckerman surprised 
everybody by dying broke. Constance sold the New Orleans 
nouse and managed to hang on to this by turning it into what 
is called a summer house. (Six Plays, p. 462) 

The character of Nick Denery also exhibits Southern traits, 

particularly in his ~omantic nature. He is constantly making r eferences 

to tne nostalgic past when they had all "loved each other so very much" 

(Six Plays, p. 464). His insensitivity seems to be part of his natural 

ebullience, although it does not justify it. When he causes a scandal 

by his behavior, Ned Crossman sarcastically observes that, unlike the 

women who are the victims, Nick Denery will be absolved from guilt 

because he's a good ol' Southern boy: 

You're a horne-town boy and as such you didn't do anything they 
·..,ouldn' t do. Boys will be boys and in the South there's no 
age limit on boyishness. (Six Plays, p . 525) 

Nick's type bears a similarity to the Southern pioneer described 0y 

Cash as a man who 

began to exhibit a kind o! mountinq exultancy v1hich :.ssued 
in a tende ncy to fri sk and cavort 1 to post ure 1 to play the 
slashing he ll of a fellow--a notable expansion of the ego 

2 5w. J. Cash, ~The Mind of the South (Ne'.-J York: Rar!.dom HO<lse, 1969), 
p. 157. All s ubsequent references to this work will be made par en
thetically within the text. 
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testifying at once to his rising individualism and the bur
geoning of the romantic and hedonistic spirit. (Cash, p. 48) 

Nick is an acknowledged hedonist. He is pleasure-oriented and 

egocentric. He declares that "People have hated me. But nobody's ever 

not liked me" (Six Plays, p. 515). Another example of his insensitive 

nature is his insistence on his daydreams in spite of the harm they do 

to others. He says to the middle-aged Constance, "I had expected you 

standing in the driveway vTith the sun in your face, in the kind of 

lovely pink thing you used to wear . " (Six Play~, p. 463). 

His pragmatic wife Nina reminds him that "The sun is not naturally 

out at night--even for you" (Six Plays, p. 4 63 ). Nick is determine d 

to sustain his illusions of youth at the expense of all. The climactic 

moment is brought about by his drunken attempt to seduce Constance's 

niece , Sophie. Although nothing happens the incident scandalize3 the 

people of the small Southern town. Constance is disillusioned and 

of:::e:1ded. She tells hin, "You have dishcnored ::r.y house " (~ix Plays, 

p. 523). The reaction of the people to this situation is typical of 

a conservative Southern town, ar.d Constance's sense of "dL;honor" is 

a prooos of the situation. 

In Toys Lillian Hellman chose to cente r the action arot.:.nd a mar, 

similar in nature to Nick Denery. In an int~rview with Richard G. 

Stern, she admitted to difficulties ir. the project. She said that the 

whole situation between Julian and the women was a little too well-

p lanned . 
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It sounds wacky to say, but somewhere it's a little too neat 
. [the man's sisters and his wife] find that this man 

whom they thought they wanted to be independent . they 
haven't wanted him that way at all. They loved him for being 
the "schlemiel" that they brought him up to be, and they don.'t 
like the new independence.26 

The character of Julian may have been based on Hellman's father, 

Max Hellman. Throughout his life, Mr. Hellman kept a close relation-

ship with his sisters, Hannah and Jenny, who sacrificed their youth to 

bring him up properly. Moody claims that before writing Toys, "on a 

visit to New Orleans she [Miss Hellman] was reminded again of her aunts' 

great love fer her father, of their sacrifices for him, of their patience 

with her mother's whimsicalities." 27 Hellman identified her fictional 

characters so much with her relatives in real life that in her original 

versions she used her aunts' real names, Hannah and Jenny, for the 

Bernier sisters of Toys. 

Julian is a product of his Southern environment. As the youngest 

of an impoverished genteel family, he was brought up by his sisters and 

became very dependent on them. He was repeatedly humiliated by their 

poverty and as a man he is determined to pay back "my life one way or 

ot.her • " (Collected Plays, p. 724). He is disappointed when he 

strikes it rich and no one wants to celebrate with him. He complains, 

For years they tell me about what's going to be, what I'm 

26Noody, p. 287. 

27Mcody, p. 286. 
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going to do, you know, get rich and big time. The more I 
fail, the louder they cheer me with what we're all going to 
have. · .. Well, when it came, I guess it was too hard to 
believe, maybe even frightened them .... They thought I'd 
come home broke . . . God knows I always had . . . and they 
g~t ready to give me all they had and tell all the same nice 
l1es about how the next time. And then there I come strutting 
1 . k . ' 
-l· e a k1d .... Rich. Rich . Rich. (Collected Play s, p . 722) 

Holmin sees in Julian's compensating atti t ude a para lle l t o the 

Hubbards' feelings of social inferiority; "we are reminded of Ben and 

Oscar in fu1other Part of the Forest, who also want to revenge themselves 

upon the conmmnity for the hurts they suffered from .its hands as 

youths." 28 

Although Julian is dependent and immature, he has a real love for 

his home. To him, the land is a sou~ce of comfort and security. He 

says: "This is where I belong, where I want to be, where I was meant 

to be" (Collected Plays, p. 734). Julian has gone wrong because instead 

of following his own simple inclinations he has attempted to reach a 

standard of success not meant for him. He realizes too late what he 

should have done. 

i:·1aybe I should have stayed. . . . 'l'hey said I was better '"'i th 
a muskrat boat then any Cajun, better with a gun. A nice 
little shack and a muskrat boat, all the bob'.vhite you could 
ever want. (Collected Plays, p. 736) 

Julian is a true Southerner by nature, also. As he sees it, the 

only way to redeem his honor is through loyalty to his ideals and by 

the use of violence if necessary. VJhen the evil .t-1r. I'Jarkins has him 

28H l ' , ~ l o m1n, p . .J..:J_. 
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beaten up and robbed, Julian will not reveal the fact that Mrs. Warkins 

gave him some important information concerning a real estate deal. 

lvhen he returns home, "his face is so stern that the people who see him 

know that to assist hom would be to undignify him" (Collected Plays, 

p. 748). He begs his mother-in-law's chauffer, Henry, (who is t1rs. 

Warkin's cousin), to tell Mrs. Warkins that he has not betrayed her. 

Cash explains that honor and violence were parallel concepts in 

the South, saying that "one of the notable results of the spread of the 

idea of honor . . was an increase in the tendency to violence" (Cash, 

p. 76). He adds that restoration of slighted dignity could only be 

achieved through violence: 

These men of the South would go on growing in their practice 
of violence in one form or another, ... because of the 
feeling, fixed by social example, that it was the only quite 
correct, the only r eally decent, relief for wounde d honor 
. . . the only one which implies some subtle derogation, 
some dulling and retracting of the fine edge of pride, some 
indefinable but intolerable loss of caste and manly face. 
(Cash, p. 76) 

Like Nick Dene ry in Garde n, Julian is a dreamer. They are both 

ty?es of the misplaced So,~therner i thus archaic ideas cla3h >vi th the 

harsh ~eality of the modern world which has no special 9lace for them. 

In both plays, Hellman deals with genteel people, the real 

aristocrats of the South as opposed to the nouveaux Hubbards whose 

fortunes were made out of the ruin of the planter class. Holmin says 

that "Hiss Hellman is more skilled a t depicting a n upper socia l 
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stratu~ of society, the true aristocrats." 29 In the women characters, 

particularly, she attempts to endow them with those qualities associated 

with a Southern aristocratic upbringing. Constance Tuckerman and the 

Bernier sisters are always aware of propriety and decorum in themselves 

and in others. Cash calls this quality "the famous Southern manner" 

(Cash, p. 42). He claims that a mannered facade even in the worst of 

ti~es served "wonderfully as a balance wheel in the Southern social 

world and so as a barrier against the development of bitterness" (Cash, 

p. 42). 

Hardship and deprivation have not managed to erode Constance 

Tuckerman's romantic nature. She displays a tendency for self-delusion 

when she refuses to accept the fact that Nick Denery has married for 

money" "He fell in love. People can't be blamed for changing their 

hearts . . it just happens" (Six Plays, p. 459). Furthermore, she 

is shocked at the fact that sometimes people marry for convenience, not 

love. She tells her niece Sophie, who is engaged to Fred Ellis, a man 

she doesn't love, 

Young people get engaged and act toward each other with such 
. . I don't know. In our day we made marriage more .roman

tic and I must say I think \ve had more fun. If you can't 
have fine dreams now, then when can you have 
mind. I guess the new way is rr.ore sensible . 
our way better. (Six Plays, p. 473) 

them? aeve!:" 
But I liked 

Her romantic notions, however, have ruined Constance's chance fer a 

29Holmin, p. 138 
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fuller life. Ned Crossman comments on her belated change of heart 

towards him: 

I've kept myself busy looking into other people's hearts so 
I wouldn't have to l8ok into my own. If I made you think I 
was still in love, I'm sorry. Sorry I fooled you and sorry 
I fooled myself. And I've never liked liars ... least of 
all those who lie to themselves. (Six Plays, p. 546) 

Constance finally admits that she too is guilty of dreaming her life 

away: "Host of us lie to ourselves, darling, most of us" (Six Plays, 

p. 546). 

The tendency to dissociate themselves from the cruel demands of a 

materialistic world is a custom of Southern aristocrats that dates back 

to the terrible days of Reconstruction. According to Cash, along 

with economic ruin came despair and lone line ss: 

And flowing with and out of this came terror, defeatis~, 
apathy, the will to escape. A growing inclination to •,.;ith
draw themselves altogether from the struggle, from a world 
grown too dangerous; to shut away the present and abandon the 
future . . . (Cash, p. 157) 

The apathy that immobilizes the characters results in a Cbekhovian 

situation in whic h almost nothing "happ ens"; in Garden, of c ourse , "ead1 

character ... i s an e xample of the failure of inaction."30 

In Toys , the atmosphere of decay is more sharply defined than in 

Garden. As in Chekhov's The Three Sisters, Carrie and Anna live in the 

old family hous e a nd d aydr e am cf all the things mo ney c ould buy. They 

are characterized as "sensitive women unable to cope with a harsh 

~a 
.) Weales, p. 91. 
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world. n3l They have succeeded in believing all their owr. lies. Jacob 

1\dler says that 

They do not travel, they do not want financial security, they 
do not even want their brother to achieve independence. What 
they want, what they always wanted without knowing it, is 
the 'status quo ante,' with their brother dependent upon them, 
a man always about to succeed, but, being.32 

Julian's sudden good fortune threatens the "status quo ante." 

Carrie, the younger sister, who has long harbored an incestuous love for 

Julian, is driven to destroy Julian rather than lose his dependence on 

her. The sexual tension in a family household and the conflict over 

money as well as other elements in this play remind some critics of the 

dramas of Tennessee Williams, particularly of his A Streetcar Hamed 

Desire. Adler points out the similarities: 

We find again in Toys a man and two women bound disastrously 
together by family ties; we find again the 'status quo ante' 
restored by violence; we find again, besides the three 
principals, a whole collection of off-beat denizens of the 
city; and we find again a central character clinging desperately 
to illusion, terrified of the truth.33 

The vehicle through which Julian is brought down by Carrie is his 

own emotionally disturbed bride, Lily, •,vho is obsessed 1vith religion 

and with sex. She has a morbid desire to keep Julian :1ext to her, 

specifically, nex-c. to her in bed. She is extremely i~n!nature and will 

31 Jacob H. Adler, Lillian Hellman (Texas: St~eck-Vaughn Company, 
1969)' p. 37. 

32 
Adler, p. 34. 

33Adler, p. 37. 
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go to any lengths to attract Julian's attention. At one point she 

deliberately cuts herself and begs Julian to cure her, 

And last night I fell in here and hit my leg. You could cure 
that, too. Please. Make me cured, Julian. Let's go to 
bed and maybe you'll be p~eased with me ... maybe. 
(Collected Plays, p. 730) 

Carrie declares that Lily is crazy. Anna has seen Lily cut herself and 

say a prayer over a knife. Holmin analyses Lily's insanity: 

In her intense fear of losing her husband, she has obviously 
been affected by some religous mania (we are reminded of 
Lavinia's religious mania in Another Part of the Forest). 
She considers the knife symbolic of confession and expi.ation. 34 

In discussing the origins of orgiastic religion in the South (which 

may be a parallel to Lily's hysterical obsessions) Cash explains that 

the original religious sects had encouraged hysterical outbursts, "fits," 

"jerks," and rolling frenzies and any other technique available for 

stirring up emotion (Cash, p. 297). 

Lily's eccentricity is matched by her mother's. Albertine, a 

wealthy aristocrat, keeps a mulatto lover, Henry, who is also her 

chauffeur. She ea-ts at night, and sleeps during the day and has abso-

lutely no regard for propriety. Albertine is a complete recluse. Holmin 

observes that "Miss Hellman seems to be say ing that withdrawal from the 

struggle •.vith reality is accompanied by lack of commitment, atrophy o£ 

the ability to accept anything as the truth."
35 

34Holmin, p. 147. 

35 1 . 1"'1 Ho m1.n , p . o . 
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In contrast to the white characters, Henry is given a quiet dignity. 

He displays more sensibility than Albertine when he insists on wearing 

his cha~ffeur's cap when calling at the Berniers'. Albertine admits 

to him, "You win many battles" (Collected Plays, p. 692). In her 

outrage at the couple's open intimacy, Carrie Berniers displays an 

attitude "typical of her middle-class, Southern, white morality of 

1960."
36 

She says, "I :1everheard anyone introduce a nigger before" 

(~ollected Plays, p. 695). 

Both of Hellman's New Orleans plays, The Autumn Garden and Toys in 

the Attic deal with frustrated dreamers against a background of a small 

Southern town. Although the characters are geographically classified as 

Southerners, their frustrations that arise out of shattered illusions 

have universal parallels. As Jacob H. Adler says: 

... their problem is a problem of individual personalities, 
not specifically Southern at all .... What Hiss Hellman is 
saying is that most of us are like that; and here she does 
succeed in getting beyond her specific people to a general 
(though not a special Southern) theme.37 

An irreversible process of moral decay is appa.r.ent in beth these 

plays. Here we see individuals who are unable to resolve the conflicts 

36 T 1 ' 15~ Eo m.~n , p . :J • 

37Jacob H. Adler, "The Rose and the Fox: Notes on Southern Drama" 
in South: Modern Southern Literature in its Cultural Setting, Louis D. 
Rubin and Robert D. Jacobs, eds., (New York: Doubleday and Company, 
Inc., 1961), p. 372. 
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in their lives due to a paralysis of the will. Their inability to take 

positive action is not only a problem of individual personalities but 

is apparently also a result of an empty and meaningless life. These 

people live in a society (the South, in general) which no longer offers 

them the prominent sta~us it offered their parents and grandparents. 

Gentility and breeding are no longer the key to social standing in the 

South. The characters of Garden and Toys are an example of why Southern 

aristocracy had to decay and all but disappear. Although they all finally 

come to a full realization of their plight, they are unable to compromise 

their idealism to an alien world's demands. Instead, they retreat t o 

the utopia of their past and their dreams--rejecting in the process 

present-day reality with its hardships, but also with its promise of 

personal fulf{llment. 



CONCLUSION 

Lillian Hellman is identified with the South. Her writing about 

the South reflects her extensive knowledge of it as well as her instinc-

tive identification with her native region. Her contributions to the 

field of Southern drama have been recognized as equal in significance 

to those of Tennessee Williams. Jacob Adler points out that Southern 

dra!tta t.ists are scarce in the literary world today: "While the modern 

outburst of Southern writing in fiction, poetry, and criticism has been 

amply sufficient to be called a golden flood, the flow of Southern drama, 

though at its best hardly less golden, has been by comparison little 

more than a trickle." 1 Adler suggests that the cause for this dis-

crepancy may be that while a novel or a poem of high literary worth 

but little popular appeal may have a chance of being published, a play 

that does not go to Broadway, even if it is good, may never be ~een by 

the public. He also claims that serious drama is usually an urban 

phenomenon ar~d that 

It is probably sigr.ificant that of the three prolific 
dramatists identified with the South, one (Lillian Eellman) 
grew up in New Orleans and New York; one (Tennessee Williams) 

1Jacob H. Adler, "The Rose and the Fox: Notes on Southern :::Tama," 
in South: Modern S~uthern Literature in its Cultural Setting, Lo uis D. 
Rubin a~d Robert. D. Jacobs, eds., (New York: Doubleday and Company, 
Inc., 1961), p. 349. 
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was taken from a childhood in Mississippi to an adolescence 
in St. Louis and early became a cosmopolitan wanderer; and 
one (Paul Green) is a folk dramatist and college professor 
who turned rather soon from the writing of plays to New 
York to the creation of historical pageants for non
metropolitan audiences.2 

In view of the need for quality writing about the South by Southern 

playwrights, Hellman's plays acquire an even greater significance. In 

her plays set in the South she attempts to show the South and its 

people realistically, portraying her characters as people caught in 

the vortex of a rapidly changing world. 

In her most powerful drama, The Little Foxes, £or example, Hellman 

demonstrates that people such as the hateful Hubbards " . did exist, 

3 do exist, and as we st.and by and watch, they did and do conquer." 

For her realistic portrayals she was often accused of being melodramatic 

in Foxes. But she claimed to have meant Foxes as a melodrama. For as 

Walter Kerr remarked, Hellman knew that "America was i.lelodrama in 1900." 4 

Yet the same critics who criticized her heavy d:.amatic techniques praised 

her for her historical accuracy and strong characterizations. 

In each of the Southern plays, Hellnan attempted to recreate 

accurately what the South wa.s really like at the particular time of its 

setting. She metic-..:lom:ly researched her subject before begir~ning 

2Adler, p. 349. 

3Richard Hoody, Lillian Hellman: PlaT.vright (New York: The Bobbs
Nerrill Co:npany, Inc., l9/2), pp. 103-04. 

4Hoody, p. 105. 
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her writing. Her factual knowledge of her subject, together with her 

subjective feelings about the land combine to produce a believable 

picture of the South. Her dranas have an extra dimension that even 

Tennessee Williams, the acknowledged master of Southern drama, cannot 

match. Her psychological explorations of the motives behind her 

characters' actions are vital and so~etimes shocking. And as Richard 

Moody observes, "her Freudian explorations never make you feel that 

they are a part of a private exorcism shared in public,"S as Williams' 

sometimes do. Miss Hellman's dramatic power lies in the fact that she 

will not compromise her professionalism for an easy laugh or an easy 

tear. She is less concerned with stirring the audience than with 

exposing the quality of life as she sees it. In her studies of the 

South, she attempts to objectively confront a subject too long 

obscured by legend and myth. Her realistic portrayal of Southerners 

in their cultural setting projects the idea that perhaps, after all, 

the differences are not great between the so~th and the North. Her 

plays also suggest that being a Southerner is net so much a <;eographical 

accident as it is a state of mind. 

5 Hoody, p. 306. 
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