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The Julia character, as depicted in the essay in Pentimento, 

provides a character model for Lillian Hellman's plays. 

Julia's strength of personal responsibility provides Hellman 

a measure by which her characters succeed or fail, a 

criterion upon which personal worth is judged. Julia's 

strength, compassion, and personal responsibility are 

depicted in varying degrees in the characters created in 

Watch on the Rhine, The Children's Hour, The Little Foxes, 

Another Part of the Forest, The Searching Wind, and The 

Autumn Garden. As reflected in the plays, Julia is 

Hellman's model, her ideal; she is the vehicle for Hellman's 

strong personal and social statements. 
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Introduction 

The plays of Lillian Hellman, although perhaps no 

longer contemporary in setting or plot, possess an inherent 

timelessness in theme and character. Human emotion, 

although in a constant state of flux, is yet ageless, and 

the abstract values attributed to the human character remain 

relatively changeless from one generation to the next, 

whether these values be good or evil, admirable or 

unacceptable. It is in the qualities of the characters, 

then, that the readers or audiences can see a small part of 

themselves, can identify with the "humanness" of the 

characters on the stage or the printed page. However, in 

Hellman's plays as well as in her memoirs, we recognize not 

only that small part of ourselves, but her own values, 

passions, and emotions, "the temper of time and the temper 

of Miss Hellman. Because she feels strongly about the way 

the world turns, she has favored characters who share her 

concern, vigorous characters fired with human passion." 1 

In her biographical writings we recognize the passions 

and values that appear in her plays. The essay "Julia" in 

Pentimento provides insight into some of the stronger of 

Hellman's passions and values, and it is the character 

1 Hi chard ~1oody, Lillian Hellman Playwright (New York: 
Pegasus, 1972), p. 6. 

1 



2 

Julia, as portrayed in the essay as well as in the personae 

of some of the characters in Hellman's plays, who possesses 

the human qualities most admired by Hellman. Julia's 

strength is her most valued character trait. 2 

Always, contrary to the practice of most writers 
on social themes, Hellman is a strong believer in 
personal responsibility. She never allows her 
characters to plead not guilty by transferring all 
the blame to society and claiming that they could 
not help themselves. 3 

Hellman chooses "characters sufficiently like ourselves, one 

way or another, so that their triumph over circumstance--the 

interpenetration of themselves and circumstance--matters a 

great deal to us." 4 

The criticism of Lillian Hellman's work centers, for 

the most part, on her plays and deals with the influences on 

Hellman relative to the mechanical construction of the plays 

as well as to the substance (theme, character) of each 

play. Hellman's personality, life, and lifestyle 

influenced, not only at what point in her career the plays 

were written, but how she approached and mechanically 

2 Lillian Hellman, Three (Boston: 
1979). 

Little, Brown, 

3 John Gassner, Theatre at the Crossroads (New York: 
Holt, Rinehart and Winston, 1960), pp. 134-35. 

4 Frank Hurburt O'Hara, Today in American Drama (New 
York: Greenwood, 1939), p. 101. 
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constructed the plays. 

Much of the criticism deals with the dramaturgy and 

structure of the plays; themes such as idealism, psychology 

of evil, and loneliness; the biographical influences of 

Dashiell Hammett and Hellman's family; the influences of 

Ibsen, Chekhov, and Freud; and, in reviews, the performances 

by the actors and Hellman's involvement in the stage 

productions. 5 ~great deal is written of the political 

influences, including the McCarthy era, as they affected 

Hellman and other playwrights. According to Morris 

Freedman, "Brecht, Hellman, Odets, and Hiller were involved, 

one way or another, in the leftist movements of our time. 

Politics cannot easily be omitted in any discussion of their 

work"; observing the political environment can help to 

"explain choice of subject • . and even avoidance of 

it." 6 However, "people who know Lillian Hellman will say 

that what some theorists consider her Communist tendency is 

actually more a violent anti-Fascism and an equally strong 

instinct to fight for the little people who can't fight for 

5 Much of the criticism is similar or repetitive. For 
general, comprehensive critic ism see ~1oody. 

6 Morris Freedman, The Moral Impulse: Modern Drama 
from Ibsen to the Present (Carbondale: Southern Illinois 
Univ. Press, 1967), pp. 110-ll. 



4 

themselves." 7 Hellman herself states that "I was a child 

of the Depression, a kind of Puritan Socialist, I guess--and 

I was full of the strong feelings the early Roosevelt period 

brought to many people" (Three, p. 403). 

Her time was of the turbulent thirties and the 
war-torn forties, and she absorbed not only a 
psychoanalytic insight into unconscious motives, 
but a predilection for the bitter themes of 
rapacity, human evil, Fascism, blackmail and 
diplomatic duplicity. 8 

Less criticism has appeared, however, on Hellman's 

autobiographies than on her plays, particularly on the 

individual essays. The criticism that does exist concerns 

primarily the essays relative to the autobiographies and the 

influences of the individuals as they affect Hellman's 

personal life rather than as they affect her plays. One of 

the strongest characters in the autobiographies is "Julia," 

and it appears that the strengths of Julia have been 

overlooked as they appear in and influence the characters in 

Hellman's plays. These strengths appear in the plays long 

before the existence of Julia was ever revealed and it is 

7 Margaret Case Harriman, Take Them Up Tenderly 
(Freeport, N.Y.: Books for Libraries, 1972), p. 100. 

8 w. David Sievers, Freud on Broadway (New York: 
Cooper Square, 1970), p. 279. 
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only since Pentimento that this source of strength can be 

identified. 

As depicted in Pentimento, the Julia of Hellman's 

memory was the embodiment of compassion, self-reliance, 

self-direction, generosity, strong will, dedication to 

ideals, independence, perseverance--all exponents of 

strength. Admittedly, in Hellman's memoirs, some detail is 

not clear, some memories are indefinite. "But I trust 

absolutely what I remember about Julia," she says (Three, p. 

412). To Lillian Hellman Julia was the ideal, "the 

intellectual superior, mentor, and teacher." 9 "I would ask 

questions and she would talk: she was one of the few people 

I have ever met who could give me information without giving 

a lecture" (Three, p. 417). "It would not have occurred to 

me to ignore what Julia told me to do because that is the 

way it had always been between us" ( Three , p • 4 0 4 ) • 

Julia's true identity has been carefully concealed, 

although it is known that she was the daughter of a wealthy 

American family and studied in Europe. During the time of 

Hellman's last visit with Julia, Julia was a medical student 

in Vienna, dedicated to the unfortunate--compassionate and 

generous. She was also dedicated to her ideals, her belief 

in the struggle for freedom, and, according to Hellman, "I 

9 Doris V. Falk, Lillian Hellman (New York: Frederick 
Ungar, 1978), p. 138. 
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knew that she had become, maybe always was a Socialist, and 

lived by it" (Three, p. 407). But her dedication was 

absolute. The struggle and self-denial for her ideal of 

freedom was without qualification. Her cause was to be 

struggled and fought for, not because of a personal reward, 

but because it was inherently right, as she explained to 

Hellman: "There is no thanks for what you will do for 

them. No thanks from me either. But there is the love I 

have for you II (Three, p. 411). 

Julia's strength of personal responsibility and 

commitment led to her death, but her "martyrdom made her 

another symbol of the paradoxical affirmation of life in the 

face of death, the 'survival' of the courageous spirit, in 

spite of bodily mutilation, that Hellman often celebrates in 

her memoirs" and in her plays (Falk, p. 139). Although 

Julia is the pure character, and the full embodiment of 

Julia's traits is not to be found in the plays in its purest 

form, she does appear in part in many of Hellman's 

characters. The following characters exhibit one or more of 

Julia's strengths and, as well, the deficiencies or faults 

that appear in relation to those revealed strengths: 

The Children's Hour (1934): Dr. Joseph Cardin shows 

the compassion of a doctor for the weak and the victim, but 

also shows the strength of determination to demand that the 

child Mary Tilford be called and confronted with her 

damaging lies. Karen Wright grows and changes, to 
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ultimately exhibit some of Julia's strength and compassion. 

The Little Foxes (1939): Regina Giddens, although 

apparently the antithesis of Julia, nonetheless possesses 

the strong-willed self-reliance and self-determination to 

achieve her goals. Alexandra, on the other hand, appears as 

a weak, fairly ineffectual character until the end of the 

play when she demonstrates her own inner strength and 

determination to leave her mother, something Regina thought 

her incapable of. But it is the maid Addie, a secondary 

character, who has insight and knowledge about the wrong 

other characters inflict on one another and the injustice of 

standing by and allowing them to continue. Regina's 

sister-in-law Birdie is a weak and ineffectual person, but 

she too realizes the inherent evil, and it is Birdie who 

shows the greatest compassion. 

Watch on the Rhine (1941): In this play perhaps the 

characters come the closest to the true Julia, both in their 

purposes and characters. Kurt Muller is an anti-Fascist 

being hunted by the Germans in the late spring of 1940. 

Like Julia, he is determined to continue the struggle for 

his ideals and freedom from persecution no matter what the 

cost, because he truly believes that it is right and just 

and that peace and freedom must be won regardless of 

personal consequence. His wife, Sara, not only shares his 

ideals but knows that there will be no personal thanks or 

reward except in maintaining the inherent faith that they 
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are doing what must be done because it is right. 

The Searching Wind (1944): Emily Hazen, like Regina 

Giddens, has little compassion and generosity but is 

self-willed and determined to have what she wants. In Moses 

Taney there is the unoerstanding of the wrongs and 

sufferings of the world during both World Wars, but his 

inability to act makes him ineffective. He ultimately shows 

compassion when he realizes all the wrongs of the political 

and social world that he has seen are in some way 

responsible for the amputation of his grandson's leg. But 

it is his grandson Samuel Hazen who, even through his 

disillusionment because of the war, sees what is right and 

good and what must be fought for. 

Another Part of the Forest (1946): In this play, the 

background for The Little Foxes appeared nearly seven years 

after Foxes was written, but here, too, Regina Hubbard 

(Giddens) shows her self-determination and self-directed 

strength to achieve her goals. Lavinia Hubbard, like Birdie 

Bagtry (Hubbard) in this play as well as in The Little 

Foxes, recognizes the inherent evil in the other characters, 

but has the strength and compassion of Julia. Benjamin 

Hubbard, in both plays, shares Regina's ill-directed, 

selfish strengths. 

The Autumn Garden (1951): Although not forceful 

characters, Constance Tuckerman and her niece Sophie 

continue to live their lives doing what is "right" or 

"expected." They lack Julia's conviction toward a cause 
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but they tolerate what they must do to survive; and even 

though there is no great force dictating their lives, they 

ultimately persevere in what is right for them in spite of 

the cruelty and unhappiness surrounding them. 

These six plays span a period of fifteen years, but all 

contain traits of Julia's character. The Little Foxes and 

Another Part of the Forest show many of Julia's strengths 

even though the characters may appear to be the antithesis 

of Julia. Even though Julia does not appear in pure form as 

herself in any of Hellman's plays, as a result of the 

publication of the "Julia" essay in Pentimento we can see 

that Hellman has incorporated the strengths of character she 

so admired in Julia into the characters of her plays. 

The emotionally intense "Julia" experience began in 

1934 during the time Hellman was writing The Children's Hour 

and continued until the time of Julia's death in 1938. The 

first play considered, Watch on the Rhine, reflects the 

strongest of the Julia characters, Kurt Muller. The 

Children • s Hour reveals the early emergence of the "Julia" 

characteristics, and the remaining four plays exhibit 

variations of Julia's strengths. 



The "Julia" Type and Variations 

~~atch on the Rhine provides perhaps the best examples 

of the "Julia" characters in Hellman's plays. It is here 

too that Hellman's "predilection for the bitter themes of 

rapacity, human evil, blackmail and diplomatic duplicity" l 

is most apparent and it is through these themes that she 

recreates Julia as she is known in Pentimento. The time of 

watch on the Rhine is a time of war, an abhorrent time to 

Hellman, "but war also has its heroes; and in Kurt Muller, 

Miss Hellman has created one of the few real heroes, and one 

of the still fewer believable heroes in modern drama." 2 To 

Hellman Kurt Muller is the epitome of Julia, as Hellman 

herself admits in Pentimento (Three, p. 489). 

In the play, Kurt and Sara Muller return with their 

children to the home of Sara's mother in Washington, D.C., 

after years of fighting in the anti-Nazi underground, only 

to be confronted by the safe, passive lives of Sara's 

brother, David, and her mother, Fanny, and the threat of 

exposure and blackmail by Teck de Brancovis, a guest of 

Fanny Farrelly. The first performance of the play was in 

l W. David Sievers, Freud on Broadway (New York: 
cooper Square, 1970), p. 279. 

2 Jacob H. Adler, Lillian Hellman, Southern Writers 
Ser. No.4 (Austin, Tex.: Steck-Vaughn, 1969), p. 25. 

10 
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1941, and World War II was finally ~coming a reality for 

Americans. Watch on the Rhine was timely in setting and 

theme, and it provided Hellman with a means by which to 

educate her audience in the reality of the Nazi threat. 

According to Hellman, Julia's letters forced an awareness on 

her: "The letter had to do with Nazism and Germany, the 

necessity of a Socialist revolution throughout the world" 

(Three, p. 429), 

and in her next letter, which was angry with the 
news of the armed political groups in Austria, the 
threat of Hitler, 'the criminal guilt of the 
English and French in not recognizing the dangers 
of Fascism, German style, the other one is a 
peacock.' There was much in her letter I didn't 
understand, although all of us by that time knew 
that the Nazis would affect our lives ..• but by 
1935 or 1936 what had been only half understood, 
unsettling, distant stories turned horror-tragic 
and new assessments had to be made fast of what 
one believed and what one was going to do about it 
(Three, p. 422-23). 

Critics agree that Watch on the Rhine is Hellman's 

vehicle for successfully illustrating her passionate fear of 

the Nazi threat: "In Watch on the Rhine she •.• succeeds 

in making her characters and their problems 

representative," 3 and "she concerns herself clearly, as 

3 Jacob H. Adler, "The Rose and the Fox: Notes on the 
Southern Drama," in South: Modern Southern Literature in 
its Cultural Setting, ed. Louis D. Rubin, Jr. and Robert D. 
Jacobs (Garden City, N.Y.: Doubleday, 1961), p. 373. 
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well as intensely, with the issues of our day and she never 

lets sentimentality or poetic vagaries stand in her way as 

she moves relentlessly to the center of a problem." 4 "She 

does at last prove that Watch on the Rhine was not 

fortuitous: that she can use Ibsen's methods, and strict 

realism, and money as a dominant motivation and symbol, to 

present a theme of universal significance and power" (Adler, 

south, p. 374). 

As we learn from the essay in Pentimento, there are 

many parallels between Julia's life and the Mullers' lives. 

Both Julia and Kurt Muller are unswervingly devoted to the 

anti-Nazi movement, both see Hitler as a terrifying threat 

to freedom, and both feel it is their duty to do whatever 

they can to eliminate the threat, to fight for the inherent 

right of freedom. The ever-present need to hide and the 

fear of discovery by Nazi sympathizers are present in both 

the essay and the play, and Julia and Muller share the 

responsibility of providing money for the anti-Nazi cause. 

Each has a family to consider--Julia an infant daughter and 

Muller a wife and three children. 

Although Muller's conflict between love for his family 

and duty appears to be greater than Julia's, he nonetheless 

chooses duty as Julia has chosen love. When de Brancovis 

4 John Gassner, Theatre at the Crossroads (New York: 
Holt, Rinehart and Winston, 1960), p. 134. 
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attempts to blackmail Muller with the money intended for the 

underground, Muller is adamant in his choice and clearly 

states that his duty and responsibility are to the 

underground: "The first morning we arrived in this house, 

my children wanted their breakfast. That is because the 

day before we had been able to only buy milk for them. If I 

would not touch this money for them, I would not touch it 

for you." 5 

Hellman shows not only her admiration for Muller's 

devotion to principle hut also "her distaste for those who 

find excuses for not taking up the sword": 6 Muller replies 

to David's questions whether someone else, someone without 

family, could take the money back to Germany: "My 

children are not the only children in the world, even to 

me" (Plays, p. 250). This devotion to duty earns Hellman's 

utmost respect. 

The presence of two great conflicting ideas within 
Kurt--hatred of violence and simultaneous 
detestation of gross injustice--give him a stature 
which Miss Hellman's previous characters have for 
the most part lacked. Here is a man also torn by 
another conflict--the age-old one between duty and 
love. His choice of duty was in 1941 part of Miss 
Hellman's cry for an awakening to political evils 
in the world (Holmin, p. 78). 

5 Lillian Hellman, The Collected 
Little, Brown, 1971), p. 255. (Note: 
the text will be cited as Plays.) 

Plays (Boston: 
future references in 

6 Lorena Ross Holmin, The Dramatic Works of Lillian 
Hellman (Stockholm: Rotobeckman, 1973), p. 75. 
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Hellman pointedly depicts in Watch on the Rhine the 

same personal sacrifice suffered by Julia, indicating that 

personal sacrifice is an inherent part of true dedication to 

ideals. Both Julia and Muller are victims of personal 

mutilation, both bearing disfiguring facial scars, and Julia 

the handicap of an amputated leg. But these too are prices 

one must pay for one's ideals. Perhaps the greatest 

personal sacrifice, however, is the sacrifice of family. In 

"Julia" we learn that Julia's infant daughter has ~en left 

with a "safe" family but we also learn of Julia's love for 

the child and realize the personal loss Julia must have felt 

in having to leave her child. This sense of loss becomes 

more apparent with Kurt in Watch on the Rhine. His wife and 

children have always been with him, joining in his cause. 

But this time he is to go back to Germany alone; it is his 

duty. Even Teck de Brancovis recognizes this sense of 

dedication: "Herr Muller does not give me the feeling of a 

man who settles down. Men who have done his work seldom 

leave it. Not for a quiet country house" (Plays, p. 232). 

Even though his duty is to return alone, it is not 

without great personal consequence; and when Fanny tells him 

he is noble his reply is adamant: "It is not noble. It is 

the way I must live. Good or bad, it is what I am" (Plays, 

p. 250). Kurt knows and accepts the sacrifice he must make 

to fulfill his duty, and "Miss Hellman is in entire accord 

with the holy injunction to love one's fellow men, but she 
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also understands the severe realism of 'an eye for an 

eye.'" 7 "Although there is •.. explicit antifascism in 

Watch on the Rhine, Miss Hellman has always been most 

concerned with personal morality, although personal 

action has public consequences." 8 Kurt's personal 

sacrifice is willingly made in the hope of creating a better 

world. 

Although totally dedicated, Kurt is not without complex 

human qualities we can recognize in ourselves and admire in 

others. 

He is a man of great courage, representing the 
danger-filled life of the underground, yet he 
admits to having fears. Here then we have a more 
faceted individual than most of the characters in 
previous Hellman works. Contradictions in 
personality lend credibility to a character if 
they are not too extreme to be believed (Holmin, 
p. 81). 

In "Julia" Hellman recognized the fear in herself, but her 

dedication to Julia was stronger than the fear. 

Julia's example, moreover, had called forth the 
best in Lillian--the delivery of the money 
demanded a nerve and courage she never knew she 
had. Even after her death, Julia forced adulthood 
on her friend. Lillian had to act alone, in place 
of the family that disclaimed the dead, as they 
had the living, Julia (Holmin, p. 84). 

7 Richard Moody, Lillian Hellman Playwright (New York: 
Pegasus, 1972), p. xiv. 

8 Gerald vleales, American Drama Since World Nar I I (New 
York: Harcourt, Brace and World, 1962), p. 89. 
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Hellman recognized her own fears, but it was Julia who 

recognized that it was Lillian's anger at the gross 

injustice and horrifying threat to freedom that allowed her 

to overcome her fear. "'I've always felt your anger,' she 

said, 'trusted it. Don't let people talk you out of it. It 

may be uncomfortable for them, but it's valuable to you. 

It's made you bring the money in today'" (Three, p. 440). 

This same anger strengthens the sense of personal 

responsibility in Julia and Kurt. Julia's letter to Hellman 

was full of anger; Kurt expresses it as well. As he tries 

to explain his life to Fanny, he remembers the day he lost 

his hope for a better world and realized his duty. "On that 

day, I see twenty-seven men murdered in a Nazi street fight. 

I cannot stay by now and watch. Hy time has come to move." 

( Pla~, p. 223-24). "This is a theme to which Miss Hellman 

returns again and again in her work. She is deeply 

concerned over those who see evil in the world, yet do not 

act against it." It is another of Hellman's "expressions of 

our personal responsibilty to act when we see 

injustice" (Holmin, p. 84). As in other plays, Hellman 

makes the comparison of those who watch and accept the evil 

and injustice and those who will fight to change it. As 

Kurt described the Fascists, "There are those who give the 

orders, those who carry out the orders, those who watch the 

orders being carried out. Then there are those who are half 

in, half hoping to come in" (Plays, p. 254). Kurt is 
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describing anti-Fascists as well: the varying degrees of 

devotion are the same. To Fanny's remark that "We are all 

anti-Fascists," Sara replies, "Yes, but Kurt works at it" 

(Plays, p. 223-24). It is "the American complacency which 

is Miss Hellman's target" (Holmin, p. 74). Hellman is 

quick to point out the differences in the degrees of 

personal responsibility people assume. Julia and Kurt "work 

at it." In Watch on the Rhine, "the forces set in 

opposition, the good against the evil, are pretty evenly 

matched, since • . the evil is shown not only to be rootea 

in what is understood but to be something about which it is 

humanly possible to take a definite stand." 9 

Even through his anger and fear, Kurt's character 

exhibits warmth, compassion, and understanding. As Julia 

shows compassion to Hellman, realizing and understanding her 

fear at what she is about to do, Kurt knows that the 

Farrellys cannot share his zeal; they have not known the 

injustices as he has. Julia's note to Hellman is 

understanding: "'But I tell you, don't push yourself. If 

you can't you can't, no dishonor'" (Three, p. 405). And 

Kurt is understanding to Fanny and does not criticize when 

he tells her, "We each have our way. I do not convert you 

to mine" (Pl~, p. 251). 

9 Barrett H. Clark, "Lillian Hellman," College English, 
6 (1944), p. 128. 
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Like Julia, Kurt is made to appear real ano human in 

spite of the heroic attributes. He 

might as well have been made into a dashing, 
swashbuckling adventurer. Instead, he is a 
mild-seeming man, tired, middle-aged. He is a man 
of more than one dimension, a steely-minded, 
hard-fighting member of the underground who is 
nevertheless touchingly gentle with his family 
(Holmin, p. 81). 

~s he explains to his son, his leaving them is for a better 

day, a better time, but the sacrifices must be made and the 

injustices facing them dealt with. "Perhaps you will live 

to see the day when it will not have to be. ~11 over the 

world there are men who are fighting for that day. Think of 

that. It will make you happy" (Plays, p. 263). But even 

through the warmth and love for his family, his personal 

responsibility still takes precedence. It is his duty and 

he does not want pity. His work is of utmost importance, as 

is Julia's when she says, "Lilly, don't cry for me. Stop 

the tears. We must finish the work now" (Three, p. 437). 

Although perhaps not as strong as Kurt, Sara too is a 

Julia figure exhibiting the strength of character to uphold 

personal responsibility in spite of great personal 

sacrifice. It is she who provides support and encouragement 

to Kurt, serving as example to the children. Even when she 

first marries Kurt, she shares Julia's determination to 

pursue her conviction despite family. Hellman has David 

tell us, "Mama didn't like the marriage much in those days--
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and Sara didn't care" (Plays, p. 210-11). He further tells 

us that Fanny would not have minded if Kurt was poor or not, 

"if they'd only come home and let her fix their lives for 

them--But Sara didn't want it that way" (Plays, p. 211). 

From the beginning, Sara shared her husband's realization of 

the injustices surrounding them, and tells her mother, "We 

lived modestly, and happily--As happily as people could in a 

starved Germany that was going to pieces--" (Plays, p. 223). 

In her conversation with Teck de Brancovis she shares 

Hellman's conviction of personal responsibility, stating, 

"By this time all of us know where we are and what we have 

to do. It's an indulgence to sit in a room and discuss your 

beliefs as if they were the afternoon's golf game" (Plays, 

p. 230-31). 

Sara feels no need to justify her life to her mother 

but she does make an attempt to explain that "it doesn't pay 

well to fight for what we believe in. But I wanted it the 

way Kurt wanted it" (Plays, p. 224). She is insistent that 

there will be no change, no wavering in conscience or duty 

once the path is clear. "We've lived the way we wanted to 

live. I don't know the language of rooms like this 

anymore. And I don't want to learn it again" (Plays, p. 

223). Although she hopes for an end and hopes Kurt will not 

have to leave them, she supports his decision and helps to 

allay his fears: "and I had hopes someone else would take 

it back and you would stay with us--" (Plays, p. 247). But, 
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overcoming her personal feeling of loss and affirming her 

sense of duty, she supports her husband and offers her 

strength. "Don't be scared darling. You'll get back. 

You'll do a good job the way you've always done" (Plays, p. 

248). She once again explains to her family the 

responsibility that must be accepted in spite of what she 

would prefer: "I guess I was trying to think it wouldn't 

come. But--Kurt's got to go back" (Plays, p. 248). 

sara shares Kurt's belief that each person must take 

responsibility, that "for each man, his own hands. He has 

to sleep with them" (Plays, p. 250) ; she tells her mother, 

"Papa said so years ago. Do you remember, Mama? 'For every 

man who lives without freedom, the rest of us must face the 

guilt'" (Plays, p. 239). She accepts her responsibility as 

well as Kurt's when he is forced to kill de Brancovis 

because "he'd have a bad time trying to explain to them 

because of this house and this nice town and my mother and 

my brother, he took chances with their work and with their 

lives. It's the way it had to be" (Plays, p. 259-60). 

But for Sara, perhaps the most difficult aspect of 

accepting the personal responsibility is the sacrifice, her 

own loss, because she is convinced that Kurt will never 

return, that she will always be left alone right before she 

goes to sleep, the time she dreads most. Even in her 

admiration for conviction and devotion to duty, "Miss 

Hellman never lets us forget the human consequences" (Hoody, 
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p. 129). 

Perhaps one of the greatest victories in the play is 

the growth of Fanny and David. As ~odels of the American 

complacency Hellman tried so fervently to change, David and 

Fanny grow in stature and understanding of the devotion to 

duty Hellman is passionately devoted to. "Hellman said in 

Pentimento that this was her purpose--'to write a play about 

nice, liberal Americans whose life would be shaken up by 

Europeans, by a world the new Fascists had won because the 

old values had long been dead.'" 10 Early in the play, 

Fanny appears to be a weak stereotype, "but the distinctive 

aspect about Fanny is the extent to which she changes during 

the play, from cool disdain for the man she considered 

beneath her daughter as a suitor, to admiration for him and 

involvement in his cause" (Holmin, p. 81). As Sara did, she 

remembers her husband's realization of the tragedy and 

injustice of the world. 

He said, 'Fanny, the complete American is dying. 
A complete man,' he said, 'is a man who wants to 
know. He knows there is no dignity to a mountain 
if there is no dignity to man. You can't put this 
in a man, but when it's there, put your trust in 
him' (Plays, p. 261). 

It is at this point that both she and David assume 

responsibility for helping Kurt. They are no longer 

10 Doris v. Falk, Lillian Hellman (New York: Frederick 
Ungar, 1978), p. 67. 
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complacent. 

Fanny and David recognize the change in themselves and 

are not unhappy with what they see. Fanny admits that they 

are "shaken out of the magnolias" and even though they must 

suffer the consequences of what they have done, she is 

emphatic: "I understand it very well. We will manage. I'm 

not put together with flour paste. And neither are you--I 

am happy to learn" (Plays, p. 264-65). As Lillian Hellman's 

admiration for Julia and Julia's personal convictions 

created a heroic impulse in Hellman, so have Kurt and Sara 

created heroes of Fanny and David. They have grown into the 

acceptance of personal responsibility so admired by Hellman. 

Although containing weaker, less obvious "Julia" traits 

than the heroes of Watch on the Rhine, two characters of 

~Hss Hellman's first play, The Children's Hour, exhibit the 

beginning of the admirable traits drawn into the characters 

of later plays. Karen Wright and Joseph Cardin, at separate 

times in the play, are shown as compassionate and 

strong-willed, with conviction for principles. The plot of 

The Children's Hour had its foundation in a trial, the 

details of which were published in a collection of criminal 

cases by Wi 11 iam Roughead ( Falk, p. 36) • VH th several 

changes in detail and identity, the plot remains the same, 

the destruction of lives as a result of accusations of 

homosexuality against two women who run a private girls' 

boarding school. Hellman states that the theme of the play 
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is good and evil, not in relation to the accusations of 

homosexuality, but rather in relation to the "destructive 

scandalmongering--the smear and the big lie. And 

simultaneously, to the power of the old and rich to rob--to 

despoil--others of livelihood and life" (Falk, p. 27). 

However, according to Barrett H. Clark, the theme is 

not good and evil, it is "evil alone. The evil here • 

is a kind of unattached and almost meaningless power. It is 

like a phenomenon of nature which cannot be eradicated, 

hardly perhaps even dealt with" (Clark, p. 128). ~lthough 

this evil may appear as a power which cannot be dealt with, 

it is this very type of injustice to which Hellman returns 

again and again in her later plays and memoirs as that to be 

dealt with, the power against which the strong person is to 

assume personal responsibility. 

It has been said that in The Children's Hour "the 

forces of evil are clearly_ marked. Mary Tilford, the 

malicious brat, destroys good people in a world where evil 

is too prone to be accepted." 11 The child has no redeeming 

human values, only those traits of greed and apparently 

unjustifiable malice. She initiates and perpetuates an 

unsubstantiated rumor which her grandmother, through horror 

at the mere possibility of truth in the rumor and through 

11 ~llan Lewis, American Plays and Playwrights of the 
Contemporary Theatre (New York: Crown, 1970), p. 106. 
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blind devotion to her granddaughter, helps to circulate and 

eventually uses to ruin the lives of Karen Wright and Martha 

Dobie. Mary continues throughout the play to feed on the 

evil and remains to the end "a fiendish child who threatens 

and cajoles her way from one despicable triumph to another 

until she has crownen her slighter achievements in making 

other children wretched by the wreck of four adult 

lives." 12 It is the success of this evil power, this 

meaningless injustice, that makes The Children's Hour, "a 

study in malice" (Krutch, p. 131). 

Joe Cardin, Mary's cousin, attempts throughout the play 

to force Mary into retraction, to encourage her grandmother 

to see the child as she is, and to support Karen and Martha, 

professing his belief in their innocence. He believes that 

Mary is attempting revenge against Karen and Martha when 

they have shown too little sympathy for the child's "heart 

pain." Even before he realizes the problem, he tries to 

tell his aunt about Mary: "Amelia, she's a terribly 

spoilt--" (Plays, p. 40). He then feels only horror when he 

realizes Mary has coerced one of her schoolmates into 

substantiating the lie and Mary revels in the thoughts of 

her previous statement that "they can't get away with 

treating me like this, and they don't have to think they 

12 Joseph Wood Krutch, The American Drama Since 1918 
(New York: Random House, 1939), p. 131. 
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can" (Plays, p. 25). Joe has attempted to vindicate Karen 

and Mary by appealing to his aunt: "when two people come 

here with their lives spread on the table for you to cut to 

pieces, then the only honest thing to do is to give them a 

chance to come out whole" (Plays, p. 45). He has made the 

admirable attempt at honor, but has failed, as his aunt has 

failed to see the truth. They have helped Mary succeed. 

"Although Mary is the initiating force of evil in the play, 

other characters, by their own pride, weakness, and 

gullibility, execute her purposes" (Falk, p. 37). 

Even after this failure, Joe still attempts to provide 

strength to Martha and Karen, still encourages them to prove 

their innocence. As Karen tells Martha, "But Joe says we've 

got to go out. He says that all the people who don't think 

it's true will begin to wonder if we keep hiding this way" 

(Plays, p. 52). He tries to build new lives for all three 

of them and still plans to marry Karen: "then we're going 

away--all three of us" (Plays, p. 56). Joe struggles to 

maintain a semblance of normal life for them, to live down 

the injustice. But even though he exhibits Julia's traits 

of compassion and determination, unlike Julia he is unable 

to maintain his struggle and personal responsibility in the 

face of endless tragedy. 

It is Karen in the end who finally gains the courage to 

cope with reality. It is only after Martha's suicide that 

Karen gains the sudden realization of the futility of their 
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suffering. She ultimately grows into a Julia-like 

character. Although far weaker than Julia or Sara or Kurt, 

she finally learns their sense of personal responsibilty for 

her own life. The emergence of her personal conviction is 

foreshadowed by her definite denial to Joe and her 

realization that the marriage would not work. She has 

accepted their weaknesses and the futility of attempting 

marriage because of the damage done by Mary: "It would grow 

and grow until we'd be ruined by it • we won't be all 

right" (Plays, p. 59). She has finally accepted reality and 

knows, in spite of what he says, that Joe will not come 

back. She has grown to accept the responsibility, knowing 

that she has chosen against the safety of staying with Joe. 

She has ultimately gained purpose and self-direction. 

Karen's greatest achievement, however, has been her 

ability at the end of the play to show compassion for Amelia 

Tilford who, upon realization of the truth, finally 

approaches Karen for forgiveness. Mrs. Tilford has to live 

with her own guilt and the evil of Mary, and in her 

realization of the other woman's suffering Karen shows 

greater strength. She accepts Mrs. Tilford and feels 

genuine compassion when she tells her, "Yes. Your very own 

to live with the rest of your life. It's over for me now 

but it will never end for you. She's harmed us both, but 

she's harmed you more, I guess. I'm sorry" (Plays, p. 68). 
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Her horror at the guilt that caused Martha's 
suicide leads her to sympathize with the plight of 
the 'guilt-ridden' Amelia. In the last moments of 
the play, she accepts Amelia's atonement ••• 
Karen has destroyed the vicious circle that has 
characterized human relations; her compassion is 
the ultimate good in the world of the play. 13 

It is in this compassion for the injustice done to 

Amelia Tilford that Karen Wright grows in stature, beginning 

to approach the admirable Julia. While Karen's approach to 

personal responsibility is admittedly in its infancy as 

compared to the characters in Watch on the Rhine, it is 

nonetheless a beginning and it is in this strength to begin 

that Karen shares the determination of Julia. Joe, too, in 

spite of his ultimate failure, at least han the conviction 

to attempt personal responsibility. Even Julia would have 

admired the effort and forgiven the failure because the 

attempt was made, the intention existed. Julia's note to 

Lillian Hellman could have been written to Joe Cardin: 

"'But I tell you, don't push yourself. If you can't you 

can't, no dishonor' ( Three , p. 4 0 5 ) • 

13 Philip M. Armato, "'Good and Evil' in Lillian 
Hellman's The Children's Hour," Educational Theatre Journal, 
25 (1973), p. 447. 



Further Developments 

In The Little Foxes and Another Part of the Forest 

there are no easily identifiable "Julia" characters, and 

many characters appear to be totally opposite, the 

antithesis of ,Julia. However, several characters exhibit 

Julia's strengths, though admittedly to less honorable 

purpose. 

Regina Hubbard Giddens first appears in The Little 

Foxes, and it is apparent from early in the play that her 

greatest strengths are self-determination and a strong 

will. She is a forceful character, dedicated solely to her 

own goals of totally selfish material acquisition. Like her 

brother Ben, her selfishness is solely directed to personal 

gain, but, motive aside, it is the strength of determination 

that they share with Julia. 

We have a sneaking admiration for Ben and Regina 
• • • which Miss Hellman quite probably intended 
as part of her point. Evil as these people are, 
they have nerve. They have intelligence. They 
self-command. They know themselves, and each 
other, for what they are. 1 

All the Hubbards recognize the evil in themselves, and while 

their brother Oscar, although cruel and mean, is weak and 

1 Jacob H. Adler, "The Rose and the Fox: Notes on the 
Southern Drama," in South: Modern Southern Literature in 
its Cultural Setting, ed. Lou1s D. Rubin, Jr. and Robert D. 
Jacobs (Garden City, N.Y.: Doubleday, 1961), p. 19. 

28 
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inneffective, Ben and Regina recognize the self-serving 

strength of one another. In their attempts to gain money 

for a business venture, they thoroughly understand the 

biggest obstacle to control--one another. It is only they 

who will ultimately control the other. 

According to Jordan Miller: 

The Hubbards are in complete control of their 
destinies. Outside influences work on them with 
great strength, to be sure, but there is no 
evidence of any compulsion or raw force of nature 
that has placed them where they are, contrary to 
their own desires. Nothing around them in their 
physical or social world compels them to act as 
they do. As opportunists, vicious and without 
conscience, they proceed entirely on their own 
decisions, and have no one but themselves to whom 
they must render account. 2 

Regina is the strength around which the play revolves. 

"The life force runs strong in Regina. She is 

self-centered, aggressive, and unencumbered by petty human 

sympathies." 3 At any cost, she is totally selfish, 

directing all her strength to her own goals, sure of 

ultimate success. She is the queen to the pawns, 

self-assured and secure in her moves. After dealing with 

2 Jordan Y. Miller, American Dramatic Literature (New 
York: McGraw-Hill, 1961), p. 88. 

3 Richard Moody, Lillian Hellman Playwright (New York: 
Pegasus, 1972), pp. 88-90. 
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Ben for a larger percentage of the profit at Oscar's 

expense, she reminds Oscar, "Well, you should know me well 

enough to know that I wouldn't be asking for things I didn't 

think I could get" (Plays, p. 149). She is totally ruthless 

in her selfishness. She is unswervingly devoted to her own 

purpose, to the controlling share in the business deal and 

the achievement of the "high-toned" society of Chicago, even 

at the expense of her husband and daughter. She is willing 

to entertain the possibility of her daughter Alexandra 

marrying Oscar's son Leo, despite the knowledge that 

Alexandra despises Leo, and Regina herself recognizes Leo 

for what he is--little more than nothing. 

Toward her husband, Regina feels nothing more than 

ill-disguised disdain, considers him weak because he is not 

self-serving as she is, and sees him initially as a tiresome 

obstacle in her path to success. However, she has no 

compunction about utilizing dishonesty to obtain the money 

from him. Knowing that her husband is ill and planning to 

use Alexandra's love for her father, Regina exhibits no 

conscience in contriving to bring Horace home solely to 

convince him to invest in the business deal. In response to 

Ben's question of how she intends to get Horace to come 

home, Regina is extremely sure: "I will send Alexandra to 

Baltimore. She will ask him to come home" (Plays, p. 149). 

As the reader knows her motive, her instructions to 

Alexandra appear transparently self-serving and heartless: 
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"You're to tell Papa how much you missed him, and that he 

must come home now--for your sake. Tell him that you need 

him home" (Plays, p. 153). 

When Alexandra hesitates because of her father's 

illness, Regina becomes increasingly ruthless, even more 

determined, and her sudden change to a pleasant manner only 

helps to convince the reader of her insincerity when she 

tells Alexandra that "you are doing this for Papa's own 

good. You must let me be the judge of his condition. It's 

the best possible cure for him to come home and be taken 

care of here" (Plays, p. 153). Regina has once again 

assumed control and like Julia, although for obviously the 

opposite of Julia's admirable goals, will spare nothing to 

attain her end. She, too, will sacrifice her family. She 

is not only willing to risk her husband's life, she has no 

compunction in lying to her daughter and in turn instructs 

her daughter to lie to Horace. "You are doing it entirely 

for his sake. Tell your Papa that I want him to come home, 

that I miss him very much" (Plays, p. 153). 

Regina is even willing to stand by and watch her 

husband die because it suits her purpose. His death 

inadvertently becomes a means to the end she has struggled 

for. And in his his fatal heart attack, she is cruelly 

determined that Horace should recognize her success: "But I 

couldn't have known that you would get heart trouble so 

early and so bad. I'm lucky, Horace. I've always been 
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lucky. I'll be lucky again" (Plays, p. 188). Regina's evil 

is the antithesis of Julia's good, but both exhibit strength 

and power to achieve their goals. It is the self-direction 

and self-determination they share, and Regina becomes as 

real as Julia. According to Allan Lewis, "The test in the 

realistic theatre is whether the characters appear to be 

self-propelled, as they do in The Little Foxes, a 

masterpiece of the Ibsen-influenced theatre." 4 

Even though Regina's power and strength are evil, 

Hellman once again makes her point that if one wants to 

achieve a goal, vindicate an injustice, one must assume the 

personal responsibility. Regina can and does help herself. 

Although she is despicable in her method of attaining her 

goals, we concede a certain grudging admiration for Regina's 

determination. Her evil is her strength. "Evil, as has 

been remarked many times, is a positive force in Miss 

Hellman's work, sometimes conscious, sometimes unconscious, 

sometimes avoidable, sometimes inevitable, but always 

there." 5 Regina and Ben are as malicious and evil as Mary 

Tilford in The Children's Hour, but Regina and Ben have more 

4 Allan Lewis, American Plays and Playwrights of the 
Contemporary Theatre (New York: Crown, 1970), p. 107. 

5 Jacob H. Adler, Lillian Hellman, Southern Writers 
Ser. No.4 (Austin, Tex.: Steck-Vaughn, 1969), p. 107. 
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successfully utilized their evil to their advantage. As in 

The Children's Hour, Hellman neither explains nor condones 

the Hubbard evil. She has drawn the characters to show the 

power of evil and greed. Like The Children's Hour, "The 

Little Foxes is a sombre study in the psychology of evil. 

Although there are unmistakable psychoanalytic touches, the 

play is more concerned with describing and dramatizing the 

evil than explaining it." 6 

While Regina and Ben find their strength in evil, 

Horace, Alexandra, and Birdie (Oscar's wife) ultimately 

exhibit a quieter self-determined strength. Frequently 

considered the weaker characters of the play, these three 

draw on an inner strength, an instinct to survive in spite 

of the predatory Ben and Regina. It is these three who 

exhibit Julia's compassion, generosity, and in the end her 

perseverance. 

Birdie is depicted throughout most of the play as weak 

and ineffectual, the prey of the Hubbards. But critics have 

found a strength in Birdie apparently never intended by 

Hellman. "That the abused and helpless Birdie was singled 

out as a moving portrait proved an embarrassment. She had 

thought Birdie simply silly and pathetic" (Hoody, p. 87). 

And Birdie's part is silly and pathetic. She has been 

6 w. David Sievers, Freud on Broadway (New York: 
Cooper Square, 1970), p. 282. 
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bought and used by the Hubbards, as Ben cruelly points out 

early in the play when he boasts of the Hubbard acquisition 

of Birdie's family plantation: "To make a long story short, 

Lionnet now belongs to us. Twenty years ago we took over 

their land, their cotton, and their daughter" (Plays, p. 

141) • 

Even in her pathetic, nreamlike existence Birdie 

recognizes the Hubbards for what they are. Her genteel 

upbringing revolts against the cruel, selfish existence of 

her husband's family. She was taught to be kind and 

generous and has never been able to accept the Hubbard evil 

or become one of them. As they all discuss what they want 

when their new-found wealth is realized, Birdie is the only 

one who expresses a desire for the intangible return to a 

way of life she knows is right. She wants Lionnet back and 

a cutting garden, "Just where Mama's used to be. Oh, I do 

think we could be happier ~here. Papa used to say that 

nobody had ever lost their temper at Lionnet and nobody ever 

would. Papa would never let anybody be nasty-spoken or 

mean" (Plays, p. 145-46). In spite of her existence in the 

past she still manages to grasp the reality of her own 

situation. She knows she has been used and demeaned and 

recognizes her own weakness in allowing it. When Alexandra 

asks her why she married Oscar, she admits that she liked 

him and thought the affection was returned. But she grew to 

learn her mistake. 
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My family was good and the cotton on Lionnet's 
fields was better. Ben Hubbard wanted the cotton 
and Oscar Hubbard married it for him. He was kind 
to me, then. He used to smile at me. He hasn't 
smiled at me since. Everybody knows that's what 
he married me for. Everybody but me. Stupid, 
stupid me {Plays, p. 182-83). 

Throughout the play Birdie manages to overcome her 

weakness and timidity to voice her opinions. She sees the 

evil of the Hubbards and tries to tell them how wrong they 

are and to warn Alexandra. She openly tells Oscar her 

second wish: "I want you to stop shooting. I mean, so 

much. I don't like to see animals and birds killed just for 

the killing ••• It's wicked to shoot food just because you 

like to shoot, when poor people need it so--" {Plays, p. 

146). She knows the predatory instinct of the Hubbards goes 

far beyond Oscar's senseless shooting, it destroys 

everything human that they touch. And Birdie fears that 

Alexandra is too weak to fight them, telling her, "Don't you 

understand? They'll make ~ou" {Plays, p. 154). 

This is Birdie's greatest fear, that Alexandra will 

become like her, and her love for Alexandra gives her the 

strength to warn her, to prepare her for what may come: 

We see the remnants of a fighting spirit in 
Birdie. She has been worn down by cruel 
treatment, but is not yet entirely devoid of her 
own pride and individuality. She and Alexandra 
are alike also in this respect, in that when 
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driven far enough they are still capable of 
reacting with some spirit. 7 

Birdie's greatest courage becomes apparent when she uses her 

last defense to warn Alexandra. She finally admits that she 

does not suffer from headaches as everyone says she 

does--she is an alcoholic and fears that Alexandra will 

suffer the same defeat. 

I never had a headache in my life. You know it as 
well as I do •••• That's a lie they tell for 
me. I drink. All by myself, in my own room, by 
myself ••• Don't love me. Because in twenty 
years you'll be just like me. They'll do all the 
same things to you (Plays, p. 183). 

In Horace and Alexandra, Birdie has found a kindred 

spirit, and together they have "a strength equal to the 

force of the opposition" (Miller, p. 88). Birdie has begun 

to accept personal responsibility for the injustice of the 

Hubbards and the effort is worthy of Julia even though it is 

likely that Birdie will be able to do no more. But it is 

Horace and Alexandra who ultimately show Julia's strength. 

Horace accepts the personal reponsibility to act immediately 

and Alexandra accepts the legacy of her father to continue. 

The ability to act is a matter of personal survival, but on 

a larger scale Hellman has drawn characters who "represent 

the beginning of social reform. Horace dies trying to stop 

7 Lorena Ross Holmin, The Dramatic Works of Lillian 
Hellman (Stockholm: Rotobeckman, 1973), p. 36. 
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the Hubbards from what he calls 'pounding the bones' of 

their town to make dividends while Alexandra plans to 

continue her father's cause." 8 

Alexandra and Birdie illuminate, by contrast, the evil 

of the Hubbards' action toward Horace. Alexandra is totally 

devoted to him, and Birdie is the only family member 

genuinely glad to have him home. Horace recognizes their 

solicitude, and part of his struggle is to vindicate 

Birdie's suffering and to ensure that Alexandra will never 

have to face the same fate. He wants ~lexandra to hear 

Birdie's story of her secret alcoholism. "So you didn't 

want Zan to hear? It would be nice to let her stay 

innocent, like Birdie at her age. Let her listen now. Let 

her see everything. How else is she going to know that 

she's got to get away" (Plays, p. 184). He wants Alexandra 

to learn at all cost, even if it means alienation from him. 

"She can even hate me when I'm dead, if only she'll learn to 

hate and fear this" (Plays, p. 184). Like Julia, Horace 

will spare nothing, even Alexandra's devotion, to fight the 

injustice and to make Alexandra see the reality of it. 

Horace is determined to make his last effort effective 

in stopping the Hubhards, to see that Regina fails in her 

self-centered, evil plans. From the early impression he 

8 James Eatman, "The Image of ~erican Destiny: The 
Little Foxes," Players, 48 (1973), p. 72. 
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gives of being a weak and useless man, Horace has grown into 

a strong-willed force against the injustice of the 

Hubbards. Like Fanny and David Farrelly of Watch on the 

Rhine, Horace grows to show the promise of ,Julia's strength: 

"the playwright gives us the feeling of increased stature in 

the husband, whom we see, retrospectively, rising above the 

defeat of his marriage and the cheap chicanery of his 

brothers-in-law" and like Julia his defiance never wavers. 9 

Throughout the play Alexandra shows signs of ultimately 

sharing her father's defiant strength even though she is 

frequently considered a weak and rather tragic character. 

Hellman herself expressed surprise that Alexandra's last 

defiance has been interpreted as "a statement of faith in 

Alexandra." 10 She was never intended to have the force of 

the Hubbards and her apparent lack of strength resulted in 

the thought that "the tragedy of Zan, about whom Miss 

Hellman feels 'very strongly,' is the tragedy of all gentle 

people who fall prey to the predatory and of all those who 

merely stand by or pass on the other side." 11 But 

Alexandra's gentility is deceptive. Even though she obeys 

9 Frank Hurburt O'Hara, Today in American Drama (New 
York: Greenwood, 1939), p. 153. 

10 Doris V. Falk, Lillian Hellman (New York: Frederick 
Ungar, 1978), p. 55. 

11 William T. Going, Essays on Alabama Literature, 
Studies in the Humanities, No. 4 (University: Univ. of 
Alabama Press, 1975), 152. 
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her mother in bringing Horace home, she admits to her mother 

that she would defy her and not lie to bring her father home 

if he was too sick to travel. "No. I couldn't. If I 

thought it would hurt him" (Plays, p. 153). And early in 

the play she assures Birdie that she will not be forced. 

"That's foolish, Aunt Birdie. I'm grown now. Nobody can 

make me do anything" (Plays, p. 154). 

~lexandra's greatest act of defiance occurs at the end 

of the play, after she has seen her father nie and her 

mother's heartless reaction. She refuses to go to Chicago 

with her mother, and Regina finally recognizes strength in 

her daughter. "Well, you have spirit, after all. I used to 

think you were all sugar water" (Plays, p. 199). Regina 

knows she can no longer control ~lexandra. "The 

thoroughbred strain is dominant in ~lexandra, but through 

most of the play her mother and her uncles confuse docility 

with weakness; eventually they can no more manage ~lexandra 

than they can change themselves" (O'Hara, p. 85). 

Alexandra has ultimately found faith in herself, 

discovered a self-determined strength of purpose that her 

family never knew she had. She now has a goal and will 

accept responsibility for it. She recalls that the maid 

Addie has echoed Kurt Muller's feeling toward the victors, 

the victims, and the apathetic. "Well, there are people who 

eat the earth and eat all the people on it like in the Bible 

with the locusts. And other people who stand around and 
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watch them eat it. Sometimes I think it ain't right to 

stand and watch them do it" (Plays, p. 182). Alexandra 

finally understands what her father has been trying to tell 

her. She will not be a victim, but neither will she be 

apathetic. "And just now Uncle Ben said the same thing. 

Well, tell him for me, Mama, I'm not going to stand around 

and watch you do it. I'll be fighting as hard as he'll be 

fighting someplace else" (Plays, p. 199). Alexandra "has 

finally seen her family as they are • and it is what she 

has seen that makes her so sure of the course she must take" 

( 0 ' Ha r a , p • 9 8 ) • Her loss of innocence has given her what 

Julia's strength made realizable--she has finally recognized 

the injustice and has gained the strength to persevere in 

her struggle for what she believes is inherently right. 

"Her future may be uncertain as to events; but having once 

understood when to escape from what, and why, her own 

integrity will become her surety" (O'Hara p. 100). 

Although written some years after The Little Foxes, 

Another Part of the Forest provides the background for Foxes 

and further illustrates the characters of the Hubbards and 

Birdie Bagtry. "Taken in connection with The Little Foxes, 

the thesis of Another Part of the Forest is that evil begets 

evil" (Holmin, p. 103). Regina and Ben Hubbard have learned 

well from their father and we see their self-directed 

strength and avarice begin to mature in Another Part of the 

Forest. According to Lorena Ross Holmin, "Considering 
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Another Part of the Forest in itself, the thesis is more 

specifically that human greed destroys both the individual 

inflicted and those innocents in their environment" (Holmin, 

p. 103). But Birdie finally shows her strength in Foxes and 

Lavinia Hubbard, Ben and Regina's mother, becomes a survivor 

in Another Part of the Forest. 

Ben's and Regina's father, Marcus, displays great 

strength early in the play and it is evident that it is from 

him that Ben and Regina have developed their netermination. 

From being a traitor in the war to the cruel control of his 

family, Marcus exhibits the strength of purpose we see in 

Julia, the self-determination to achieve his goal, the 

relentless pursuit of his cause. Although his cause and 

principles are at opposite ends of the spectrum from 

Julia's, the determination and strength are the same and, 

although for less honorable purpose, his dedication is as 

strong and as all-consuming as Julia's. 

Marcus derives much of his strength from his control 

over other people. Consistent with the fact that he has 

used all the people around him, he chooses to have his wife 

and children as submissive to him as the other victims he 

has exploited. The principles to be assumed by his wife and 

children are vastly different from those he adheres to and 

it is with no small irony that he tells Ben, "Carry in your 

own valise, son. It is not seemly for a man to load his 

goods on other men, black or white" (Plays, p. 335). And 
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when Oscar is accused of participating in the beating of a 

neighbor, the irony is again apparent as Marcus prepares to 

pay Oscar's way out of a lynching rope. Just before 

accepting the money, Col. Isham, who has accused Oscar, 

states that the victim will be cared for. Again, Marcus 

asserts his superiority and ironically tells Isham, "You 

\¥On' t take care of him, because you can't. Learn to be 

poor, Isham, it has more dignity" (Plays, p. 337). 

Money and greed are the source of Marcus' power, and 

Regina and Ben learn the same power early. In this play, 

and in The Little Foxes as well, "The motivation of the 

children became evident in the sins of their father." 12 

And Marcus seizes every available opportunity to remind his 

children of his power and the strength of his determination. 

He taunts Ben: "Ah, well, you'll be better off when I--if 

and when I die. But I may not die, did I tell you 

Benjamin" (Plays, p. 338). Marcus finds weakness 

intolerable, but exhibits a perverse humor in his power over 

the weak. He finds his wife Lavinia simple and 

contemptible, but glories in his superiority over the 

Bagtrys. He has surrounded himse 1 f •,d th culture and is 

self-educated in the classics, but still does not have the 

breeding or class of the Bagtrys. His defense against them 

12 Jean Gould, Modern American Playwrights (New York: 
Dodd, Mead, 1966), p. 178. 
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is once again his avaricious power, and he approves Ben's 

invitation to the Bagtrys for "a night of music" to 

guarantee the loan to Birdie Bagtry for Lionnet: "Well, the 

one thing I never doubted was your making a good business 

deal. Kind of cute of you to think of their coming here to 

get it, too. Bagtrys in this house, begging. Might be 

amusing for an hour" (Plays, p. 349). 

His perverse humor extends not only to his sons but to 

Birdie's brother John who, as Birdie says, "wants to fight 

for his ideals." Again, power and avarice are the ultimate 

goals as Marcus advises John, "Why don't you choose the 

other side? Every man needs to win once in his life" 

(Plays, p. 367). After humiliating the Bagtrys, Marcus 

makes his irony to Col. Isham more apparent. Lavinia 

recognizes her husband's cruelty and reveals compassion for 

Birdie in trying to make her point: "Goodness, Marcus. 

Couldn't you have helped--it's pig mean, being poor. Takes 

away your dignity." In total opposition to his statement to 

Col. Isham, Marcus agrees with Lavinia: "That's correct, 

Lavinia. And a good reason for staying rich" (Plays, p. 

37 4) • 

However, at the end of the play, Marcus is defeated, 

beaten at his own game. He has taught Ben and Regina too 

well. Unlike Julia, he is broken and has not only lost his 

power, but his dedication to his goals. He has failed and 

lacks sufficient sense of purpose to continue the struggle. 
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And Hellman shows no pity for him. "The easy riches of the 

1920's, of which she had no share, may partly explain her 

curiously split social attitude, which combines a sensible 

fondness for money with a violent dislike for people who 

wallow in it." 13 Marcus wallowed in his wealth and 

received the defeat he so justly deserved. 

Ben and Regina survive in their father's defeat. Ben 

has taken advantage of his mother's knowledge of Marcus' 

part in a massacre to seize the Hubbard power and, as in The 

Little Foxes, Regina chooses the winner: she derives her 

success from knowing and siding with the source of power she 

needs to pursue her goals. The determination we see in 

Foxes is just as apparent in Another Part of the Forest. 

She knows her power has derived from her control over her 

father and in his defeat she automatically abandons Marcus 

and acquires an instant loyalty to the new power, to Ben. 

Her struggle for her own goals continues relentlessly; only 

her source of power has changed. 

But it is in Lavinia that we finally see more complex 

aspects of Julia. As with Birdie in The Little Foxes, 

Lavinia ultimately summons sufficient strength to do what 

must be done, to fight for what she believes is inherently 

right. 

13 Margaret Case Harriman, Take Them Up Tenderly 
(Freeport, N.Y.: Books for Libraries, 1972), p. 100. 
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The climax of the play and the defeat of Marcus is 
brought about by Lavinia, his downtrodden wife. 
The audience has the pleasure--rare in a Hellman 
play--of watching virtue triumph or at least, find 
its own reward. Lavinia is a bit dotty, in a 
religious way, but she is a woman of courage and 
principle, under all submissiveness (Falk, p. 59). 

She has been totally dominated by Marcus, who promises to 

speak to her once a year, on her birthday, but always finds 

himself too busy to allow her the one day of conversation. 

She wants to talk to him about her Bible, in which she has 

recorded the details of Marcus' role in the massacre, but he 

contributes to his own defeat when he fails to recognize her 

potential power over him. He fails to see any strength in 

his wife. 

She first shows a glimmer of strength when she explains 

to Regina why she attends a "colored" church, that she has 

"good reasons--." She feels she is able to help the 

unfortunate in some small way and is devoted to that cause. 

Like Julia, whatever good she can do for her cause is 

worthwhile and she tells Regina, "There's got to be one 

little thing you do that you want to do, all by yourself you 

want to do it" (Plays, p. 332). There must be a purpose in 

life, and devotion to her cause. 1n spite of all her 

weaknesses, Lavinia has assumed a personal responsibility 

for her cause. 

There are also subtle hints of her strength and 

ultimate power over Marcus. In his determination to prove 
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his self-education and culture, Lavinia reminds him that "I 

taught you to read music. Don't you remember, Marcus" 

(Plays, p. 354). And she continues to make reference to her 

Bible, references ignored by Marcus until Ben finally 

realizes that Lavinia's Bible is his means to his end--the 

defeat of his father. But Lavinia shows a developing 

strength when she begins to realize her power and tells Ben, 

"Oh, I been afraid of you, too. I spent a life afraid. And 

you know that's funny, Benjamin, because way down deep I'm a 

woman wasn't meant to be afraid" (Plays, p. 382). 

Lavinia does overcome her fears and is willing to 

bargain for what she wants, has wanted all along--her 

freedom to leave, to build a school and teach the poor. She 

has finally summoned her courage, and her dedication is now 

absolute. She has felt strongly that what Marcus is guilty 

of is a great injustice, and with her new-found strength, 

she will help Ben, but only to right the wrong Marcus has 

done. She is sure she will be believed, because she is 

doing the right thing: "And then they'd want to ~lieve 

us ••• I think people always believe what they want to 

believe, don't you? I don't think I'd have any trouble, if 

you stood behind me, and gave me courage to do the right 

talking" (Plays, p. 386). Lavinia at this point is willing 

to turn Marcus' evil into good for her own cause and will 

easily take money, for her school and for her maid, from 

Marcus. Marcus is trying to buy her, buy her Bible, to 
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protect himself, but Lavinia sees him for what he is and 

recognizes all the injustice he has caused. She has assumed 

personal responsibility for the injustices she sees and now 

has the determination to fight against them. "Lavinia's 

knowledge buys her freedom: she is not above a little 

blackmail herself, but in the cause of justice" (Falk, p. 

60). She finally exhibits Julia's strength along with 

Julia's morality. 

Unlike The Little Foxes and Another Part of the Forest, 

The Searching Wind is somewhat reminiscent of Watch on the 

Rhine; and, with some characters strongly "Julia-types," the 

theme of anti-Fascism provides Hellman with another 

opportunity for her passionate "condemnation of moral 

indolence" (Holmin, p. 84). Alexander and Emily Hazen are 

comparable to Fanny and David Farrelly as they are depicted 

prior to their loss of innocence, their involvement in Kurt 

Muller's cause. But, unlike Fanny and David, the Hazens 

never grow, never change. Alex has lived and worked in 

diplomatic circles, unable to force himself into active 

decision and personal responsibility. Emily has led a 

sheltered existence, totally devoted to her society, and 

refuses to acknowledge any responsibility for the injustices 

she sees but chooses to ignore. She is only concerned with 

herself when Alex rebukes her for associating with traitors 

and "the fashionable society trash who run with them." Her 

response is totally self-centered with no recognition of the 
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importance of what she does: "I • ve been lonely, Alex. I 

see the people who come along. Sometimes I like them, 

sometimes I don't. They don't mean much to me one way or 

the other" (Plays, p. 314). 

Emily, like Regina Hubbard Giddens, shares Julia's 

determination and strength of will but for only slightly 

less evil purpose than Regina. She has determined to marry 

Alex, her best friend's beau, and succeeds. It is only in 

truly personal, totally selfish areas that she exhibits her 

strong will. Her infrequent but persistent determination to 

invite Cassie to see her and Alex is nothing more than a 

selfish vindication of her earlier statement to Cassie that 

"You and Alex would have been wrong for each other" (Plays, 

p. 304). For her own satisfaction she needs to prove to 

Cassie that she was right, even though she knows that Cassie 

and Alex have continued to see each other. Her strength, 

like Regina's, is misdirected to self-serving purpose. 

People like the Hazens provide Hellman with the 

opportunity to reinforce her point that "a comfortable, cosy 

life may have its own sentimentality and is not infrequently 

the source of social inanation and hence disaster" (Moody, 

p. xiii). As Emily has been complacent and compromising in 

her personal life, Alex has been in his professional and 

personal life as well. In spite of his rebuke to Emily, he 

too compromises; he fails to take responsibility for his 

personal life and has maintained an affair with Emily's 
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long-time best friend, Cassie. When Cassie questions 

whether or not Emily minds, his reply is easy, simple: 

You and she haven't wanted to see each other; you 
and I have ••. I don't feel guilty. Emily's 
been a good wife. ~nd I've been a good husband, 
too. I think I'll go on being. This has nothing 
to do '"'i th Emily. This has to do with you and me 
(Plays, p. 313). 

Just as he has been willing to compromise his personal 

life, Alex exhibits a weakness for compromise in his 

professional life and it is this that Hellman condemns. 

Her thesis in The Searching Wind is that the 
international temporizing and compromise lead to 
political chaos and loss of liberty. In this play 
she is deeply concerned with the immorality of 
respectable people of good intentions who 
vacillate in the face of decision-making and 
follow the line of least resistance (Holmin, p. 
86) • 

Alex does make the effort to do what he thinks is right and 

explains to Emi1y that "I've always tried to push aside what 

I am, or where your money is, or how we live, and see what's 

best for my country. I've tried to do that. I'm going to 

keep on trying" (Plays, p. 315). But Emily realizes before 

Alex does that he is weak and unable to effectively change 

anything: "If it makes you feel better to make fun of those 

people, then do it. But don't tell yourself that having 

contempt for them puts you on the opposite side" (Plays, 

p. 316-17). 
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Alex ~oes fail to take a stand against Mussolini, and 

the opportunity to fight the appalling injustice is gone. 

He explains his failures to his father-in-law in an attempt 

to justify himself: "Moses, we have to work with whatever 

there is to work with, and that doesn't mean you always like 

them or trust them" (Plays, p. 279). Alex and Emily 

illustrate once again Hellman's unyielding condemnation of 

"the inaction of bystanders, a cardinal sin in Hellman's 

morality" (Falk, p. 70). As with Joe Cardin in The 

Children's Hour, 

The Searching Wind reveals Miss Hellman looking 
for the tragic flaw in the relatively decent 
people upon whom she lays the onus of 
responsibility. She finds this flaw unerringly. 
Her characters turn away from realitf4 avoid 
taking a stand, give up too easily. 

They have seen the moral injustice but lack Julia's strength 

of conviction, dedication to cause, personal responsibility. 

Emily's father, Moses, shares the failure of the 

Hazens. He, too, lacks the courage to accept personal 

responsibility for the threat of Fascism, the loss of 

freedom. But it is Moses who appears to see the threat and 

his own failure, he sees the reality, he knows what should 

be done, but explains an article written by Alex: 

14 John Gassner, Theatre at the Crossroads (New York: 
Holt, Rinehart and Winston, 1960), p. 135.Alabama Press, 
1975), 152. 
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In three thousand words of diplomatic double-talk 
it says that sometimes democracies have to deal 
with people they don't approve and sometimes, in 
order to save something or other, you have to do 
something else or other. It's simple (Plays, p. 
27 2) • 

Moses, too, has made an attempt to do what is right but like 

Alex he fails in personal responsibility. 

Moses at least recognizes the threat of injustice, his 

own failure, his guilt for inaction. "I knew most of this a 

year ago. But I should have known before that, and I did. 

But I didn't know I did. All night I've been trying to find 

out when I should have known" (Plays, p. 284). Moses 

accepts his failure--he has attempted personal 

responsibility but is condemned to remain a bystander 

through inability to act. "But I didn't want this and I 

fought hard, in my way to stop it I want no more of 

any of it. Anywhere. I'm through with the paper" (Plays, 

p. 292). "Moses has sensed the sorrow engulfing the world, 

yet he too avoids action, still believing he can find 

sanctuary at home" (Moody, p. 154). 

Even through his failure, Moses recognizes the greatest 

injustice, the guilt of the bystander. He sees them all, 

even himself, for what they are--ineffectual appeasers, 

totally opposite the Julias and Kurts. But in his 

recognition and condemnation he absolves himself: 

Difficult world, eh, Alex? So many men doing so 
many strange things. All we can do is compromise 
.•• There's nothing like a good compromise to 



52 

cost a few million men their lives. Well, I'm 
glad I retired. I don't like having anything to 
do with the death of other people (Plays, p. 319). 

Even though he recognizes the gross injustice, he again 

ultimately fails to accept the moral responsibilty. His 

disappointment in the world has caused him to compromise, to 

withdraw from the challenge--he sees the injustice of the 

world and the failure of other men but is unable to act 

himself. 

"The ultimate power of the play rests with the 

bitter-sad indictment of the appeasers" (Moody, p. 156), and 

it is Sam Hazen, Alex and Emily's son, who provides Hellman 

with the glimmer of another Julia character. It is Sam who 

poses the questions Hellman wants answered: 

Why have the men of good will and courage and 
intelligence allowed the destroyers of freedom and 
the dignity of man to get the upper hand, and how 
has it come about that little or nothing was 
attempted besides appeasement? How many of us 
knew what was happening, and what prevented our 
killing the evil before it took root and 
spread? 15 

Where, he is asking, is the strength of Julia, the 

determination and conviction to assume personal 

responsibility, to rise above the compromise of the 

bystander? "Miss Hellman turned to the question of what was 

15 Barrett H. Clark, "Lillian Hellman," College 
English, 6 (1944), p. 132. 
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psychologically and morally wrong with the men and women of 

good will, intelligence, and breeding" (Gassner, p. 135). 

Like Julia, Sam has suffered the injustice of Fascism 

personally. He has seen friends die; his leg, like Julia's, 

is to be amputated. He will bear the physical and 

psychological scars that reinforce the reality of the threat 

to freedom, and like Julia and Kurt his suffering is not 

singular: "There's too much talk about my leg. You'd think 

it was the only leg that had been in a war" (Plays, p. 

278). In Sam we see the potential of another Julia, another 

Kurt. He sees a cause to be fought for and realizes that it 

is inherently right to assume the personal responsibility 

for the threat to freedom, the injustice of being a 

bystander, the guilt of the complacent who allow the 

suffering. 

It is Sam who expresses Hellman's contempt for all 

those who are unlike Julia. 

His war experiences have made him ashamed of his 
family of 'bystanders' and now he tells them why 
••• He is ashamed of his grandfather, the great 
liberal, who now just sits back and watches; of 
his father who went along with Munich; and of his 
mother with her rich pro-Nazi friends (Falk, p. 
74) • 

Sam refuses to accept his grandfather's absolution of Alex's 

guilt: "But you mustn't blame him too much. What he or 

anybody else recommended wouldn't have made any difference" 

(Plays, p. 321). There is no excuse for personal 
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irresponsibility and he sees his grandfather's evasion, his 

complacency. 

History is made by the masses of people. One man, 
or ten men, don't start the earthquakes and don't 
stop them either. Only hero worshipers and 
ignorant historians think they do. You wrote me 
that in a letter once •••• But you've made it 
an excuse to just sit back and watch. (Plays, p. 
321-22). 

Even though Sam agrees with his grandfather that one 

man alone can have no impact, no real influence, he condemns 

using this knowledge as an excuse to become a bystander. It 

is Hellman's indictment. "By indirection, the playwright 

implies that the efforts of the individual do have an 

importance in the formation of international events; the 

sum-total of the work of one man is important in maintaining 

a free world" (Gassner, p. 136). Through Sam, Hellman has 

once again shown "her distaste for those who find excuses 

for not taking up the sword." There is no excuse, for if 

each person felt his individual effort worthless the 

injustice would succeed. It is the combined effort that 

makes the struggle worthwhile, provides hope for some 

success. And Sam has finally recognized the worth of 

personal responsibility, the value of individual struggle 

and loss, as Julia had. "I don't like losing my leg • 

but everybody's welcome to it as long as it means a little 

something and helps to bring us out someplace" (Play§_, p. 

324). He "wants to be sure that his generation will not 
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have fought in vain" (Gassner, p. 136). 

Unlike the previous plays, The Autumn Garden has no 

major social conflict around which the characters 

revolve--there is no war, no industrial revolution to create 

a cause, a purpose. It is however another indictment of the 

apathetic, those who stand by and watch the world, and 

themselves, being destroyed. It concerns itself "with 

individual persons, bystanders who try to come to terms with 

what they have made, or failed to make, of their own private 

lives" (Falk, p. 76). The setting is a Gulf Coast resort 

town, a boardinghouse reminiscent of the home of Hellman's 

aunts. Each of the characters is shown early in the play as 

passive, weak, lacking direction or purpose. There are no 

Julias. 

What is significant in The Autumn Garden is • • 
Miss Hellman's approach, her feeling about most of 
us of the educated near-upper class. We are 
earnest, we yearn, but we are not serious, we have 
no clear purpose. We have no binding commitments 
to ourselves, or to others; we are attached to 
nothing. 16 

We are Ned Crossman, a self-proclaimed failure who drinks 

too much, but can do nothing to help himself; the General 

and Rose Griggs, who are unhappy, about to be divorced, but 

really don't know why; Nick and Nina Denery, dissatisfied 

16 Harold Clurman, Lies Like Truth (New York: 
Macmillan, 1958), p. 48. 
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but dependent upon each other's weaknesses to survive; 

Carrie Ellis and her son Frederick, unable to break their 

ties to each other; Constance Tuckerman, who endures her lot 

in life by living in the dreams of the past. "'Lacking in 

the will to action' is what almost everyone in The Autumn 

Garden discovers about himself. But there are those rare 

people who can act--Sophie and • old Mrs. Ellis" (Adler, 

Hellman, p. 33). 

Mrs. Ellis, Frederick's grandmother, and Sophie provide 

the only hints to Julia's strength. They have no great 

cause, no heroic effort, but they recognize the need to 

accept personal responsibility for one's self. They both 

recognize the power of money, and Mrs. Ellis, in a last 

attempt to force her daughter-in-law and grandson to take 

responsibility, uses her power of money. "One becomes bored 

with those who fool themselves. I say to myself, one should 

have power, or give it over. But if one keeps it, it might 

as well be used, with as little mealymouthness as possible" 

(Plays, p. 503). In Julia's spirit, if one has the power to 

right a wrong, it should be used or given to those who have 

the courage to use it. And, like Julia, pity and self-doubt 

have no purpose--there is too little time to linger over 

grief. When her grandson is disillusioned by his friend, 

whose only basis in friendship is the money Frederick can 

provide, Mrs. Ellis reinforces the insignificance of such 

"friends"--there are better ways to spend one's time and 
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Frederick should learn to recognize his own weakness: "Then 

understand that you've been the fool, and not he the 

villain. Take next week to be sad: a week's long enough to 

be sad in" (Plays, p. 514). It is Julia's philosophy of 

"Stop the tears. We must finish the work now" (Three, p. 

4 3 7) • 

Mrs. Ellis also recognizes that her grandson is 

incapable of making the commitment to break away from his 

mother and marry Sophie. In her wisdom, she sees that 

Frederick's intentions are good, but she recognizes his 

inability to act and knows Frederick will continue to 

postpone the wedding. "Sophie, Frederick meant what he said 

to you • • Time and decisions meet and merge for him and 

ten years from now he will be convinced that you refused to 

marry him. And he will always be a little sad about what 

could have been" (Plays, p. 535). As Julia recognized 

Lillian's weaknesses, Mrs. Ellis sees those around her as 

they really are. "Mrs. Ellis, unlike the others, has 

learned to take the world as it comes, and make the best of 

i t" ( Moody, p • 218 ) • 

She accepts the weaknesses of the others, but she sees 

a strength in Sophie, a hope that Sophie will not be 

condemned by the apathy and lack of personal responsibility 

that have made the others' lives so utterly meaningless. 

Mrs. Ellis encourages Sophie, "Don't take from us what you 

don't have to take, or waste yourself on defeat (Plays, p. 
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535). And it is Sophie who ultimately takes a stand. She 

has felt a responsibility to her Aunt Constance, who brought 

her to America and has given her everything she is able to 

afford. Sophie at first is "too practical to rebel; 

Constance has done too much for her. She must stay and do 

the best she can; life must be lived as it is, not as one 

would like it to be" (Moody, p. 213). 

Sophie has recognized the others for what they are, 

impotent bystanders. She has already recognized the truth 

in General Griggs' statement that "most people like us 

haven't done anything to themselves; they've let it be done 

to them" (Plays, p. 542). As Birdie Bagtry and Lavinia 

Hubbard before her, she recognizes the waste of lives, and 

like them she is able to finally summon the strength for 

action. She hints at her future strength when she admits to 

her aunt, "I do not wish to go on with my life as it has 

been ••• I cannot be what you have wished me to be, and I 

do not want the world you want for me" (Plays, p. 513). 

Sophie ultimately provides a glimpse of Julia's strength, 

although her motives are purely personal and her methods not 

above reproach. But, unlike the others in the play, she is 

finally able to assume personal responsibility for herself. 

"A close reading reveals several points at which Miss 

Hellman uses Sophie as a mouthpiece concerning the 

superficialities of the other characters. She bides her 

time, but she is far from spineless" (Holm in, p. 125) • 
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It is Nick Denery who provides Sophie with the 

opportunity to break away from the pervading failure of her 

environment. In a totally innocent situation, she is 

compromised by Denery. Opportunity knocks and Sophie 

answers without hesitation. "With her back to the wall in a 

hostile, foreign land, Sophie uses her wits to advantage, a 

familiar trademark of Hellman's characters" (Sievers, p. 

288). She is now fighting for her own survival and is not 

above blackmailing the Denerys to succeed. "Sophie's 

blackmail • becomes • • • a way for Sophie to keep her 

dignity. She will not accept charity. She insists that she 

be credited with blackmail" (Falk, p. 82). And she makes 

her point clearly to Nina Denery: "But I will not accept it 

as largesse--to make you happy • • • • One does not have to 

be grateful for blackmail money." (Plays, p. 537). She 

knows what she has done and will accept responsibility for 

it. She, of all the characters, possesses the courage of 

her convictions. 

"The main thesis of The Autumn Garden is that we are 

all ultimately responsible for what we become" (Holmin, p. 

122). It is Julia's creed and Hellman's belief in this 

personal responsibility that provides the underlying moral 

throughout the play. 



Conclusion 

The Julia of Pentimento is clearly a heroine to 

Hellman. She possesses all those qualities so passionately 

admired by Hellman and is used as a role model, a measure 

for the charcters in the plays. Julia's qualities of 

courage, conviction, and personal responsibility weave 

through Hellman's characters, defining them, creating the 

heroic or admirable or, by contrast, holding up to judgment 

those who do not or will not assume Julia's qualities. 

Julia is the antithesis of what Hellman clearly abhors. 

"From her plays, the closest thing one can say about Miss 

Hellman's view is what she herself has said: that she hates 

greed and persecution." 1 TO Hellman, Julia's generosity is 

unparalleled; her courage of conviction has a strength that 

demands total devotion, total self-sacrifice. 

"Hellman's anger in 'Julia' is, for the most part, that 

of an adult. It is directed at real evil and injustice--it 

is not just a function of purely personal jealousy or 

injury." 2 Her anger in Watch on the Rhine, The Little 

Foxes, and Another Part of the Forest is directed at the 

blatant evil, injustice, and avarice that must be dealt 

1 Jacob H. Adler, Lillian Hellman, Southern Writers 
Se. No.4 (Austin, Tex.: Steck-Vaughn, 1969), p. 13. 

2 Doris v. Falk, Lillian Hellman (New York: Frederick 
Ungar, 1978), p. 139. 
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with. But in these same plays, she points up the need for 

personal responsibility and courage of conviction. Her 

anger is not merely an indictment of the oestruction of 

evil. Through Julia she provides a means by which one can 

hope for justice. Kurt and Sara Muller, Fanny and David 

Farrelly, Alexandra Giddens, Birdie Bagtry, and Lavinia 

Hubbard all share, to some degree, the recognition that 

there is no weapon against evil and injustice but personal 

responsibility. 

They recognize, or grow to learn, that they create 

their own destinies. "When in most of Miss Hellman's plays, 

human beings fail or are destroyed, the powers of 

destruction are in human hands; they are not functions of a 

higher necessity or fate, or of naturalistic forces" (Falk, 

p. 44). It is the bystanders who fail or are destroyed, and 

in The Children's Hour, The Searching Wind, and The Autumn 

Garden, Hellman's anger is redirected to the evil of 

inaction, the total lack of personal responsibility. "She 

oeplores failure through lack of direction, self-discipline, 

or energy--'wasting time'" (Falk, p. 83). Karen Wright, 

Samuel Hazen, and Sophie Tuckerman ultimately reach beyond 

the bystander in themselves and assume the strength of 

personal responsibility. They have achieved a small measure 

of Julia's character. 

It is the personal responsibility Hellman so admires in 

Julia that is her measure and it is according to this 
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measure that her characters succeed or fail in their lives. 

Like a Calvinist she probes into the soul of her 
culprits for a personal indictment. Men and women 
have been endowed with reason, they have had 
examples of history to guide them, and there have 
been many good and stalwart people who defied the 
corruption of an age, who saw clearly, and fought 
bravely. 3 

This is Hellman's standard. This is Julia. 

3 John Gassner, Theatre at the Crossroads (New York: 
Holt, Rinehart and Winston, 1960), p. 135. 
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