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Ful FAJAAAM g S2rEe] AES FelRW I3 mluleig. wS oA
£ AAZ 194719 7HAok ol A= dF AR A7IE AL 3= Fashion!
£ A%< Anna Cora Mowatt®} Rachel Crothers, Susan Glaspell, Zona Gale
I 2L ol AL F Ut AT A 20417] 7R EEstA 53
q3&7te AL EAEA Ftrh Honor Moore: °]& F1 AFAE 4

Zo] WEol AUA & QES GASoA ANBE G4 AP Fao,

Male exclusion of women from this camaraderie, perhaps
more than any other single factor, has been responsible
for the lack of a female tradition in playwrighting similar
to that which exists in both fiction and poetry. . . .
Western theatre has mostly been a man’s world in which
women are violated or adulated, depending on the
historical moment, but never allowed to express their

whole selves.?

Attt oA S27rEe] £ EAstA o449 olopr|E SlstE e Alx7t
Ao FA vHILEAd o3 AAFH Fd foAM FAHE FEL I3
Agol AU ki, iy FFol 49 Felg dFAAE AlnEY
gt GA=ENe oz &3E 73 EA 7] o 2¥THHE A4
S271e) 2Eol oA Y EAMBE A AAHIR o|wE AHE dart gl
ot d & 1937@ “When Ladies Write Plays"gt= Z9|4 Joseph Mersand
t 94 SA7HY Sdl= AL3lA 4ol fAsHA AoAHo Anx v AT

1) Anna Cora Mowatt, 18453 &4,
2) Honor Moore, The New Women’s Theatre, New York: Vintage, 1977, p.x iv.
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. . Joseph Mersand asserts that women playwrights
"rarely philosophize, their social consciousness is rarely
apparent; they don’t preach sermons; they don’t raise you
to the heights of aesthetic emotions.” He concludes, "If it
is the pﬁvﬂege or the weakness of the daughtefs of Eve
to write faithfully of simple things, our women have
availed themselves zealously of that privilege.”3

o)l ulge] 3} Judith E. Bardow: 34 ZR715& @4 237153 ge
s oz FAlol Ao dAd o8 FAHAY AAHL 49 BAE
s g%n omes, g4 IAFo AHA 240 AP Juhe A
247 u# AA7 229 A @b

ANF A5 AN} EAE Tsatd FTAYD Foje 2599 A
Holm AYP TR LRAolGe SHH J4FA0 oFojxE B
FHoz A8l TATo) dole AHgel Yol WA Farlel AnE e P4
QW 93 WES LHAL 4 AN Case: A AZeNA BHY o
Aute] QA hare] ML ger 2o Adaln Q.

Their focus has been directed to the personal networks of
family and friends, creating kinds of experience which did
not lend themselves to articulation in the public figures of
rhetoric and oratory. For this reason, some women have
developed a different tradition of dialogue from that of
men. These women have excelled in the personal forms
of dialogue. . . . Personal dialogue is not removed from

life, so it operates not by mimesis but by enactment.5

3) Judith E. Barlow, Introduction, Plays by American Women: The Early Years,
New York: Avon, 1981, p. x X KX.

4) & 2, pp. X XX-X X X.
5) Sue-Ellen Case, Feminism and Theatre, New York: Methuen, 1988, p. 46.

-2 -



FHED g d4d S5 gst 71He Aol ololA 44 IRE sy
o] Exog uAAT

1960 th T o] F A3 Awoz RzE] AR ANUE £FL By
ol O FAME 49 FArt F3] AFE dFdxE #AHS 712017 A
APt 2@ =HOE Aphra Behnd B E3 978 A7H o4 737}
g Rohim, A2e Aoz 943& nFets) AZHAT Moored] thg 2

< ol BFA 94 A5A 7€ TIF2 Uk

Were there precedents? Or were we pioneering? I wanted
to find out what had happened to women playwrights in
the past. It was time to place these new plays in proper

historical context, to bring them together, to name them.
6}
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150 MmaA Fe o4 FANES B2 W)

@9 4R AR o) 44 T AL Aol WA B =@ 1=

L

Ak MFe I HE, T FAME o4 F AFL AN Nz F
S itk 9Fo2YH SYS A7) AT A9 BF2A 184719 o
FaAtEe 21U H3A g9 ddel 3PS TG AAY A, 5
B AYss e 2 42e AASHE A3 AAAYG BE olWe) 49
e 2 Ade) o 22W AF7t BE & UAcke APAA TFED
44 FANSE FAe N33 U2 44 FH HATHA P B
5

o oA} =0T Eo HAZAow BRI AANAL s Kritzere oA 9]

o

oX.

o

6) Moore, p. X iii.

7) “The plays do acknowledge that independence carries risks. Freedom of choice
implies the possibility of choosing wrongly.” Amelia Howe Kritzer, The
Cambridge Companion to American Women Playwrights, ed. Brenda Murphy,
Cambridge: Cambridge UP, 1999, p. 12.
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H34d $uge] gxHE, LEYF A42e Ado] Yo AR U
& te 2ol wals

The virtue that most distinguishes the exemplary
American women in these comedies 1s discretion. Since
they develop discretion through the trial-and-error

exercise of choice, this virtue depends on freedom.®

A =7t AdR g4 A9 A7 AFA AR gE 1 yd GBELS
2ol o Ap3A WMsE FAodA Bz, A4 FF7LE] T G4
AR 30 d 9hol Mowatt®] Fashion© 2 FE3t3 o

o)FE A FHILY oo} A4 FHEL AEHo R BHEA R
st whAe 2 AZIE AR gYHo & FH SAES U
Ae Absle A oAe] W aAdH ghe wgdlyd, RAHAY FEH o
g JET 22 AR vdgd 44E& 7E}A Kt 79
28 gtoh AAog AAFWE A FAVEY AF Sl 23R 49
F3& 9E9 AZix glol FAFAY AFA BANA, =2 A ¢5FH
o2 Weolsdx g v 2 o4 EA[AAAdAR E2E Aol I8
go] gotm vk

F97) mole g2 drEg Gim Sodq BUAS R
4349 4oz dehhe AL g4t d4e
A AT SAFE £5F oA, oA e T 3
9o AgEojof s tYow 3 Bolth ... EAEL
Zolgol7] A8 A AEsel FAgezH 2 A o
Bee AN ALEH st FR&A A

ji
_L
o?‘ar

8 & 2, p 12
9) B melx AF, ZEHYE &4, T2 AviuF, , A TASHAL 1997, p. 59.
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oAl "N FAdATEe 2 sutEE 34 ARFAY Heg HAEL &

S giste 529 Ao #AQe]l 25 UL EINE FLIIAF THEO
o metA ZHEAEE oHE27IE #FFde Aoy ouAEd A=
oddel F7t ff "asAHNY §F Y AGdA 298 71E S
o JIEESo] FANA F5E SATT 7IF33 7B 438 A B
A= JFS 2z, 4o FAdA gEZ AA7L opvzt G} diF
g FAYS ARz AGeA il A7t dasit

g Aoz o4 A& s A7t WA GA3 e AE
Uehtde AU A4 AdE diE A7 Ao ok & Aolnp. nHdFH
Bl ddi5e o]27|7kA dA =27 Od Q44 AELS |We gulda &
b AEstE 2 HWojuA XM olFH LS SFAF FHo AT 49
olu| X & “HANZ] o] (angel/whore dichotomy)' oAl ve}rl 3 Azt
(victim), °tY(femme fatale)?] F¥ o= Fdsld EF 7lssitn sz
JTHIO 2 =FodAe FA HAVS} e fFEoR Yo A¥ruz
o AAbVE AAE dAlsa BAEE olE d EXZ A7) A gL d
dolt, oA E w, ‘HAVE /M AR 2229 F4gE AR B
stz 2o Azha A7t gAY &7 FFS sl BEFSHAE H1A Azl
o 4 ‘di's HUEES A ZHA P W B es 21 7 E
= g ol2A st FAHY dEE e AHER di Y 8 ¥=
R oY FHY 944 JdE ERHT T ddFd dEAE HEE
F U 4= 9 vz T dEAQA HH &= AEF<Q Eugene
O'Neill®] Long Day’s Journey into NightdlX]xE ol2]3t A EZQ oA o]n
A7t A= Ao

Long Day’s Journey into Night o4 Tyrone’}9 H59} F o}&

o

rlo

2}

10) 184, “vlx G4 SH7MY ZF HeEbhd o4 ou A", TAd g =, , 1996, Al
5%, p. 46.



A Yge EAE U3 ded"H, 2E F James Tyroned o}l Marye
Eugene &4HA] SAle] FRoF wlek F5 Ho XNEE ¥toy, JFH
olgEclA #Ufel uloF E&9 gAE Wt 53 I FAA Fots
JamieE €¢F FEOE Bolt 49U AFAFHE HEE PHE Mary:s ZE3F
o2 dAE BEAA By wAA 3= Uy Egs B2 Atk 59
Ao FAEl 3t ol Fol FTA}E Y& W, Marydo] 29¥
A wieks B HHAH gl Aot F F UEEC] AHY AA
BRATHE, Maryll Al 429 Ad 754 A=A 28 Mary
T 3AY Fud AER AN - AeAHoE ZHFo2 N HAYY o]n A4
i ¥S WA E3e UL BA ©] F9 Maryg T3 2 5 U%
of, ‘AA-2’Y olu|A e F JAE QAN E THHT Marys A$AH &
BA7e ZFAE 49 EEs AFIANE ¥ A44E F4E9H 55 @
QA2 YetA] Zo. ol dA4 SF7Me] A4 old7t BAGA 5T
& AASIT mEtAd s SutE] BrlstEE AL AN 14 348 9
M o] vt e g4 g A7 A ojel & Holrf

o ZHH AXE FE3] St AFeA 9 HuUF &FL AY

iy

The assumption of significance to women'’s experience is
an attempt, by women writers, not only to address the
details of their lives but to themselves out of a centre
defined by default. They are, in effect, resisting a culture
of appropriation which gives meaning to women only as

they are seen in relation to men.!l)



HAo) v X3 AFFA<9 Marsha Norman, Beth Henley, Wendy
HE5H Q718 QoA FAl A8 &S F33to
AEE4E dAPE T 4F FUl fd A2E JAHJAEY AFS ¥ Jie
d Fdsx2 dth. 53] Normane A7tz A e 260 W] FE|AE&
By A5, TV =, 439 9498 ooty #ofsigd. 1977d 2R ¥
Norman® A &AF Getting OutL FE53 I 4374 oA FHd FA=Z F
E& woron] 1983d9l = 'night, Mother7} A8 A9 e 4L F4s3l
gt o3 A F3A7E F 3UE Normanol AAl] &A1 A A2
Norman< W2 9ujoA gAdF9 F2/ME AR JdoH Getting Out
of 3l D. Grantley, L. Porter & 59 4383 Fu9 a34& AdF8HL,

'night, Mother®l W3 ]J. Spencerv =% “Norman’s ’night, Mother:

r\o

Wasserstein 59 ZH&

2

Psycho-drama of Female Identity”ol A AN EA Aoz W. Demastest =

“Jessie and Thelma Revisited: Marsha Norman’s Conceptual Challenge
in ‘night, Mother™| A E3tsjdd oz Hsto] A8 ot &H FloA
= 90dd o]F=2 aue ZF oz 77 23] o|FojHgteon FE o
AFel AZoA o4 AALAF AL&HES "HFsted FH8A0. AdEg

T2 YHAb=E “Marsha Norman®| 2HEo yebd of 4 o] zpo} 3H7]7o) A
g e} Ao} FFo FHE FUAY B =FdA = Normangs AT 5%

7}2 wrolEo|3l Getting Out™ 'night, MotherE o2 o2 F33d
A 71E GATAHY AMEFYFTY 4340 bE g4 HH S AR}

o},
E =82 Norman® X2 Getting Out, 'night, Mothers T3 7]

11) Audre Lorde, Modern American Drama, 1945-2000, 2nd ed Bigsby C. W. E., New
York: Cambridge UP, 2000, pp. 323-324.

12) Darryll Grantley, American Drama, ed. Clive Bloom, New York: Macmillan
Press, 1995, pp. 142-143.



& $AFstEd od %38 3P4 WU A= FAYS FYs e
AQE AWRIR BTk ot SHEF A8 o] AYPhE Aol e
A2a7] g8 FAGE Aoz g £E Yok F AEL BE 43T
Aol AR A3 &0 AA7F FAHNND IH dgoz TPRE oA
ZAFL GFUNE, BUOE PAH e olojwe
o BANA FAFAE ol ST Yot B3 F 4F
o wH 295999 FUBAS GEoZA G4 U7 BY BAS
Polni, 4o Fojord £ASL A ek

BEAMNE T AEL A4F FFoZ 4L & YAt FAHA kB
geol BT, HE So 7AERH olb LRl AFsE P43 2480 of
Ma oz A Felndy doh ke Q4T e e F
=AL AAE AL AMRD FIHe2 F4 FAFANAN DY 4
el w3t Brht BAe BAdA ANGE d49 S FPe 2A%D
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1. Getting Out

Normman®] R ZFEQ Getting Oute 19773 LR HJY. Getting Oute
AHAFod W8s AEFY = 49 £ /s Y. Normane A
o} A7t TEIE AEHQ FUA S onEZRE F A BE AAE
AR & AEY T Aotel Arlened ArlieE FA9l 333z ot
Grantley® Getting Outsl1 A9l oleid AN AMdFo 9 dFAHY A
AZol £E€d F AeotE & Fof Yo FE#A 3= Norman®| 3| 3
Falgdzn AHen Yok oS AFAA & 5 ARl F M MBS F
A AASE Je o AEY Fd AA7 2EAHY 49 & oJF2 Ao

o
b4

A catwalk stretches above the apartment and a prison
cell, stage right, connects to it by stairways, An area
downstage and another stage left complete the enclosure
of the apartment by playing areas for the past. The

apartment must seem imprisoned. 14/

Tge 37-ez B o FY9 olrdE YR olfEE S8 759 F
AAZ o]t & A7t oz Eogu Z&LE Arlied] A 7141 ¥A
olBtEr &3 Arleneo] 40 F HFEE X OZ Arlenec] #& HAHL 2AY

3 #4223 vl 297 AA 2 AW Fdo] Fo Aol Wy
o AAtt.

FAFL SAR B39 oWAL olHES} 2So] BeAcE Ty A

13) Grantley, p. 162.
14) vht =2 A, AED $7, (83
of Wl Fajy oz B =



A T3 Jebdo. oA FFH FE59 IFF ouiA = ATE 49
A3 s 83L FHAFTE A 2 d49 AANuA 22 AHd Fo
P& FAADG F Grantley7t AAHR I FAM 442 @ A 5H2
ezl 93 Gt 239 ouAg giol drlsA Hed, O3 A44L
WRGA AE e ARFH BA Tz FEH dNE ¥ okdE a9y A
AAgol g Fxof 3 BASHULIS olFEE Arlene Holsclaw®] &3t
ol Arliex Arlene®] A otz Fof Ade] AXF 359 SdA o
Fao. F Aol Arlene? Arliex A2E H3A EsA, Arlened
At dE SAJREFS dst = a24rt ske 474 AdRE22 Arliest
AR 7AFLZN F35H4_E st I

A3 4o T2y oiRES FNE Tl AL Arleneo] FHA oA
yolux Eige AMAE AASR ok Brown Arlened] #7 Ao}l
Arlie 9¢] ¥l$-7} o} EE Ed ZAZolA FUiE ARRo] dUELEMN
A7 FAC s AT RS AAY 8 ot FA e FA o}
g G AldeA 2= Hold & gFE AFHsn U

The actor playing Arlie variously occupies the cell, and
area downstage, and another stage left, boxing in the
apartment and suggesting that the present is limited by
the past. To further reinforce this suggestion of
imprisonment, a guard is stationed on the catwalk, so that

the play literally takes place under a male gaze.l6)

Ao ot Arenecl Z%¢ Uo7t BAW, Fa7 BN ofne
Z AR B A 23 dEUel FHE FFlM 43 grle) 2uis

15) Grantley, p. 145.
16) Janet Brown, The Cambridge Company to American Women Playwrights, ed.
Brenda Murphy, Cambridge: Cambridge UP, 1999, p. 201.
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g Aol A3 MAE Aol obdE GAET AU

%% Arleneol FANA FAH3 GHEHA XYY HYF FAHES 24t
o}t Eoj A FA¢ A¥d AHFEY HES VT & Yds AHelth a4yt
o} ENN TUA HE 2de ooy, ofF Joeyd A¥olz od EFQ
Carl, 7429 45499 Bennie 5& Arleneol] Al dAold Ao AFY B
ol HMx FA} dHHAY FeE 5 gl AYES A ste 892
2 Z8%h Richard G. Scharinec] 7|4 Arleneol 72| ANE ¢F o
AefstA 4-E A5 &3 upge & Alolde FAHHOl e AL Wl
A 2B Holgdm AT YKolD Arlened W A AolE AA3A
TE JA AAAHCR S o Aol 2EHSE vEA g AE
AEA Ao

o] F¢ Tl ZFY oAE =l & UE 84F ZF WA &
3 HAe= 79 o wWgoltt. “A woman’s voice is preferred, a
droning tone is essential.” (14)2 d4 T3 ALAA A HeF 449 o
Aests =edie o7t o 84719 #F W& 7o we, A, o<

o] #& o|Fi Y Scharine A&t ATt

In the prison announcements that set the tone for each
act, the routine is broken only by the suspension of
privileges: a library not open, a front lawn and picnic
tables off-limits, an exercise class cancelled, a picnic
postponed, a visitor mistakenly announced, and so forth.
In spite of inclement weather, however, work details go
on. A lost checkerboard suspends all checkers playing,
and even a gift for a retiring prison volunteer 1s a

required project.18

17) Richard G. Scharine, From Class to Caste in American Drama, New York &
Westport: Greenwood Press, 1991, p. 220.
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FdeA gAstHE 35 oAy FZa onAe FAAZ oo, o}
HEQ e Fd HA Arlened] AFEE AL A= B9 onAE
F7A gt Arleneg Fol v AIREF AF4HA BAE #E 7t e
4 AA T (A} ddsr 2ol Y EAAT Aolo 2HE He
& 37lel o] BF7L {2 oujdA £ 9 AolE F£Hd= FF5o] HeE A
oje}.

Arlie®} Arlene®] ¥82 Arlened 3% &7 9% A€z Lol
Arlier BS§Ho 2y 713 A8 BARE AYE B3 X3 1009 vds
g zetolth, 2 oA A oA A HA FdARE L o]FE AAS
FAE 43 ddezgtdd IR Eain, 2 B9 Ao} AL B
de ARQ dojst E2ld P& T2 Ao=2 YedY. Arliee A4S o}
HAZRE B33 F7]E 4o FaHsHA HAsdd oy E v g3t
AME, BAE FA87] 9% YHoZ onjurt gAaE WA E8 FB:
AE olafstz Yot Arlies} vl A2 Arlene 9A] ojviv 9] oA w A&
7] 43tA T, FAY A o= dweolE o Es 29 Zldid &3
23}, Grantley= ©] RUIAZE F oA, 2 FAME 53] oYzt A
HAAZ Qs FdRFojAEgn AP 5 QUvtn Zex Yt

Arlene vainly appeals to her mother for love and help, but
it becomes clear that this relationship i1s made impossible
by the damage which both women have sustained, the
older woman through her impossible position at the centre
of a problem family and with no support from an errant
husband.19)

18) & =, p. 220.
19) Grantley, pp. 144-145.
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oA AFHE Arlened of{AE HAZ So FAF}AE B2, Arlied
Zpotol] g g vl Hxo dAHoE BT a9 o= B T8
e B ol ohldAE Y& HFE= LA 7HRFolUT ATt
dAE ohdldA 71 AAE =EF dddtz BAYAE stz Ao “Your
daddy ain’t doin’ too good right now. Man's been dyin’ for ten years, to
hear him tell it. You'd think he'd git tired of it an jus’ go ahead . . . pass
on” G4 T AU E B3 Arlened] o}HAZ 1084 BE FA o} =
i gon ojujue] Rgo] Hol gtk AMEE & 5 Ut AHHL2E FHA
of 7hg o2 A9 ALE HFER oA E A FeHIFLE gusHe AE
of A ket

obj 2|7} Arliecl Al 71d 8L Arie® 3t YA A £HE YAt
A st EAolA A#rt "ok HAC Arlier ZF59AM 252 AYsAE
H ol F74 Fol ¥ 319 ofE JoeyE Tl WA 1E A F7)
AMA A Arlied] oFE Joey= T o2 A7t EAL(oy)e AT w
ol g} “Where’s my Joey-bear? Yellow Joey-bear? Mama?”(54) &t ¥ =
yel wola & £ Axeol WA & s EAF(oy)E FE eI
QT AF Y olFAA mPrh wekA Arlierlt FdEA ARE FIEE 5
Qe EAY ole] JoeyZt 2 E FLFHUES ®, 29Tt 258 IR A
T2 o4& 4 vie AL 2d9d AZod. ol" 2v= FiiolM viE
A B A 7)AIE $dH o2 A o] ABL Arlie’l ArleneoE W AIE)
A He AEgA) TS T} Arlied] of¥{ A9 A F o] HAAIYSS A7)
3 o Arlie7t BAIZIALAAA op ]9 Bgg WAATRT B 5 AN H
AN7IANRAE ol A ootk ¢dR ddezMe 28 Wl
Arliew FHAZ|A A AF9] PoldE FHLoEN FAHoE ofHAE 49
dob 2 2 ave B ALY ZAE mdA AEle BEeRAE vt
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24 A5s d4H FHES) BA ol 9FAHA FEITRAIL DT o] A}
A o|¥Z Arliet JoeyE HFo} B 7] GAN 2227 Wsjotsgs
2248 Az B Joey® HRod: 29 ddsdAY 9A 98
dobet 32 £9¢ AW TARY VA AL WAk e Hol 2
W7} g BlA WY AEojth Scharine Arleneol AF3l7} A3 s
Mo & $EQ waHoln wAAFIA Ariet AARLZN L A
o] Ho} 7|} ojoj@g £” ke Vo) £ AL e 47
2 B9 ddss) daMen gano

M

43 233t Arlied) 8§93 TUE sEE TEL 2A1Y S48
o) HA AL Aokel Arence] B AT. Arlied] Wil U FLF &

Fe 2o WAL &3 Aot ouX o] ARAAUG. o Ho}E Fo|
T @ABA A2 E Aol dojyel) J|ET RelE EAYoR wopsel

3ol

. they said it was three whole nights at first, me
screamin’ to God to come git Arlie an kill her. . . . then
that night it happened, the officer was in the dorm doin’
count. . . . there’s all this blood all over my shirt an I
got this fork I'm holdin’ real tight in my hand . . . . an
there's all these holes all over me where I been stabbin’
myself an I'm sayin’ Arlie is dead for what she done to
me, Arlie is dead an it's God’s will. . . . I didn't scream
it, I was jus’ sayin’ it over and over. . . . Arlie is dead,
Arlie is dead. . . . they couldn’t git that fork outta my
hand till. . . . I woke up in the infirmary an they said I
almost died. (180-182)

20) Scharine, p. 222.
21) AlwlaA 4% 22-244
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Ag LA Aold Arlier © o] oH9 Arliert ofd &% A UF
Arlene°] ©o. 2 E dg 22k 9 Zo| AW Lol A&
2 Pyt oA ASLeA £& £ £UEH Arlened 23l {3
FEdol W AzER Qlo] EFde qd4ozE AdRT oy FEF A
Arlened] MEE AFL 2227 A GA7L EE Aojd ELGAS Rolg
= Aolth. 2R Iyt e JAEEDY #AANA 29t A3 ¢4
a9 A&l At QA4 HEA Arlied] AJA A Aoje} PFo] A
HoZ REHE oz & F Avh I ArliedlA Arlene23 9] W= F
wHQ o] obd ALFIl a7dE e E WEEHIVE A=, 2 &
T AFA%telE Arene A9 oA wE AYE ¢ F Uk WA ol
Eo) A e " AAA A dAE FANIIE 7 Aotk A=
Hold Arlened thete AHRES ¥ QA T a9 g HER g8 F
21th. Benniet: AA}E Hel o] & H Arlie7} cld ArleneclgE 0]§E =
HHo g BEFu(40), Ay Hart 71&o3 RS v2 FA ZH70),
Carl2 93 AYS F3AdE Arlened Zell 38 Win] go A Az}
g dE3HA "ol dd(164). & Benniet 3t ¢F A Arlened o] 43}
o Ao &FF Agesty, dAE ul2FA R3te oeye A "Hojd
Arlene$ ol ¥ Fo| AoEo] Jrt. A Carld Arlie7l °bd Arlenec]
AAE ARstn adddAA EEAdEe 35S WelEY 7 ¢lo] Arlene
AAE FAE FAZA ARE doly WA

@A Aol Arlened "4 & F ARl FALAN ETLLE Y=
7H-E A3 878t AR ZAEARY

P>
b

e
)

rlo

Ir

K

What 1s still alive is Arlene, knitter of sweaters, the best
housekeeper in the dorm, honor-cottage assignee, and

early parole material, The final exploitation has occurred.
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Arlie is now Arlene, the patriarchal society’s perfect
woman: domesticated, in legal bondage, permanently
economically subservient, and unable (or unwilling) to
defend herself 22)

2o} JHACAE Adenee 7HEHE A7t 2FsE JYHE FE5H]
A8 25 Bkoy, 289 R4 Adenet 2L 4ol AHolN
A4 SYe oFE ol WEEJ Gk Al UE oWys Arlened] 3
AA olei g =& ME&Hol AN

ARLENE. I took some beauty school at Pine Ridge.

MOTHER. Yeah, a beautician?

ARLENE. I don't guess so.

MOTHER. Said you was gonna work.

ARLENE. They got a law here. Ex-cons can’t get no
license.

MOTHER. Shoulda stayed in Alabama, then. Worked
there.

ARLENE. They got a law there, too.

MOTHER. Then why'd they give you the trainin’?

ARLENE. I don't know.

MOTHER. Maybe they thought it'd straighten you out.

(64-66)

4714 olmjY7}t Arlenec]l FA LM BE XKL £3Foz ARG Qo
ol S ol AlAOA & 4= YFo] HA Ao}l Arliert o]Ae] Azm Yd

gl FAAT Agel UF WAL T ofolus EHE JHSol
Fealn 43 e AREA AR AAS AQAE Rolt. weA olF o
zel7] A% Ao 2H2H FALY JAARY T4 Ut TS| 3

22) & 2, p. 224
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FazxE 7€ 71RF A9 JAAE A3E] Aty ol & HE =9
AR gett J & ZAE Arlies Arlenecld} ¥ 2n 149 293¢ 3 &
NAFAG. L 1§88 BHFUE A 24l d4de=24 AFGe7xE A
of YASe AF A ‘Arlie girl2 EBAQ AlH9 Arlie7t otde}, 3
1Zto 249} Arlened & W2 EFdATe 9rlE 21 U Arliex
EA AN GRS AUGE H$E WA, ofF EAA AFFHo=
g&3A "o 233 EAE Arlied Al 2ol wpAE o] FEA Fe2yE
Zpol “hateful self”] Arlie7t obd A9 £3 AE7E @73t 2 £F4 0
o f+% Areneclgts &3] ANEE Algo] Hojopgtin WHAZT 1
g2A Wsz|g sE ug Add Urtd dee A2 BRF ¥ 5 302 A
(180)olet =3}t th23 22 Arlened] n#E F3 Arliert AAYD 2%
A9l 27l Afdied] WHEAS 921 a1e] Ao} AAE FodtA HER
o= AMdE & ¢ A

rO

O

This chaplain said I had . . . said Arlie was my hateful
self and she was hurtin® me and God would find some
way to take her away . . . and it was God’'s will so I
could be the meek . . . the meek, them that's quiet and
good an git whatever they want . . . (180}

EALE Arlieg Arleneol2te o] ¢]Fo 2 3| EAAFI 217} Arlene©l
Ho] AL U F71& u#HEs) & Aotk 2u EAZE Arlieg A H
o2 g Zo) olyg, wd] wstAlAck & g o FHIEE gFAL POl
e AME 27 A AAE HeAE g 7id A1AT8), SA7E F8l
A7l 71En wert A3z aFste BEdE dEHdns Ada =2d
o mEtA EAL b8 T Adiedl Al AHFEE T oA 292 2L

H
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ojA A9 Fo 2YE BGE ulg AUAT 493 BIHHE 19 AR
delz 3% FAAF P9 AUR ged SAF wd F Arlies AW
T AN FAL 93, AL FU1AARAA A SEHY BAE As
A &3 APy

223 ¥ olglEZ {7 Arlene® Bennie®} Carly #&& ¥Wed. F
Age Az g Edez JyE FojeAwt, aUE FI ANY &%s
A IR 3= FEAL /1A Yo} Bennier Arlenedl Al AAIH oz A
g e E AFse gl oliE T3 FEAINA X AHETE A
Z AL 7% W Carle oA B85 EAZ v Fof 3ol gl
o9, Arlene°] °o]A3} o] 19 HEYI} Hol & AL Zadth AW F
A 2% 879 & % 2yst oo AdEs & AAA dHE #FH)
At 2EL Arened FACA & FHd fle F5E AA=2 A0

-

ol

o

Z 319 AdA-E AAsAY 2 AL EFAFTI ojotr|E EolFd
= Aol ol 150l A|FStE HE wolsd Aol vk Xd ¥ol

t}. Spencerd] T TellA & F Q1K) ol F ARE G HAEAH A4

of g 2xE Y& AUz U

Whether father, husband, son, brother, friend, or lover, the
recurrent theme is misunderstanding, misreading, or mis-
recognition of women. Since women's perception of
themselves, and with it their ability to act, depends on
male recognition, patriarchal power is shown to be based
on a kind of deliberate blindness-on men’s inability to
properly "see” women, coupled with their need to see
them in a particular way.23)

23) Jenny S. Spencer, Making a Spectacle: feminist essays on contemporary
women’s theatre, ed. Lynda Hart, Ann Arbor: The University of Michigan
Press, 1989, p. 159.
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AAEAAE 5EFE PPz de3 FrE uEHAME qYdES A2
‘A Re FHES FHL A4S I oke Rol Feta AFat=rA
st ©&9 Carldt Bennied] A7} 22 o7 @

CARL. Then that cab driver comes outta the bathroom an
tries to mess with you and you shoots him with his
own piece. [Fires an imaginary pistol] That there's
nice work, mama. [Going over to her, putting
his arms around her)

ARLENE. That gun . . . it went off, Carl.

CARL [(Getting more determined with his affection].
That’s what guns do, doll. They go off. (98)

ARLENE [Struggling]. Git out! I said git out!
BENNIE. You don't want me to go. You're jus’
beginning to git interested. Your ol’ girlie temper’s

flarin’ up. I like that in a woman. (112)

Carl®} Bennie ¥ AFE-2 Arlenecl7] B34 g AAHY EAE 23 &
FE AAT, 297t Joeyd} A AFE Fein dolvlEie %S 2¥s:
2 53 olaatA Eatn 2318 Arlened FHAY HHEH 4 Loz T
g 7t Ao FEHAHE dESIT

Arleneg A9 #HA zol) Arliedt 9| MEL #4& AAHWE EE
do] HEF Aolgte 7|gE EFJUMGY. Y &5 FARE IYE B
Fole BEAHoz Wgst glo 2229 For Hoprtes 217t A3
A 4 5 Jde AL F4H 3, WEdde W5t E4A 2WE #
E3t). Arlened vy rst W g AR2HA o2 Aozt AR,
ol yE olMz} ol IWE WASA H W 419 WS et

A E gk A7t JoeyE HES F ALLUH I ofo|r} FFERFH



oyg w= AHo|l 93%)a HAF3t Arlened Al L= AHL HAd Arlie?t
o}y A = e g7y FHYsE FdE AAEHA Arlened] A Ao
&2¥ 3 BEAANAZIAA BEE F31 IS & F Aok

MOTHER. You never really got attached to him anyway.

ARLENE. How do you know that?

MOTHER. Now don’t you go gettin’ het up. I'm telling
you . . .

ARLENE. But . . .

MOTHER. Kids need rules to go by an he’ll got ‘em
over there.

ARLIE. [screaming]. No Daddy! I didn’t tell her nuthin’.
I didn't! I didn't [Gets up from the bed, terrified]

(58)

o]9} o] HIAMA A Zo TlE Arlene® Arlied ME TE 4%S WA
st RAFHEMNE T zolrl =73 gle Aol ZstA ddHo] nzt
91&2 AALET) Arlened 249 FU3 E L2 JoeyE HEELE AgE v

S gojygo2M e ooz oy A4 FUFE o|FH AMES
FA T, oJHUE Arlened 2x9 Anigiz @H AYS WA} WEA
A 2o 2ZH Arlened] A=e HAEAG.

Arlened Zole = E & A< Ruby:= Arlene® ojvjye] A3 &
Ages = 02 =289 o4 fu #AE AAYH Rubys olHE SF9
AE ol2 02 Arlene® U7 E HAFAtolm AFe] gjAatE U= oA
olt}. Arlene® AF7HA FE7telAl diztgle WAL Pold FAol U7l
Ruby’} A8 g7t E8& Fev d5& 4ATH

Normano] ZE oA Z2AAoEZ B oA Fd 34<! Rubys &

il
Rl

do

-

As AusA #AsEA A wWEF ATBAAE 4A €L JdEoth
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Norman A a2yrt AEdte JAEF dF FES WS |

de 99 sz WAL Boprhe oEe] 1EolRR BT Ut

HARRIOTT: . . . Is it that they are clear-eyed?

NORMAN: Yes, it's people who need ultimately and
finally to find out what the truth is, and who are
willing to know it, whatever it costs them. They
are not interested in suffering, they are not
interested in pretending, and they want to know
how things are. They want the real story.?4)

t}&o) A B5o] RubyE Arlenec] @45 A=E ASEE FTLIUAE ¢
AL HE F ol Al

ARLENE . . . That ain't why I quit bein’ so hateful,
so I could come back and rot in some slum.

RUBY [Word "slum” hits hard]. Well, you can wash
dishes to pay the rent on your "slum” or you can
spread your legs for any shit that’s got the ten

dollars . . . An I don't live in no slum.

ARLENE ([Sensing Ruby’s hurt]. Well, I'm sorry. . . . it's
just . . . I thought. . . [Increasingly upset]

RUBY [Finishing her sentence] . . . it was gonna be

different. Well, it ain't. And the sooner you
believe it, the better off you'll be. (176-178)

o174 Ruby$ Arlene®l olmuyr}t FAlste Qoj9 Apole] 43| =2ut
tH ol F Aol &g Adotrte ZHATH & diF HET A8 9=
7] WZol7l= 3tk Rubyt Arlened] Fa3e vaze] &MajFi o o

24) Esther Harriott, American Voices: Five Contemporary Playwrights in Essays
and Interviews, McFarland, 1988, p. 152-153.
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oba Aolgdm A& W Arlened olviue IJd ¥olA Bennie? 23
g RollAula Arlenedl AWE o2y FALE ¢ wynidg. vy
= HudaA Arleneo] o]HF “AEYE £'d A2 (same hateful brat)” (86)
olg}xr FREH ol Ardenedl AT oiHYdA Ad9 7HNE A EA X3
e #3783 s dAEY.
Ruby7} Arlene?] 3 dngvte 59 44 A 434 & 2=
o} o7 FHAQ sty AALE 2L Arlenedl 19 Adujoln Arlene
o] AA 2B AFAEE oln HARYoEE Arlenedl A &9 BE dAFdE =
Azte] g #BE 5 v AEYS ¢AFH Keyssart A H3H% 0
RubyE @A E°] A1&3le UHES 25 ¢2 Jon, 289 F3227H
Arlene¥ Arlie® R I ¢th RubyZt 280 FHtE A, AT Ade #e
HA 2 F42g g A 94 F83% 2¥E 2AE bR @3 o
ol A =& FAU, oE FTHolY A flole oprte oAdole
FAH 2de d8& FYPFt® wtA Rubydste JEAANAN 3HHY
qdae gojd £ Utk FFEHOoE Normane RubyE T34 71%34 @
Aol g g 2 =FozH AHEDY FUE B IS ¢ F
t}26 AbA Arlene©] ArlieE A&s9 e 298 Rubyd Al BojFon a4l
| €712 YU FA Ao} ArlieE AdFIGE AL o FuHAE ¥
A3le 23do] "k 297t Arlied o oldiste AA o2 Yolrted o]
A Ruby¢tel $A3F AE T8 vy Eo] dh. =% Bennie®t Carld]
g X <ed AoIME RubyZb Pol HoJFUAH. Laurin Porter’t 23X
o] Ruby2te] $A& Arleneol Bennie$t Carl& AXIEE aoA §71&
Fm, A &o=2 Arlie’} Arlene?] 0|58 AFHoZ HaEF FHo| olFo7

1

i

=

o

rl

25) Helene Keyssar, Feminist Theatre, London: Macmillan, 1984, p. 164.
) e e oYY TE AL, AT 9 &4, THUUZY A B S
Rethinking the Family, , 3+& o}7td|v], 1991, p. 30.
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A k.20
Norman QQE|FolA IW7l Q48 wdBAE F=34 8 AL 214
A9 BEAA 7198 AYE ¥R,

I am particularly comforted and find it a joyous
experience when the best help, when extraordinary help
comes from a woman. Then there is this great bonus of
special understanding. A special peace comes from playing
at your level with another woman. I am also finding in
my own personal life a new route to understanding the

women in my history. . . .28

Al 23 Normane Azt FoiBAE 2go2s o A, of Ahsle o
A e A 5 sl g3 AFE 2& 5 Untn 2o Arleneo]
olFEA Wte AAFES T Bxo Hdo] AAL =7¥9A Arlied] &
A7 A <tel -3 EAst2 Y-S ZALot Jhevl elX Rubydl =&
< ZA4Q 9¥g dd aUE AR ArlieZ HIY22ZH FHA o JHwe

7197 Fe7pA BF AL F de AL oiddga A% wlEY
Arlenee ArlieE ol#|sta A1, & A A AANS ojFgdn e HE3
vl W&ol o ol ArlieE w7I1AY YA ¥ ayet ggmdr

ARLENE. I did . . . [This is very difficult] I mean, Arlie
was a pretty mean kid, but I did . . . [Very
quickly] I didn’t know what 1 . . . [Arlene breaks
down completely screaming, crying, falling over
into Ruby’s lap.]

27) Laurin Porter, The Cambridge Company to American Women Playwrights, ed.
Brenda Murphy, Cambridge University Press, 1999, p. 203.

28) Kathleen Betsko, Rachel Koenig, Interviews with Contemporary Women
Playwrights, New York: Beech Tree Books, 1987, p. 340.
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ARLENE [Grieving for this lost selfl. Arlie! (184)

il

‘Arliedtz 83dE AZ A8 AD Arlened QoA #A Aolo] o3
H3e, Arlie7t FoloF AW nEH 2t AT AREANE L& @
HBo = Arlene A Aol7t7] M= Arlied] AWHI £2 EF d5E
7hd 84121 AAA AEA d.

Q¥ Arlies}t Arlened @4 SRSl 2812d AIAHA AXFH
AHg HEg Ad F Aried] B8 - Ao ZJAA L A3 FAME &

T 5258 ZF B¥oE AIANHD ‘AW’Y ol o]H, Arlie7t A
oA F&=e dAel AHF7 275t d2 ZEAAR £FHY L=
Yol Arlened A BAEE WA g8 TE9 ‘HAVY oujXd of&
Aot aelm olej g WRE Arlie’t 53 Arleneo] Foid] THFoEM JHE
F AEZE A3 gdad 7k g JSE RAFE X oo 2y
Norman2 Arlene°] A4S A £F Aol F71H&A Hbg3= AfolAtolu}
o BA ) Arlievt 71EA 3 59 55& Folycrh 2 BFHA A
Aol Fo AP o @ Arlied 7dES A A =Moo B F%
2} Normane AHEF9 Ao o271 & AEdq 7|& 7HE% A3 7t
RAstes AXg & 4L At

Arlie®} Arlene2 At3|e] wrEksizlv e £33 YAE Aotz o
Hejo]lE 2 ALS| Y AEYS ¥4 £ vk Arlied Al AEle ERFoE
olgdtn FAFHdE FA FLolH, ArlenedlAE BEIYII &3t L3
Aolztol & Faolty. AFA VAT WA Arlene ELHZ AopaiA
Arleneo]l ThAlg Ab3| 9] ¥ RUld duivy e Ao FAHT 43
Arlie®} 2&5E BA"EY

-

M o

Zo] vl FRN T A BIH ol FEY ZAL 3 oA



Rdh o] FWo] 2 2% ule AdenedlA Adiert HAS Fo) Abz
MokE ‘oF'o] olyg Arleneol Aolrbek @ & FolA oA ol sl
g A mgolge 4ol ol Tt Ut

[. .. Arlie appears on the catwalk, There is one light on
each of them.)

ARLIE. Hey! You ‘member that time we was playin’
policeman an June locked me up in Mama’'s closet
an then took off swimmin’? . . . so she said,
"Who's in there?” and I said “It's me!” and she
said, "What you doin’ in there?” an [ started
gigglin’ and she started pullin’ on the door an
yellin’, "Arlie, what you doin’ in there?” [Big
laugh)

[Arlene has begun to smile during the story. Now they
speak together, both standing as Mama did, one hand on
her hip.]

ARLIE AND ARLENE. Arlie, what you doin’ in there?
ARLENE [Stll smiling an remembering, stage dark
except for one light on her face]. Aw shoot.

[Light dims on Arlene’s fond smile as Arlie laughs once
more.] (192-194)

Arlenec] Pt o2 Hae HEs ofnye s FUW Hog 149
ooyt FF3A AAE 7 ofolo oA AN JuE ouE 7t
At} Chodorow®] o] &d wad 217t o yr} HE HAo] &7 2
o] ojmi ot FLAFL AAFH FLAEE, olTH FLAMNE AT AL 90
gt Y2 Arlene HA 249 o AR Joeydl omURAM Holrl
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= a7 9t Joeyst 7HEo] 97] 943 Arene TU7 49E 4 AW
4 7bd Fol & YatA Grk 2 MEolE Ardeneol Basiord A
3 Age] $9s w2, o] I wAY FANA BAL Arlenec] T
Wo) ofd AFAM T} §71% FAE AU AN ehbrtelee
e H9L AEth Arene AFHAE ALRDY AA Aok £33
Agol +4¢o2q 85 o 4FAUT, 29 Ao AEE ARHE I
93 dHs AFeZ ot Hel7] WEo|Th

Arlencol T obEel F£VE B & 9&A, TUst AAE FaAY
2 A9 22 F AeA, £ ouiUst BE AWES} A2e AZUAS B
2 4 31eAE Zol ANH} 1A @k Zelu Ruby7} Arened 2T

rl

nl[o

_a

A “You can still . . . you can still love people that's gone” (184) @1 %
% Arlenecl AlE GAl 9 oy A gafe &2 WY Jheidel o
T A& 0

Getting Out®l Arlene< 22\ Ud 9 &8 AAA77] 93t z7] A
AN stafsle 2E FolWit) Arlened Aol oW HAY Arlies E3
HEA S C Aol HE EAA7I Hees FAFHHE Boln 2y
7} ArlieE @olEQAE W HEL AEHS AFHIA AlF oA ol
A< ARA Aot Getting Outdll= F4E o= 752 A3A A7 A
Al 2= A, Sol ¢ wWrtA dEgle]l wAEY. 2 A2 Arlenec] $o 2
BA 2 otntE FEY Fido] AAHA & Folldve AdA & = AU
“I don’t want them there. Pull them out.” (32)°]gte 21 At X BX

S

ny

o] Arlene2 F4e] &Ao A WL Ztnm aZE Qofr|E A

Benniest o} E Flo=w thAHE GATAHAS Y A o3 A=) T

29) Chris Weedon A&, ©13} |4u|&83 &, MET2EFZF9 #HuyF by, |
FHALE 3HAL, 1996, p. 79
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Arleneg 7] 98 2= JEEXA THY AEZE U4 AFE o}
2 Z3AY, ol&dEEAY, E83U P& HAFERE Hodge T4 ¥AHH
Q) WEE Role UdE Sl o AFPA AN FRIUES W Arlened
o]2¢ Ruby$ FHi#AE ES2=24 A &%4& 43T I& 4=k
Getting Outdl X< FE—olRE-AZZ #ARAH| 7= 7153 A3 9
kst Bl U G Aol Aol AAL ST AN SHH Jte 3
AL AHRgd. 3 B3 Fol AYHE oA dEEo] dHd= A3FH 9
%o 98 FEEFH EURAAA =EUR AR 7159 Foud 9k
o}-22 AHBIth o] Al oA o2 AttE AL A9 WA, A, T
& T dFgsts §H SEHorE A 59 AYolth Normand F 7H
2 FEE AokE & T HAFoZN o] sHEA AlF et Ho] Rg
A& W Jebd F J 7] ol vrg& AT 22 Arliest Arlene

ol Ao g J=drt= Eua TMA F A4o] AN AAlrte] 1§
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2. 'night, Mother

‘night, Mother= Norman? ¥ zo 2 198243 2d9Ux 1983d =}e}
e EIYALE AT AFoI 'night, Mothert WF HHAELTH
(America Repertory Theatre)® HZ=goloA dolo] FAHJOY,
Normano] dA4F9 FA7I2xY H4L &H3IEF THFUT. £ FolA
= AT FHolgts E ¢ MR A odE&RIE ARAAZ AN F
dEe A QA4AES AHEOSZH 'night, Mother’t |4 AAAY EAE

T Ad4FY Fo2 HHE 5 Uve ABAEE 22z vk 53] o
o F4 #AQ ZURAZ €A FHAF BACdAN A9 FUlRARZ &3,
A&3teE FAHE Yol i, Chodorows] A 8Hd o]2d] ZA%S 7H53 A}
oA AP RUBAY FAHE T/ AHELZHR & oA Aidolge
MAAQ AL Holl A& A5 9] ZYHAAR ojdl&z7]9 HHE A3tz
ghct.

H A A8 B Getting Out?] 4FITAY Fdioe 28 'night,
Mothers 71& AMAF9 A5 FoE WiZdc= g & AE A &
F A% Tt AF 71AZY ALE FFEY Fo 23X A AAY
Az @A B A dxdrh

rlr

The time is the present, with the action beginning about
8:15. Clocks onstage in the kitchen and on a table in the
living room should run throughout the performance and

be visible to the audience.30

30) Marsha Norman, ‘night, Mother, Hill and Wang, 1983, p. 3. 2% &L o] T
ZHm oz B =PoAL BE A8 2402 Wi
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e e Al -3 ol EEH A7) WEel, ojHY Thelma® 2 Jessie
2y7l Agste Fo feAy Al g vl @74 A4 BEY 4R RA
¥ =2 e o

9] #4 Thelma®t Jessie EUE = FE A9 udziAz B4 &
89 AYL 2la Yt AT JessieZl oI YA A HA = “I'm going to
kill myself, Mama” (13)2t= vt} Zo] F AlE2 EE IAvA Fuigh
2747 &l LA ¢HEY. Jessied AEE H7] §F Thelmad ZEEF
g ooYyrt AL AfRo] MG A2 7HA 72 vEdE Jessied AR
HEATE ol #7& Thelma £ Jessied Y@l FX23AU S04 4
Aol A Jessied] A STFE A w18ty Vst A F bl /e A
3 Azt dis vietsisA &g ¢ fE #FBH AYE A B Leslie
Kaneo] tt&3 Zo] B %o] 'night, Mothere = 9 A& @A A

4 QARE T PF AFoE PrhUTh

The cathartic power of 'night, Mother is tremendous. We
are Thelma trving to understand, placate, compromise,
escape guilt, rely on reason and logic, and deny death.
And we are Jessie wanting freedom from suffering,
fighting against vulnerability, affirming individual choice
and dignity.3D

o] ZHE A 53] T4 NFAELE ILAIE FLLAE FT s HIE
Jessie®] "rolt}. “One of these bedrooms opens directly onto the hall, and
its entry should be visible to everyone in the audience.” (3) &t A &L

B3 AAE dEE gl%e] Normand Ad AH22 Bol: Jessied Wo

31) Leslie Kane, Feminine Focus, ed. Enoch Brater, Oxford University Press, Inc.,
1989, p. 267.

_29_



2E A AokoA BHEA AA=HojopgS 23t Ut Jessied TF
& “Jessie enters from her bedroom, carrying a stack of newspapers.” (5),
“She vanishes into her bedroom and we hear the door lock just as Mama
gets to it.” (83)1A BFo|l 19 weA Ugttrl 2y Be g Eojfe

24 Bder a8y a3 AY o] e 58 9 438 Xoew: 1Y
= XYUstA € A AYE Agd ALE AYRPA Jessiexs “We
got any old towels?”, “Maybe an old blanket or towels we got in a soap
box sometime?” (€)3 FHEA ol e HS FUoY HRE RoEH,
ol AAE QA& Wol HPIAE RS 7H5E & Heoege AHT A==
FHAr}. “Jessie takes the gun box, puts it on top of the stack of towels
and garbage bags, and takes them into her bedroom..” (20)2}= A ¥l A
o 4 gl5o] Folo] Jessiet olHz| 9] F& Fopllo] £23F o, 2R A
o]l 1A Eob 29 upxjgt R R A Thelmat JessieZt ol E¢{71A
23c 2 W& "ol =4, o] ¢ ThelmadlAl Jessie? W& Hol3le

JessieZ THAlE R £3dE= Bozte YAste F2E 3 dd. @49
Ggelx 2 WE 28 Aot s AXHD 3 Jessied e AF

an Bapw 237 AL FARA VEE FoFA7 DT WS o

1A BAY 3 F AL
244 AL fAR=d slodete 34 A7 Bk FAALE Thelma
o Jessierh AT % Tk BASAA @ o|FHA Aol ohz} nE
2 AAN7E wole Aot TGN & 5 3Ee)

Bolole YAl Waw £7Se] AAUm AelE el AEA Aol

The livingroom is cluttered with magazines and needlework
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aatalogues, ashtrays and candy dishes, Examples of Mama’s
needlework are everywhere— pillows, afghans, quilts, doilies
and rugs, and they are quite nice examples. The house is
more comfortable than messy, but there is quite a lot to
keep in place here. (3)

9714 =8UX Thelmas A Fule Aol Aot} o2 Hoz vjFo
a9t & & 9 949 FFd 2539 Yol FAES HEoUE
Thelmat FAFAHY 47 AUx Y&E ¢ 5 303, ol 27 & o
g #AF AL A2 AdE FAHA FA7 Dok BF Jessiest
Thelma®] t}& th3lelA] & & g1%°| Thelmat 2=¢EBojgte HAAE

2 AR, QY it &2 A= g

£ el AFA HEE A ALY HE 233 00,

=98 Folstn, TV 7tolcg

MAMA. You haven’t forgot what night it is, have you?
(Holding up her fingernails) They're all chipped,
see? I've been waiting all week, Jess. It’s Saturday
night, sugar.

JESSIE. I know. I got it on the schedule.

MAMA. (crossing to the livingroom) You want me to
wash ‘em now or are you making your mess first?
(Looking at the snowball) We're out of these. Did 1
say that already?

JESSIE. There’'s more coming tomorrow. 1 ordered you
a whole case.

MAMA. (checking the TV Guide) A whole case will go
stale, Jessie. (6-7)

Al A Thelma: Jessiedl Al 217 B4 7HA 1 Qe 4RY ujyfFo] I
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gt} olEA B 9 AF7A JessieZt WF EQLY AYnity Thelmad] wiYy
Fol& AaFe 5 oy 2 7AEE F4H8 SoFn A S A%
& & gt} o)== ololFHUAEALE D2 Jessie7t ThelmaE S XROIFE #
o) e HAFRY 874X @23t Thelma’l Jessiedl Al Aoz 9
ZHYLL ¢ F A o128 § Thelmast Jessie?] BAE Grantleyr &3}
Zo] At Yt

flo

o

rir

The curious reversal of parent-child dependence; it
becomes clear from the mother's passion for sweets, her
'treats’ which are visibly present all the way through,
and the petulant self- centredness which shows clearly
through her concern for Jessie, that her own emotional

maturation has been stunted.32

714 & 4 g15%o] Thelma$} Jessierr A" FR-AY AR AHeolrh A
o} Jessier AAlo] £ F Thelma’t JU4E F FHYPIESE ZE3A
E5& AAT AT Jessied e W7 AEF o] %o} Thelmas E
A9 A Z3te Hol gid AYHRES RoE.

Jessie7t ol@E AAl1L 9]&3E ThelmaZ EAFR AAdsAGzn Ad
g o, d¥og ayE 7tE3ta v P43 22, Thelmas ZolA wIEe F
g oz HFoEA FA FAHLE 2 & AE Ao AT
9] EFolA #Ao] ThelmadlAl A7 z2HA Aot A= So] A
o] Z44E #ANL Thelmaol g ATAlA Jessied] e ol 2 Yolrl=
A o] 7} 38t} Spencer?} “. . . Norman invites her audience to identify
directly with the characters on stage, and relying on our own inner

resources, to share their experience in unmediated fashion.”3® #31 X3 3

32) Grantley, p. 154.
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Normane ZAYXE dolA ojdfg 322 FFHE AA & BA
o] 2228 FHddtd HAPJEE A,

ojAtF} o] AW B YKol ‘night, MotherdlA Normane AMdF9 = 3§
A AEste FANA o7t Lol e E FAZ AN #A Y FA
o]]& FLAIIE EFHE ol EUUT. 2 AMEFE F o] o 9
FAE ANATI=E dodA FEaT stusts Qdd B & & AT
2719l Normano] 34 959 Tz 3FHE AHEFY = FHE 94 A
& AdAFe BHPEAA & =39 die] HUSE THE F fE A
.

19417] Henrik Ibsen °]¥ F&ste U= ¥ F7
= oA Ao FHF AZGAgM BYF Ado] dhF s}
2 WAz g Ay EE Aoz FAS AL My S Fon ¢
ANZto]l vy HEJQH Aol AY AEH AP L FAEE AT
A3 AEE EEEZ @ AEe] dARES FEFoEN By dBAHAA
g BE JE AR 4L gl E 70 ALFde & @
A7l B¢ AFALE FESY A Azt #A, ABH AME o FAE

Fo ol ag2 AFstad FHAgTE oA
2 FEZ AAFZEHAG, F2 G4 A 3 3" AT Fd= 7t
2 old&2V|E Hdse & AT & T Ao 9A 2
3 AMEFo Buzt AdHE FAAN Q4 oAt AP sH o FA A
F&Hn IHo] & o] Apdoltt o™ WM AFFo & EUY
Normano] AMAF9] Fof A5 Adste FAFH Ao HAPATE
Hdo] Ewdtd ol AHdolth 4N AMu|HIES ‘night, Mother?t &7
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33) Jenny S. Spencer, “Norman's ’‘night, Mother: Psycho-drama of Female Identity”,
Modern Drama. vol. 30, no. 3, September, 1987, p. 366.
34) d g, Tgo|s AL, |, S T4 1989
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A4 8-¢el YA (the Hull-Warriner Award), 5% 272 E A/ HSusan
Smith Blackburn Award) $& $£4%& 88 R2EoldA @ & & I
o] 7] FAHAA € dFH AFTE 4L A AAZ} o] FAFol HA4 T4
9] AJAF ZF AT REsr) wWEolgtn FF 3} Types of Drana® A
A2 MEAAN 233 A4 ¥H7EY 43 2 o7 AL T 3l
o},

Interestingly, the very success of Norman’'s play brought
fairly widespread criticism from persons interested in the
development of women’s theater. . . . 'night, Mother is
just another drama in the male tradition-that is, it
emphasizes the heroism of the isolated individual and it
ignores the strength, born out of communal action, a kind
of action that many women today regard as necessary if
they are to escape from the assigned roles of housewife
and sexual object. (Many feminist theater groups reject
the usual hierarchical structure - a director dominating
actors, designers, and technicians - in favor of a

leaderless group.)3)

g Yo}t F8 AAF wgrtE Pk Jill Dolan® Jeanie Fortet
‘night, Mothere= 9AAFFe Huide Foez G4 F=4Ud AA
(male-dominated canon)oll E3tEgrsictn @it 215 FART Jessie
o) Fgo] AXL 7|E A FANE uTdE 949 =4 F2 93E
& 2971 He2 GAqA olFd A¥E HA EaH, 2R F4FTA
o] Aol sg@t= olfata ¥ITHI

35) Sylvan Barnet, Morton Berman, William Burto, Types of Drama: plays and essays,
eds. 6th, Harper Collins Publishers, 1993, p. 650.

36) William W. Demastes, “Jessie and Thelma Revisited: Marsha Norman's
Conceptual Challenge in 'night, Mother”, Modern Drama, Vol. X x x vi, March
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ols} ol AMEF] I YL JIHAH oH =R #sdles Ao BHe
Azt g QoM AHRF7E 3t ulEA A3%E &F =Y. Demastes

£ David Mamet®] A& So] AMdF2 S3 EF o] 3= 334 L 4
g 5 flvx ¢l o

. one pragmatic benefit derived from employing the
realist form itself in this task is the one Mamet makes:
without a realist frame, production is less likely, and
without production/transmission, no message of any sort
exists. . . . and that presumably would exist in the cases
of Norman and Mamet as well, had they not chosen to
activate at least the artifice that is well-made realism.37

ol@l wWetol N Portert AAFE 38 /W F & BT olajsie] YT

—

AA7} oldezslE ohiels ANE HPP Schroedert APAFo

Lo

3 940 44e BAE Pohhidl fasch: Bel A 2047 238 o
4 FAEel AT FNE H9e W 1 At FHHOZ EEHo

goha ARG F ALFY T Fesk A4 ookE ool 235 3
oA SREolARer o4 AE 212 AT F F9 RS ¥
o] Prbetm ek

In the Progressive Era, realism was considered the
highest and most modern form of dramatic writing, the
only form appropriate for critical exploration of social
problems. Many feminists playwrights of the period thus
wrote realistic plays as the best way to have their voices

heard and their ideas taken seriously.3?

1993, pp. 110-111.
37) & =, pp. 111-112,
38) Porter, p. 206.
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olA] £e7} FE o & AL 'night, Mother?t AW 3F& wWFEu F
£oz BAELE EoElr] A3 AT HAE AP, 7€ AHEF
SHE 29 A4 B4 E e Adstd 8458 2938 e Hol
. 2 FAAE P FEHAE E5AL F9 At ojebrlEy)
(storytelling) = o] FojZA = Heolth ofelr]&r] FAAAME JAEEY i
7} BP9 Azl ¥l Spencert Normane] FulolA @A S 44
Aol ogd3hel] ofFolA = dh2A AT AEF & A S A Ul

=2 W3 vt dizte 9w’ AEFH AFe AT FRE FANE U
MA 7} oly 4 M o)t} (conversation IS the action.) Jessie®} Mama®l d)3}
£ UEF A HLd=EEHE FH8n HLeHE AR AFAdE gt
... 32 e AFE FEI B iz AN GRHAFE, el
NAdF5, Z3AHA Aol FITE UEE] HE Y29 ¥zes 189

2Ye @42 WE ¢ doks AN £2HTG0
A& AAFY Zo AAE @A FAFER AHo) Fih HAYR FF
oz AN A7 25 FARES FAAT Uk AH AFA AAFe

o] 7HRAA ol ErIE I T, oloprlEtrl Y HAAE ol dF A
Foz 3ot Normans dfst dA& Fdistetr] 98 oa Feo=
o]Zl 7I& AHEF O = YA Hojum gtk & AFdT F F
Thelma®l Jessie®] olor7|= AMET 2t3t A o] Aviele) 5L ge
TEE PG AD

'night, Motherdl A= - Al Eo ZoMAd d5L or|dt: FA4A

A A& 7] FEY, Thelmat Jessied] ©]okr] £o] A= FAHEE

39) Patricia R. Schroeder, The Cambridge Companion to American Women
Playwrights, ed. Brenda Murphy, Cambridge: Cambridge UP, 1999, p. 44.

40) Spencer(1989), p. 150.

41) Betsko and Koenig, p. 334.
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Ggg Aste AZo] opth FUH YAE BAFE Jessied) ohiAE A
Aol B £Hod EXNE @t G T AR dAIA @ & Uxel
Thelmash Jessied) 719 ol A 2 7hwha) skolle ol YA

JESSIE. 1 liked him sitting. Big old faded blue man in
the chair. Quiet.

MAMA. Agnes gets more talk out of her birds than I
got from the two of you. He could’ve had that
GONE FISHING sign around his neck in that chair.
I saw him stare off at the water. I saw him look
at the weather rolling in. I got where I could
practically see the boat myself. . . .(47)

Z FAM olBx WIAA &L A ‘daddy’ Ev WHAE WA= op¥ A
= B gn gl Fdste A& €2 B9 ot ohlidl Thelmast A
9] oleprj® A gkl Thelma®t @¥ Alojole Az @ AL Tl
g, IHol = £WARANE a8 AHsE AAESHIAY “How I love
him, Jessie. I didn't have a thing he wanted.” (46)2}51 B38|z 9l%ol
Thelmad) ZE-& dHo| vigtd A HQ offjo] Ao H3EHA XY= A
Yol ofAHe]l doig AT AEANGoIUT. Thelmats FHIAL AtLF
3 gzoldle &F W ofd T FHY Alo]F L EgS Bk AFA
S =74 g dg3te ol & e

MAMA. . . . You had those quiet little conversations
after supper every night. What were you whispering
about?

JESSIE. We weren’t whispering, you were just across the
room.
MAMA. What did you talk about?
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Thelmas Jessie®t E¥ol #3 dizlE dHA ALY SUHE S

JESSIE. We talked about why black socks are warmer
than blue socks. Is that something to go tell
Mother? You were just jealous because I'd rather
talk to him than wash the dishes with you.

MAMA. I was jealous because you’d rather talk to him
than anything! . . .(47-48)

o2 =g

At Thelma:x 22 JessieZt 8 Y5Ad A4S 949 digzar A4l
g Hol gdE nF2HE AMEES FAAFYH Ao Y

e T

Demastes7} A4 3t5o] ALE

2 2e WEA "

el &

Thelma+—

Far more important is the candid discussion between
Jessie and her mother of the life of the family during
Jessie’s childhood and subsequently, an analysis
convincingly provoked by the crisis in which the two
women find themselves. The discussion is fired both by
the desperate search by the mother for reasons for her
daughter’s discussion, and Jessie’s interest in exploiting

her mother’s new willingness to talk candidly.42

olef717} vi=Al AA A ot ¥ 21 TE %

Ztaie], ojd Fgxatxe aZd disf olopr|d W gle IWEY

o7l okt 3t AL olyztn TH(41). ¢l H Thelmadl Al &
e dakdlo] o] Mg BRAE of7lstAT L B
o] =M Thelmas} Jessie®] ©ojokrlsl7] FAdAAM 2o

A2TY RAE

9lt}. Norman=
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a4 AojEE Jessied] E2 A Y&
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Jessies] ofElx|e) A8 BN AMe] FaAnT dolE FH IApaFol

42) William W. Demastes, Beyond Naturalism :

Theatre, New York & Westport: Greenwood Press, 1988, p. 155.
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He 8% AYL EAAPozN g9 & =de 27 HYL
BoFEI 3o

Normang EHo]A “Jessie’'s gift of knowledge to her mother
demonstrated the most profound kind of love™#3) ¥3]x Qltl. Jessie®] A4
& oJmy] ThelmaslAl 29 Ao s deiFozN AZE Ested
AS %t} Janet Brownd A A3} 2ol 'night, Mothere JessieZl A4le] A
2]& AatAA FA0] olHY ThelmaE AAZHoZE, AAHoE w2 sc
#3& ZEoj7te Folth

Jessie’s action in the play is to give her mother this
knowledge, this connection. By so doing, she frees her
from guilt and responsibility. She exercises her own
freedom of choice, but in a context of responsive concern
for her mother.44

22 o]ZoItE Jessied AAoE ThelmadlAl A& oA 7= 723
=717} A4t} vl2 ol o] Thelma®t Jessied FAEH FYAAE v =3
T, ThelmadlA #& 2t #FL B F5E$ BE BHAAE ¥HHAA
Thelma?l 94L& A5A7]€ A4S . Normane t3 UEFA Jessie
7b 743 & @7rx 9] 7)o RoRIAE FAH ez YIEH

. . She wants Mama to live, and to live free of the guilt
that Mama might have felt had Jessie just left her a
note. Jessie's desires are so strong in the piece. The play

exists because Jessie wants something for Mama.45)

43) Keyssar, p.165°14] 21 <18

44) Janet Brown, Taking Center Stage: Feminism in Contemporary U. S. Drama,
N.J. & London: The Scarecrow Press, 1991, p. 73.

45) Betsko and Koenig, p. 328
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EE vl3AZ A T oA griE Ad 48RS A A ¥en o
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A Jessied) ol Al ttgoz 9AlxFo] dAEd UEL Dawsonolt.
Jessied) € #<¢) Dawson® Thelmast Jessied] U E dv 5 HAE AY
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MAMA. Your birthday’s coming up, Jessie. Don’t you
want to know what we got you?

JESSIE. You got me dusting powder, Loretta got me a
new housecoat, pink probably, and Dawson got me
new slippers, too small, but they go with the robe,
he’ll say.(Mama cannot speak. Apparently Jessie is
right.) (20)

JESSIE. . . . And all my house slippers are in a sack for
her in my closet. Tell her I know they’ll fit and
I've never worn any of them, and make sure
Dawson hears you tell her that. I'm glad he loves
Loretta so much, but I wish he knew not

everybody has her size feet. (84)

o714 ¢ £ A5°] Dawsone] Jessied] Advict ol 22 s2HE A
grie AlE 3 FFHol7)7A dh. &A% Dawson®] bl LorettaZ} 3
A AEsE BT duUEd ojgd Zelgdts AL JessieZt AE £ §l
ANBolag=d] ZA7t ¢ich. o]= Dawson? Loretta 257} Jessied] Al ¢
Axel BAS 2IE o] dAALE 29YS dARSS ¢ F Uk A

7} DawsonZ Jessieol Al w2 Ao @3S & APA st Ad=UH,

0o
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o)A & 17} Thelma® WEY o 18 e FAINYTYE Jessied] hAt
ol A =2},

MAMA. You leave the room when they come over,
anyway.

JESSIE. 1 stay as long as I can. Besides, it's you they
come to see.

MAMA. That's because ! stay in the room when they
come.

JESSIE. It’s not them.

MAMA. Then what is it?

JESSIE. (checking the list on her note pad). The grocery
won’t deliver on Saturday anymore. . . . (24-25)

Jessie= Dawson#} Loretta7} AA& U] 2+ o] ofygte AHE v
oz 1] &S =l I

o]@ 7] Dawsone o] o|Fuhs FT # 7o) ddozX ZddE of
A was oA @ 2ol g&dA A= SEe] Normane o] o3
AEE 8 1Fe sAGHE 943 =i

_L

f;lu

This instance(# 9 WAHE 7He#) is part of a catalogue
of petty insensitivities and resentments which are built
into the play’s representation of family life, and though
not especially notable in themselves, when placed in the
context of family failure they add significantly to the
dismal picture which emerges.46)

essies ZpAlS & QAR obd F5HT olo]AA HF e, AAYU #F
]
2}

23 S DawsondlAl AUAQ 7R 7D 9o ot ohd

46) Demastes(198R), p. 155.
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MAMA. . . . What do they know about you? I'll tell
them never to talk about it again. Is it Ricky or
Cecil or your fits or your hair is falling out or
you drink too much coffee or you never go out of

the house or what?
JESSIE. 1 just don't like their talk. (24)

Adoje A3z YAlaEH olFsleles T2 HFE AR, Jessielt
Dawson¥ Loretta 59 o2 A ZAE dATE AHEAA & + UK
AZolA ZEL P3t= Foo] Hrx 3l “Dawson’s deliberate exclusion
from this evening protects Jessie’'s already violated sense of privacy and
thereby thwarts his only power over her.”4D2}3 Spencer?} Z| % 3}5%0]
Dawson< Jessied] AL {tegwst 312 71 g7l djFodl 2|7t
A4E A Jdoid AFsA P H oFE QlEoZ|E dY. I 4=
Jessie} Dawson®] B & P A AZ A3 Thelmast Dawsond] =& 2
28T JessieZb ol oIzt Alolel]l M3r1E =& FHAA S| 130
nzEr}

the thstels B3 =ejuko] Jessieol 7l Dawsone A Aol #M o]
W ©] vopr} Jessiedl Al FHAQ AAE stste AHFAA AHE ddsts
AEoT.

JESSIE. He just calls me Jess like he knows who he's
talking to. He's always wondering what I do all
day. I mean, I wonder that myself, but it's my
day, so it’smine to wonder about. not his. (23)

47) Spencer, p. 368
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MAMA. Well, I'm calling Dawson right now. We'll just
see what he had to say about this little stunt.

JESSIE. Dawson doesn’t have any more to do with this.

MAMA. He's your brother.

JESSIE. And that's all.

MAMA. (stands up, moves toward the phone). Dawson
will put a stop to this. Yes be will. He'll take the
gun away.

JESSIE. If you call him, I'll just have to do it before he
gets here. Soon as you hang up the phone, I'll just
walk in the bedroom and lock the door. Dawson
will get here just in time to help you clean up. Go
ahead, call him. (16)

Dawson¥} Zo] Jessied] AdH Cecil Al 1149} 2JA}AF o] o]FojAA] &
e Q1 Eolt). Jessie:s AAE oA RFHAL =¥Pou, 19 &3
Cecild] =82 5 FolA AFHA &3 itk o5 Jessie?] tiAtAM =37
Us 712 2 g8 7ARtn A9ste Cecildl AA Jessieg wiz3dleie =&

ol & ok

rr

. . . It was his idea to go horseback riding that day. It
was his idea I could do anything if I just made up my
mind to. I fell off the horse because I didn’t know how
to hold on. Cecil left me for pretty much the same
reason. (57)

o]8) 3 Cecild AT+t 238 Jessie®: 71ASHA wEo 38 FAE Yy
= dgans Yoyttt g Jessied thAlolA & £ Ql%o] G HLE= A
3 ZA Fof] 3t E "Haleta ZFRste Cecilel A BE 7] Fuj# Az}

Aol e vEE 4%e 385 ok
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I never understood why he hated it so much when it's
so good. Smoking is the only thing I know that's always
just what you think it’s going to be. Just like it was the
last time, right there when you want it and real quiet.
(56)

A Jessiedl Ale B8 E 8 =¥l AL At M2 AXUA He
2agrg o3e 2wl & weo Hago ¢ el HAW Aot
Thelma®] Y o] Thelmast W3}3718& ARszm e Yoz AzRsy
O, Cecile ohiiE ¥z wdth Zeyg F ARG 35322 ohete
AL JAART S ANdte dEolt

o] % Thelma$}t Jessied] At AEQAL L F AlZ Aol = &3}
T ZUTBAE HolA L Aoz Ae BFEE FThstq TEA AN
ez 5 AFE ojofErh. ©wt Thelma’t %
Aty ol gtid, Jessier 23 F & ATHo ARs
e o AZolzb vk Thelmae AABY Fod8 FES 42 dal A49
Aarell Mdsts, F3t 9ujrl Jde 2RO AL E71AY ARUdA 3
21 oA E Zo XFHdch Wi Jessiew 7AW AE AE, o|FE
753e) BA, A, ke B o dHE IFA ¥ 2 3¥S 2
@8] wopg Tk
Spencert JessieZb #52 A E FAELE ez M9 & AR
NogA A4 93z gttn BAGS fAdude] adAE UL I
g 5 e dAez AF EY o)) Wi a1¥d 1F ojF®
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Thelmaz} 2 Al o A9 AFE e o|FE EUE 1, “protection.”]
2 Jessied] dige 219 Aol zteE FHA S SEHTO

48) Spencer{(1987), p. 368.
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X o g2 AFGEHE AL Jessied obE Richyeld. Richye A A< 4
7} oigd7tel A M E A2 Y& Aol AR, Jessiex RickyS
HFAS 231 JYd2 dAEdE, 297 Rickyd e 22 5 8
e FE73E JessiedlAl A9 dojet tEQlel AEE J¥HLS e
Spencer7t A A %0l Jessiee Aol Aote] A Cecil £ RickyE F

3 2EF AZE A¥HLE BAxY 3¥A F=uE AN g8 A4

H

= Az gagd ol aYrt AN FolE ojn e Heol &AW H
T A 39 o] ZAZ

)

. . I found an old baby picture of me. And it was
somebody else, not me. It was somebody pink and fat
who never heard of sick or lonely, somebody who cried
and got fed, and reached up and got held and kicked but
didn’t hurt anybody, and slept whenever she wanted to,
just by closing her eyes. . . . That's who I started out
and this is who is left. (There is no self-pity here.)
That's what this is about. It’s somebody I lost, all right,
it’'s my own self. Who I never was . . . who might have
made a difference to me . . . I'm not going to show up,
so there’s no reason to stay, except to keep you
company, and that’s . . . not reason enough because I'm

not . . . very good company. (Pause). Am 1. (76)

Jessiee A717F €71 A9 Aols A} EHAIA ©E ox FIEIFPY A
ol2 tEd. EE AJdE Aol ‘AN RotdE YAFAR, IYAA
Apo} el g duloju UdEES BolAl o3, ort JA e AAste|

A ER2ed. 2y Zots gARd o & dEdy #AE Rod A

= Ae 2 a9 @A 299 49 SAE 348 92 9@k Browder
= d4ol ole@ BA FAMOEZ FAH] o FojPL =Fem vk
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This new way of looking at female development
acknowledges that women’s lives are embedded in
relationships. Their identities are formed, nurtured,
sustained, and understood in connections with other
people. In the mother-daughter relationship and in other
relationships among women lie the vital and varying
sources of feminine selfhood.4?

‘night, Mother?} 71& AHEF9 F3 &8 HE SAELY T4 9 7A
olt}, & 7]& AFIFA FLF 357 HAD FAB/AEL o SolAM o}
gAAA gon 1 FAE IAFE 77t BolA fedh olu] 1Yol H
Jessie®] o}¥] ] $} Dawson? A= 9l Adge] glem™ Cecil#}t Ricky4
AAE AuF=A & F /UL, Richyd HdBS A3}z & W, FA43A% 2
2HYG 2 B7)7F g 9¥HE 34435 “He never really went fishing,
you know . . . Dawson told me. And Bennie at the bait shop, he told
Dawson, They all laughed about it.” (49)2}31 8l Thelma®] ZoiA & &
815 °] Dawson op¥z| 7} ®HAIE 7hA HAZ HAZEL2 o A Qholl gro}
gt ok Eotgitke o7l E sk vl e ole F Ag Y] WA FA AL
of EAstelzt ZigEE AMAAL A7 FAde FALE =Hdnh
Cecil# Ricky AOl%E Jessie?b 422 ¥7]= “Tell him we talked about
him . . . but mainly tell him to find Ricky and tell him what I did, and tell
Ricky you have something for him, out here, from me, and to come get
it.” (85)clgt 2& F3 Cecil® Ricky?Z} &o2 Asadt =5 & Y
oy, o] F Alge] @AV sHFAHGE YT ™A= gl oA F
Norman< H#A@AE 59 F8d ¥ I JA7ZL A4A UAY, A A

49) Sally Browder, Mother Puzzles, ed. Mickey Pearlman, New York & Westport:
Greenwood Press, 1989, p, 111
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2 JYHo| 7t A€ RoFo] GAFTAHY 274 =3EH-

o] Fell X AHR K| ‘night, Mothere A& AT F Jessiedt ¢ &
AA g # = 9Py Thelmaste] 25& 422 APt Brown2 Norman
o] Getting OutellX & A& F zolz st ZHAGY, o 52 F
Aoz BEAHE @ Aok oloprlgta X3 gl

In ‘night, Mother the characters are literally different
people, but they form so close a community that they
seem nearly to be complementary sides of one female
self. Throughout the play the women alternate patterns of

motion and stasis, of engagement and disengagement.5

g Aotz B o e UE UUIA 8" 2W Y BANA Thelmas A4
sl e Jessie® TolPozy AF AL BIY &1, Jessier o]
AX =93t oz 250 JFEo2tth Browdert Jessie7l Thelmazt
A9k e WA= Ale AL ARsE ovjyg o] st B
7EA oA Wojue] dvia @asta glohsh

Thelma®} Jessiew &S HE 7IA#o] A3 v=2v, ol &2o g
71ZANAE =8dtd. Burkman® “The question of appetite is at the heart
of Mama’s choice for life and Jessie's choice for death.”2)2}= AW ol &

T3P Thelmas & RS 53] Folstn $4E& Folste 7157 9

siohd, Jessiedl Al 188 713 AA7 doi=o] ok

JESSIE . . . I would wonder, sometimes, what might keep

50) Brown(1991), p. 75.

51) Browder, p. 110.

52) Katherine H. Burkman, Modern American Drama: The Female Canon, ed.
June Schlueter, N. J.: Associated University Presses, 1990, p. 256.
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me here, what might be worth staying for, and you
know what it was? It was maybe if there was
something 1 really liked, like maybe if I really liked
rice pudding or corn-flakes for breakfast or
something, that might be enough.

MAMA. Rice pudding is good. (77)

Jessiex FoldteE &4 o] A QU= AN E AXAFA €olE =, Thelma

rlr
2

353 Fola2FHYL sdn FeoeeN 252 728 T Yoy %
o]

dle

e §2% o] FEdh 4714 4o W 157k dol g A
AR E FHsete 482 Wvhn ¥ £ Q7] BRItk

42 TAUZ oFE 9n W Yoprteit AAE Y& Jessiert A
9% 2e Aolch Adold Tr|Y Rolztm A=AsHE Thelmaol Al Jessie

E ool RE2YL HE AV A% T ohe A9Ye ¥k

MAMA. If you've got the guts to kill yourself, Jessie,
you’'ve got the guts to stay alive.

JESSIE. 1 know that. So it's really just a matter of
where I'd rather be.

MAMA. . . . You can get brave and try some more. You
don’t have to give up.

JESSIE. I'm not giving up! This is the other thing I'm
trying. (74-75)

28 Thelmat Jessied} AAE FYUAISIE &S Hobt7] W& Jessied)
&L & 129 A 53 °E v gl

Demastes= ©] SolAl Jessied] Aol sjuje] AlQlo]AnY, Foujg =2

rir

Aol ki 2 AR Flejste wrh ATt AT
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Though her defeat is the result of a negative dialectical
process that fails to present a prescriptive vision of the
future, Jessie has served the future by presenting a
cognitive process that will itself serve the future. Her
death has not, ultimately, been a defeat.53

Jessie®] AL F3] AN F)AR, 1 v e AHEY ANH FHH AL
oA ¥ Fo FAZ Agdd. 2estd Jessied AL A4 AAE
o] A I EE AAFH oldF olES ¥ 5 PAN, G #AACAE
a3 A8 AFA B Ro] 'night, Mother7t 8ol Ao
ttE= AL PE olfold. Demastest °ldd #AY 33%7t Aol7}
Gl E Jessied AAL FFH oz AT FAL obd U EAE
23 9)7] e AEE Holjde oslE vold ¢ vt TEta gl

s

£ 032

et

But though Norman does very consciously focus on
women in her works, the message goes beyond gender to
embrace all members of our culture who sense despair
over personal impotency in the face of overwhelming odds
against happiness. Norman has adopted a style to relay

that sense.®

o714 Demastes= 'night, Mother?l B A& A #ARC] A FF
FA L FEE Feted dvks HASAAN Jessiedt= ¥ Azke] H#A
A E d9sta 3.

Thelmat 2 JessieZt A% A3 U ZAE dsdel &7 HEA
aRe] URA 2419 ARl AYeldn g

o

53) Demastes(1993), p. 117.
54) Demastes(1988), p. 152.
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MAMA. ... I didn't tell you things or I married you off
to the wrong man or I took you in and let your life
get away from you or all of it put together. I don't
know what I did, but I did it, I know. This is all
my fault, Jessie, but I don’t know what to do about
it now!

JESSIE (exasperated at having to say this again). It
doesn’t have anything to do with you!

MAMA. Everything you do has to do with me, Jessie.
You can’t do anything, wash your face or cut you
finger, without doing it to me. That's right! You
might as well kill me as you, Jessie, it’s the same
thing. This has to do with me, Jessie. (72)

o714 Thelmat Jessie®] &olut FFo] A% dupy LHstA A@Hof
QeEAE Z23e B9 Jessier AU Zo| #AAAGA oy RS 3
AANZA AAR& & AE 48T

Nancy Chodorow< Freud® &YXl o€ ol 49 4 o 24
& %E o4t (object-relations) 2 F 28kl By@Ae] i &
ot 2 HELS a8k, Y A3 9 JtFe = Ed FECE 9 Felrt
ARAA BEstE FLA A EF T TS e Aelvh o]
E¢ ololEL JHA d& F2 E98te onuedA & weon oy o
A3 FLAE Aed 28R o] A Ay @ olEezA Fre A
o2 SYstn Aol FA9 FHAL Aok, oot ojriytel FUA
b 23 glo] ALHM, o Uz RE A4S ASstA .

obiAstE @ ofmius 7HHel 4 EAGWEA ofolE
2 Euol 7uE, ool @ B9 AA=
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N G4 594 FRL BAsel oAH BAE FxdHx
Jd BAE T 59T oE $UA HHE A: o
JEe 4AY FT HAF FAHo o4F BA IS
ZASIL o WA FHE 712 ATH

o|2]gh o] & W24, Jessier EIYFH QA AAE Hed Hdosig. ¥
AN wPgss, dotsL vk Hf sty on] FL3A BFY A
g PAd oA E ofn :Qle] HAUT. v Ho g AlFE FAY 7} King
ntA s EYEA Xo Ao webA Jessied Al 4 ololE dZxs}
EA3A &Y. Jessiew WY AFA drtes 1T, F o WA &
719] A2 Q13 Az, orse diF HYH, AAtole] FAH, pEMow
A% A3 A aPPF FoA AAE BRI dpA WHHE A9l o) E
t}. t}S Spencerd AW JessieZl A4S HAASZ 9] Thelmadl Al T3 +=
Zhell gk sg-& AlF T

Here psychoanalvtic thought offers at least two areas of
possible consiéleration: 1) the understanding of suicide as
symbolic murder, as unconscious anger toward the
introjected, ambivalently- viewed love-object and 2) the
various consequences for female ego- development that
result from the fact the mother i1s the original
love-attachment. . . . 56

Thelma$} Jessiew £ AAozA JHA Hygy, o3 AT A
o] BAE #A HE3l9 &9 FrEFE A 1 AEE ME Uy o
& 4 A Dot Thelma:s Jessie®}te] AR dstE F3 942 A9 4
frEolyd A FAo] ol & qAFoz2A HIIH IYWE ol

55) 9AY, AR TAH, TFgER 94,5, FAAL 1997, p. 119.
56) Spencer(1987), p. 369.
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A9 HEHE WA . Thelma?l Jessied A AU} ol #E FLlol
Eol7tdA 2o QA tia A AZo=z AN MM ofd Jessied
Ho A Azrsta o3t AE ¥uh. Browdere= ThelmaZl JessieE © % ]3]
852 Jessied FA] HI8 7t Thelmad W3, o volzt @]
“7le A astE gAEF o

Thelma’s helpless questioning mirrors our own disturbing
questions. How could it have been possible for Jessie to
feel a sense of anticipation in her life of good things to
come rather than the certainty of failure and deprivation?
Confronted with such a small universe and a limited set
of options, how could she have developed a strong

enough sense of self to survive?5?

ThelmaZ} “Jessie, child . . . Forgive me. (Pause.) 1 thought you were

ne.” (89)9} o] JessieE: AMAA ZHI & JHE AGE W, 2 A
259 €2 2 Jessie® FU3] A= o] Aot aYE oriyEA
g A71A ZRde AZFH TE GAIGE JZFET Jessiedt A
BUAE 3 e 71dsty IEF 7 A2 g7RE Aol e R
43 ol Fv F22FH 2 W 2D FORAE AHsy e QNS
4otk Zlo|th. Spencers) A HhZ Thelmast #4L Jessied] zHato] 119
A&4E& 4537] AT AYoldes AAEEF HAE Dotz Uk F
Jessie®] AL =elF o AFRo] AT AHHA Aozt i3, A=
AQAA Aol 2o AL 2o HAAMS RIstn, Ty AE A
3, S ouE FAFIR o]FA B o Jessied AL Ao =
U siuje} Aljlelet & £ glen, 2Urt 2% g nFS vAH= A

57) Browder, p. 113.
53) Spencer{1987), p. 368.
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A FAE FHE + A I} Thelmast &9 33 F4088
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Norman< QU E R A ‘night, Mothers Jessied] s8¢ o] Jessie
B oAAY & FA2A Atz ave &2 Ad9E £ Jde AEAHLE A}
A3, Normand ©|Zg EFdn T oAy & APo2AN Hoprte

g Qo1 7H3 FEAQ 49 ANE AR robRE RS B
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3

5

o,
=
o
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©
A

77 obdrste =97t £9 EAdHIAE
Normano] A F£AF9 A &AL FT3c AL U dAF & =

3ala Q&S ¥A¥ = ¢, Janet Brown ¢ 22 o8 w3

The two plays share, as well, a concern for silenced and
overlooked female protagonists with their roots in
domestic culture. These protagonists struggle within the
patriarchal society to define themselves as autonomous
beings who yet maintain a caring connection with others.
Thus, each can rightly be termed an example of feminist
drama, and of feminist drama that has achieved

substantial popular success.69)

Getting Outs} ‘night, Mother? AFRA3E5L FTAAA SAZA 449
&S 923 Jte A8t JA FAH A4E de dHvE F29 o
Bo] o] F FAEL WS Yu|g AT ZFo X wolgAd F+ 39l

59) Betsko and Koenig, p. 339.
60) Brown, p. 76.
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2225 AQF FAGE q470d3 wilye gl

+

HARRIOTT: Would yvou call yourself a feminist writer?

NORMAN: If it’s feminist to care about women’s lives,
ves, I'm a feminist writer.r I don't have
political points to make, although they are
certainly made by the plays.62)

oA AF AKX Normano] 2A2E oAF ZA72A dATdGRE ¢l
At el A 5% AxAgdol gtz w93l AL HuYA2EEA glolA
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AE 222 W 4 ALY Aolg IASA HE Z Al e ExE &
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- BA4EE AAS A b Richard Wattenbergte ©] 5 &l 7]
A Normand] A3& MFLE AN S4deEs “§¥78 7l AR
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61) & 2, pp. 76-71.

62) Harriott, p. 156.

63) Richard Wattenberg, “Feminizing the Frontier Myth: Marsha Norman’'s The
Holdup” , Modern Drama, vol. x x x iii, no. 4, December 1990, p. 507.
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64) Brown(1991), pp. 76-77.
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65) Burkman, p. 255.
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ABSTRACT

A Study on Marsha Norman's Getting Out and ‘night, Mother

Lee, Mi-Hyun
Major in English Literature
Dept. of English Language and Literature

Graduate School of Hansung University

It is difficult to find women playwrights in the English and American
dramatic history. Even if there were a few, they couldn't have lots of
chances to perform their plays at the male-dominated commercial stage.
Sometimes, they eagerly wanted to publish their plays, but had difficulties
to find financial supporters.

In the male playwrights’ plays, women’s images are usually described
negatively from men’s viewpoint. Women has been appeared as
maginalized characters or as trouble-makers in the male-oriented plays.
Since late 1960s, feminists have tried to explore women playwrights and
their works in the dramatic history. They also want to re-establish
women’s dramatic tradition. Therefore, it is necessary for them to change
women’s images dramatized in the male -oriented plays. They thought
that the new wviewpoint for women should be established throughout
feminine plays.

This study on Norman's Getting Out and ‘night, Mother purposes to

- 60 -



search for new women’s images from her plays.

Getting Out is a play with realistic contents within an experimental
frame. Two divided egos of one person are simultaneously expressed in
Getting Out.

Though ‘night, Mother is composed of a realistic form, it seems to
be a feministic play with some factors against the established patriarchal
ideology.

Ultimately, Norman suggests us that female characters choose their
lives freely to gain their initiatives in the Getting Out and ‘night, Mother.
Also, Norman describes an alternative to live more strongly and more

wisely in the patriarchal society by stressing sisterhood between women.
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