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PREFACE

This thesis 56 an attempt to ascertain to what
extent Tennossee Williams has meceptod or rojected tradi-
tional precepts, concepts, and symbollsnm in the theatra. |
Inasmuch as his dramas reanimate certain older forms with
newer freedom, it is thought by many that Lo is changing
the direction of the m&am theatroe. Just as Ibsen at
one time rebelled against tho conventions of roranticiem,
thereby founding a new school of thought in drames, today
Tormeosee Willianms 1s leading a revolt against the restric-
tions of vrealiasm. It i5 hoped that an analyeis of his
work at this time will holp to determine the direction
this revolt is taking.
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tifho, 1f I woere to ory out, would
hear me among the angelic orders?"

— Rilke



CHAPTER I

The Episcopal Rectory in Columbus, Miasiasippi, was the setting
for Thomas Lanier Williams' entry into the drama of 1ife. This noble
scene was provided by Mrs. Williams' papa, the Rector, and the curtain
was raised in the dark year of 1914.} Thomas Lanier's family continued
to 1live with his maternal grandparents until his high school days. His
early environment made a profound impression on him and he still speaks
nostalgically of the oypress brakes and bayoua‘z It was a lovely setting
for dreams, dreams which became necessary when diptheria injured his
heart and confined him to his room for a year. His imagination contrived
the adventures his illness denied him, His world became a gentle utopia
in which the social dilemma of race bigotry and materialism was healed,

The three great perscnal influences in his early life were his
grandfather, the aristocrat; his mother, who spoiled him; and his sister,
who 1dealized beauty for bim. The people he kmew in childhood and early

1. "Tennessee Williams;" Current Biography 19L6, p. 6ik.
2. B. J, Skelton, "Double~lake on Mississippi," Saturday Review of
Literature, 3Lk:21, May 19, 1951.




adolescence today emerge at bidding, not realistically, but ":m:e the
characters who peopls his plays, transmuted and altered by the shading
of memory snd the gradual accretion of experienco and uuderstanding.":“
¥rs. Williams, however, is still inclined to bridle at any comparison
between reality and her son's mginats.on.l‘

Williams' first composition, at the age of twelve, was in-
spired by a picture of Tennyson's heroine, The Lady of Shalott. "She
was floating down & river in a state of trance, and did something to me."S

fiben Glllems! fathor aecepted a Job with a shoe manufacturer
in 5t. Louls and moved his fomlly there, their soccial standing was almosot
completely reversed. Williams further withdrew within himself,b

If I bad been born to this situation I might not

have resented 1t deoply. But it was forced upon my

conscicusness at the most gensitive age of ohildhood.

It produced a shock and rebellion that have growvn in-

to an inharent part of my work.!

To a reporter claiming him as & native scn of St. Loule after
success he was tactless enough to confide, "I found St. Louisans cold,
smg, complacent, intolerant, stupid, end provincial.td

fitlllams released his feelings in composition, and he i3 a rari-
ty among writers in that he chordshes the actual operation of writing.

suly 3. hgaul ucdr, A Mississippian feamed Ternessee, ! Harpers, 197:64,
s 1948, .
L. R. C. Lowis, "A Playwright Named Termesses," New York Times Mag-
asine, Decexber 7, 19L7, p.67.
5. Harry Oilroy, "Mr. Williams Turns to Comedy," ¥ew York Times,
January 28, 1951, Sec. II, p. 1.
. Y¥oor, op. cit., p. 6.
1908 7. Llincoln Barnelt, "Tennesseo Williawse,v Life, 24:118, Pebruary 16,
80 ﬁom‘, EE. cit-" P 65-




Lincoln Barnett writes of this phenomenons

’ The exterior or active world which men call tho

world of reality is to him as evanescent as o droam.

He feols wholly alive and tranquil only whon he is

submerged in his immer cosmos, apprehending the stinm-

uli of his own inventdon.”

¥Williems attended the University of Missourl but recoived no
degrea., Fe later enrolled in the Drama Departument of tho Univeraily of
Jowa where his talent for play-writing becams more pronounced and.whero
he took a degree. He also attended an advancod play-writing seminar
under John Caszner and Therssa Helburn in Hew York, and recoived a thoue
sand dollar grant from the Rockefeller Foundation.tC

Shakespsare gpelled his name seventeen different ways, and
Willdams too is inclined to variety in his reasons for changing his name
from Thomas Lanier to Tennessee. Yr. Chapman says, "When ho was asked
how come the Tennessee, he answered that he did not like the Thomas
Laner."ll Yr, Moor says that his fraternity brothers at Misscuri nick-
named him Tennesses because of his accent.l2 Mr. Barnett says, "He
abandoned his given name whon he felt he had tcoxpromised! it by the ip-
perfections of his early writing, and he sdopted Tenncssee as a gesture
to his ancestors who had fought tbe Indians in that state.tl3

H#illiexs had the usual ups and downs of the struggling young

artist, but even ot his lomest ebbs hs wrote only to please himself.

9. Barnett . cit., p. 114,
10, Ibide, peBE——

11. John Chapman, The Burns Vantle Dest Flays of 19h7-h8, p. 333.
12. Moor, op. cit., p. O3.
1313 Bmtﬁ, 02¢ cit;, P 116-




A job as screenwriter in Hollywood resulted in the studio's paying him
to stay away. As Mr. Moor observes, "That Williams today finds himself
a successful writer, while still writing purely from artistic compulsion
1s enough to make the true Bohemian lose all faith.tll

The unqualified success of The Glass Menagerie had an anesthe-

tizing influence on Williams at first. The unaccustoméd Juxury and vap-
id compliments were unhealthy opiates. When a series of eye operations
for a cataract removed him from that stultifying atmosphere, he again
turned his sight inward upon himself, Jjust as he had done in his child-
hood illness. | |
"When the gauze mask was removed, I found myself in a readjust-
ed world."ls 'He left New York for Mexico and went to work on a play
called The Poker Night, later to emerge as A Streetcar Named Desire.

Mr. Williams until recently has been known for a selective
rather than a varied type of drama. With the exception of his latest

two works, The Rose Tattoc and Camino Real, his dramas have followed a

special pattern so far as atmosphere, narrative theme, and basic charac-
ter types are concerned. All of his plays are unmistakably Southern in
effect, whether laid in the South or not. All are serious, if not tragic
dranas.

His first accepted works were his one-act plays, later pub-
lished in a collection entitled 27 Wagons Full of Cotton. In these plays

1. Moor, op. cit., p. 63.

15. Chapman, op. cit., p. 32.
16, Ioid, | ’



ho makes full use of his Missiseippi background, portram the olash
of the old and mew elemonts within daep'-acutb#m”socioty.} Somo of then
are early character sketches for types later developed in his major |
plays. MYany of these ahort-' plays were produced by his friend Margo Jones
in ber 1ittle theatre in allas. | | |
The first professional production of a Willlams work was his
Battle of Angels, produced by the Thoatre Cuild. It opened in Boston in
Docenber, 1540, with ¥iriam Hopkins as star and Margaret Webster as di-
rector. It portrays “"a moral and traglc' romance between a roving poot

and a Southern woman married to a hopeless invalid."17 Boston was proper-
ly outraged, and the Cuild lost the courage to contimve on into New York.
© With this fellure Willlams folt that his career was over, but his friend
and agont, Audrey Hood, never lost faith and found various sournaa of
incone. for him, 10 | |

s next production was of the highly successful The Class Mo-

nagerie in April, 1945. Commenting on the disparity of recoptions ao-
corded this play and The Battle of Angels, Williams said, "You can't mix

up sex and religion ... but you can always write safely about mothors, "4?
The cast included the gifted Laurette Taylor, Julie Haydon, and Eddie
Dowling. The work is a drama of tender pathos based on his fandly life

and portrays ths escape from loneliness and hbpalaaaneas sought for by
the heroine, his sister. fThe play received the Drama Critics Circle

17. Eoor’ 0 * cit., p. &‘
18. Richard Gehman, “Cuardisn Agent',n Theatre arts, 34120, July, 1950.

19" Bﬁrﬂﬁtt, 22- Cib .9 pu 68




Award for the best play of 1945.20 Some critics were at first inolined
to attribute its sugcaa’a to Laurette Taylor rather than to the author,
but its continued siccess with other actresses in the leading role re-
vorsed this opinion, Holen Hayes played the lead in Londen.?l ihen tho
play was later made into u film, much of its dream quality was lost in
translation, and the Iilm version further suffered from the miscasting
of the late Certrude Lawrence in tho rols of Amanda Wingfleld.

¥r. Williens' Joint effort with Donald ¥indhem entitled You
Touched ¥e, based on a short story by D. H. Lawrence, was also staged in
1945, while receiving not unkind notices, the colleboration was not con-
sidered sucosssful. iontgomary CLift, however, was praised for his por-
trayal of the young idealist who tries to break down the barriers that
our society seems to rear botwmen people.22 The title 4s the theme of
the play in essence, and as Time magazine rewarked, "Few romantic come-
dies have either scared with so much messago or stooped to so many mon-
keyuhinea.”ﬁ

The production of A Streetecar Named Desive 4in Decerber, 1947,

wes recaived with unanimous ccrmondation. A happy combination of direc—
tion and staging further alded the stars, Jessica Tandy, Marlon Brando,
Kim Hunter, and Karl ¥aldon to give laudable performances. The play is
tho somber tragedy of a woman whose inability to face the reality of a

20. MNew York Timea, September 9, 1945, Seo. 1I, p. 1.
21. Ivid., July 29, 1948, p. 17T.

22. 7Thaeatre Arts, 24:619, Hovember, 194S.

23. 253@, ESZ;;, Cetcher ﬂ, 19!35:




cruel and incompatible world rendera her helpless in an ineffectual
struggle to make others belleve in her disillusionment. It wao the
Pulitzer Prize wimner in 1948 and also received the Drama Critics Gir-
cle Award. then the play was mounted in London, Vivian Leigh's star-
ring performance was termed her "highest stage achlevement," and Sir
Lawrence (livier's production was called the finest "seen in the British
theatre since Glelgud’s original Hamlet."2d The London Evening Standard
serialized ths play as "the nmost controversial of modern times" and

called it "the greatest event in tho contemporary London theatre."25 an
adaptation in French by Jean Cootean had enthusiastic audience mcepﬁion
in Paris bubt received faint critical praisa.aé The play was made into a
highly artistic £ilm with the original Broadway players recreating their
roles with the exception of the lead. Miss Leigh's porformance in the
f£ilnm lead won her her second 'Oscar'!. Mr. John Mason Brown, Tennessee
" Willlams' severest eritic, said of this play, "It 18 an achievement of
unusual and exciting dintinction."a'z

Summer and Smoke, an earlier play by Hr. Williewms, was noxt

mounted in October, 1948, and was received with mixed critical comment,
Margaret Phillipe and Tod Andrews gave senaitive performances in this
allegorical play, Mr. williams' most lyrical to date. It is the story
of a man and a woman who are divided within themselves and whose untimely

19k9 2. 3m Daily Express, quoted in How York Times, Septenber 29,
s> Pe 20,
gg « Quoted in New York Times, Octcber 19, 1549, p. 36.
. Ibid.
27. Jobn Mason Brown, "Seeing Things," Saturday Review of Litera-
ture, 30:2L, Decorber 27, 1947.




recognition of their true natures provides an interesting view of fats.
Tn this play, as Brooks Atkinson points out, Yr. Willlans as a poet "is
lése concerned with events than with adventures of the Bpil"it."ag AB
lote as last yosr a critic sasid of the Creenwich Village production still
running, "Is there a better play to be seen on Broadway than Tennosvee
Williams! Sumser and Smoke? I doubt 1%,129

Mr. #illlsns! comedy~drans, Tho Rose Tattoo, opened in February,

1951, with a cast of rolativoly unknown players. It sot off a spoctacu-
lar split among the critics, who called 1t everything from "tweddle® to
*magnificent?, 3¢ In this work Willlams deviates from the pattern of his
other works, for he has created a powerful love stcry with a new type of
heroine — a positive perscnality who emerges from en unreal world to a
real ons where she {inds héppinesa. Life called it "an entertaining ode
to earthy living."3} And even the disapproving Mr. Bromn sdmitted that
"lr. Hillisms' writing in Tho Ross Tattoo has its hypnotie qualities,"32

Brooks Atkinson adds:

To those of us who were afraid that Mr, Willlame
had been imprisonsd within a formla it 18 especially
gratifying ... ¥r. §illiane can ccomposs in the halcyon
style as well us the somber one. HNow we can be sure
t.hata ¢ 15 a permancnt source of enjoyment in the thea-
ire.

2910 28. Brooks Atkinson, %At the Theatre," New York Timas, Cctober 7,
s P 33.
29. Saturday Review of Literature, 35:28, Hay 10, 1952.
30. Life, 30:00, rebruary 20, 1951.
31. Toid. v ‘
32, Johm Magon Erown, "Seeing Things," Saturday Review of Litorae
ture, 34:2L, Yarch 10, 1951.
33. Brooks Atkinson, YAt the Thoatre," New York Times, February S,
1951; Pe 19.




¥r. Willlams' latest play ia Camino feal which opened in Now

York Harch 19 of this year. It 1s a highly syrdbolic fantasy and perhaps
his bitterest commentary to date. Cn this particular highway he reani-
mates literary characters from the past - Camille, Casanova, Don Quixote,
Lord Byron = and into this soclety he introduces the typical American e
Kilroy. He is naive, big-hearted (literally), somsthing of a braggart,
has a certain elemental appeal, and is essentially gregarious. while the
play is perhaps less tightly integrated than some of Mr. #illiams' other
works, it shows o new outward philosophical probing., From an essentially
famlly memory in The Glasg Mepagerie he has progressed to material with

a cosmio significance. It is present day civilization itself that he
scrutinizes in Camino Real, and it ia 8 somber, brooding plece highliighted
by almoat shocking scones of hilaricus comedy. The large caat, the di-
rector -~ again Hiia Kagan, the set designer lLemmel Ayers, all come in

for unanimous cyitical praise. 7ZThe play itself, however, has again divid-
ed the critics. "Ihe worst play yet written by the best playwright of

his generation," writes Hr. ¥Waller P. Rerr in the How Yok Herald-Tribune .31‘

"Virtuoso" 1s the key word chosen by Mr. Atkinson in the Timos, "... as
eloquent and rhythmic as a plece of mugic,n3”

Tennesses Willlams' greatost c_ontrimuons to tho modorn otage
are the olarity of his insight into character and the precision of his

1953 Bh.n*ﬁaltar F. Kerr, "Canino Real,n Now York Herald-Tribune, March 20,
2 Fo .

35. Brocks Atkinson, "First Right at the Theatre," How York Times,
¥arch 20, 1953, p. 26.
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ariting. 56 His characters are of three fundamental types in moot of his
playa Somo are moved by basic emotions, some by envircnmntal influ-
ences, and always the protagonist by a variety of emot.iona.

The protagonist is usually & woman with whom Tennessce Williams
identifies bimself to varying degress. Thoy are usually Southern zzéntla-
womon, for Willlams says that thoy are the only remaining members of our
populace who can spoak lyricel dlalogue without sounding highfiown.37
This heroine lives in a subjective world that is incompatible with her
nature and intolersble to her ideals. S8he is a lonely perscn in need of
love and understanding, and, most of all, in need of strength of charac-
ter. Ber otruggle is two-fold. First, within herself she struggles con-
tinuously to create and keep alive a belief in a beautiful phantasy, a
ayth cbout herself. By this belief aho can sot herself apart from w
and gbove —- the legs sensitive and the boorish people sbout her. %hen
tids bellef wanes and sho catches a glinmpse of herself as she really is,
she 1s truly destitute, Jecond, she strugsles to make renl to others
ber schizophrenic myth, the nask againgt her wealmesses, bub z deception
more to horself than to others. Jobn Hason Brown says of thess protago-
nists: "If they 1lie to others, their major lie i to thenselves."30
She struggles sgainst hor fate, and alwaye her strugple is ineffectunl.
The erd of the drama is trenchant but implacable. This character appears

36, Brooks atkinson, "'Streetcor' Passenger,n New York Times, June 12,
19119; 3ec, II, pe 1,
. 37. Barnett, op. cit., p. 76.
38. John Mason frown, "Seeing Things,n bnturdaj Raview of Litera-
ture, 30:22, pecerber 27, 19L7.
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several times in the short plays, and in the mejor plays shw is Loura
#ingfield in The Glass Menagerie, Alma Winemiller in Summer and Swmoke,

and Blanche DuBois in A Strestear Hamed Desire. Marguerite Gsutier in

Canino Real echoes many facets of this character.

#hile the protagonist is a three~dimensicnal charaoter with a
golorful bubt negative porsonality, the antagonist, tho second basic type,
is a one-dimonsional, positive personality. EHe 1s moved by basic }emo-
tions, and, in contrast to the protagonist, ha is a man of action rather
than a contemplative, lmaginatlve individual. BHis struggle is ocutward
rather than inward; hie values, ultra-materialistic. For him, there ex-
ists cnly a brutal kind ofA strongth. He is often an unhappy porson,
bitter and unsympathetic toward 1ife, and worst of all, unaware of the
poverty of his character. In the short play, The Lmy of Larkspur Loe

tion, the landledy has wany of these atirlbutes, but in the longer plays
he is exemplified by Joln Duchanan -~ though with redceming featureg e
in Summer and Smoke, and vividly by Stanley Kowalski in 4 Streetcar

Named Desire.
The third basio character in the fillliams plays is 'The Gentle-

wan Caller’ e is a sympathelic, understanding person, one who possege
ges ptrength of character and one who sopetimes has an extraordinary in-
sight into the thoughts of persons trapped by misfortuns or haunted by
their problems. This third character seems to speak for civilisation,
albeit awkwardly, ccmpensating, so to spealt, for the lghorant indiffer-
ence, the cruelty, and tho barbarlom that ths %illioms plays spoak of

8o poignantly. In The Lady of Larbspur Lotlen the iritor incarnotes
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this role oo that we have a dual identification on the author's part in
this play. The Oentloman Caller is Jim O'Connor in Tho Glass Menagorie,
perhaps the lato-arriving traveling salesman in Summer and Smoke, Miteh

in A Streetoar Hamed Desire, and Alvarro in The Rose Tattoo.

¥r. Browm states that %illlanms' attitudo towards his charac-
tors i8 as merciless as William Saroyan's is naive. "Ho soes them as ho
believes they are, not as thoy would like to be or as he would like to
have them."3? Another critic says that his empbasis on psychological
peculiaritics brings up #the characters as if one were to substitute bin-
oculars for spoctacles 4n looking at them. ok In writing of Serafina in
The Rose Taltoo, Brooks Atkinson apreest
As usual, Y¥r. willi#m is looking at her with
dotachment as though she were a specicen. Repeating
bls attitude toward all his heroinos, he is puthless
with her limitations as a momber of soclety and with
her romantic illusiona. But hig cbjectivity is not
Judicial; bs Lo Rgtr a dogmatic writer, His cblective
ity 1s artistioc.
Ag in some of Eagenc O'Neill's plays, it is folt that Willlapma!
antagoniats somotimoes fail to emerge as individuals, for their realionm
is 8o profoundly representative of the harshness of our culture that they
become symbols and ceage to exist in cur thoughts as humans, alive and

absorbing.l‘a While Mr. Brown questions to what extent anyone can feel

13‘9. Ibid-, P 220

0. 8, 0D cit. P 67.
. lg Brooks Xidnass, MTattooing," Hew York Times, June 3, 1951,
&0, s Dule
L2. Jolx Mason Brown, "Seeing Things," Saturdsy Review of litera-
ture, 31:31, Cctober 30, 15L8.
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real empathy for Williams' characters, he realizes as does Mr. Atkinson
that the author does not condemn nor pass any moral Judgment upon them.
He merely presents these lost poople to us, understanding them and desire
ing that we understand thom too. Then, as in the case of Blamhg DuBols,
Mpr. Brown eayo, "Fe allows her to destroy herself and invites us to watch
in the process,"3 - But 1t 1s an artistic process, in the grest Traglc
tradition, and as Mr. Atkinson obaerves, "He has not forgotten that hue-

' man beings are the basic subject of art. okl

k3. John ¥ason Brown, "Sceing Things," Saturday Review of Litcra-
m,do‘aa, Lecamber 27, 191‘7. .
» Brooks Atkinson, "rirst light at the Theatre,v” liew Tork Times,
Uecerber 4, 1547, p. k2. |




CEAPTER II

The critic, throughout the ages, has formulated his rules which
he has used as a critical 'yardotick' to measure the staturs of the dram-
atist. MNr. Williasms, being formally educated in the drama, has doubtleas-
1y beon aware of these dicta, and, while not necessarily having them in
nind during oreation, he has given evidenco of their influence in a num-~
ber of instances.

For Aristotle, tragedy dealt with the olement of evil, with
what we loast want and most fear to faco, with what is deatrmctive to hu~
man life and valués. It exploits our sense of pity, and most important,
it offers a katharsis, a "proper purgation of pity and terror.'S5 wuriting
of Strestcar, ¥r. Atkinson says of the leading character:

Her agony is no less poignant than the suffering

of Oedipus Rex, ths victim of whimasical CGreck gods with

malign dispositions. To tell the truth, the fate of

Blanche DuBois purges and terrifies me mors deeply than

the fate of Qedipus Rex. His gods never threaten me,

but her gods are hard at work er a democratic conasti-
tation and thoy speak English.4©

LS. Aristotle, "Poetics, VI, 2, Criticism: The ¥ajor Texts, p. 22.
L6. Broocks Ati,cinscm, “z.w’rerything Is Poetic," Hew Yor ms,,Jnna 6,
1948, See. II, p. 1.
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In these general aspects Williems seems to be in accord; hou-
ever, when it comes to Aristotle's more specific pmcepts, thek‘e is a
major deflection. The six components of a tragedy are listed by Aristotle
to be Plot, Character, Diotion, Thought, Spectacle, Song., He writes:

The Plot, then, ie the first principle, and, as it

were, ﬁ soul of a tragedy; Character holds the second

place. Thus Tragedy is the imitation of an notionu

and of the ogents, zainly with a view to the action.lf

Plot, as such, has always had a sscondary interest for Willlams.
Tho focus is cn character, ths unfolding of which develops the plot.

Mj chief aim in playwriting (ko says) is the crea-

tion of character. I have always had & deop feeling for

the mystery in life, and essontislly my plays heve boen

an effort to explore the beasuty and meaning in the con-

fusion of living.h? |
Atmosphere also is extensively employed to disclose and intensify the fool-
ings of the characteors. Uis emphaais on character leads one writer to ac-
cuse Williams of abandoning rather than finishing Ms plays.50 Jolm Mason
Brown is to an extent Justified but is too barsh when he says, "lis intu-
itive understanding of his characters is remurkable ... But he is a waste-
ful writer who has no disciplined ssnse of form or stmture."51 "But
form ie technique," argues Brooks Atkinson in Williams' defense, “which
is a matter of socondary importance in a work of art. Charaoter is the

element of first importance in every aspect of 15.1‘0.”52

L7. Aristotle, op, oit., VI, 1.
ﬂg. Tbid., VI, %E. 6
» lewis, op. cit., p. O7.
50. Barnett, op. cit., p. 71.
S51. Joln ¥Yason Brown, "Seeling Things v Saturday Review of Litera~
tura, 3h:24, ¥arch 10, 1951.
52. Brooks Atkinson, "The Rose Tattoo," llew York Times, Pebruary 11,
1951’ 860& II' p- lb
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Aristotle further spoaks against the use of the Deus ex Machina
in the well constructed tragedy. Mr. Filliams showe great taste in his

avoidance of colncidence. This, however, is not nocessarily skill; for
in plot so dspendent upon character analysis this is no difficult taok,
In other respects, Williams cleaves close to the precepts.

While, -'évith the oxception of the short play, The Purificaticn, his plays
are not written in verse, ho employs a most pootie diction. "The Class
Venagerie is otill Lere as a reminder that, war or no war, the post goos
on forever."53 Another writer communts on You Touched Me: "Mr. Willlams

uses a diction that is frosh and arresting; his people spoak with the
license granted the post, not in the idiom of the dictaphone.'S¥ The
nost pootic of his major worke is perbaps Summer and Smoke. After orit-

icizing its symboliem at length, Mr. Brown adds, "Even so, it has its
moments of magia., It is the work of a poet-."ss Alrma, in Summer and Smoke,

sums up the tragic déncuement:

The tables havae turned, yesj the tables have turned
with a vengeance! You've come around to my way of think-
ing and I to yours, lile two people exchanging a call on
each other at the same time and each one finding the56
other one gone oul, the door locked against him ...

It 1s eignificant that besides Chekhov, Williams 1ists ss a favorite Carola
Lorca, the Spanish dramatist end pcot.57

53. Theatre Arts, 29:555, Octcber, 1945.

ﬂ}o TEICK&, gm&ﬁr, 1 5, PQ 619-

$5. Joim Mason Brown, "3eeing Things," Saturday Reviow of Litcrature,
31:31, Cotober 30, 19L3.

56. Tenneeses Williams, Summer and Smoka, Seons 11, p. 121.

57. Lewis, op. cit., p. 19.
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8ong,r listed as ono of the erbellishments by Aristotle, has been
transouted by Williams into :i 1iberal use of offstage and beckground music
thatv is efféétive and ‘ilaunting.- & critio for Time calls it a "crutchlike”
device ,‘58 bz:;t othérs héva frecly admitted ito effectivencss in intenoify-
ing mood and underlining climactic situations. From tho barely sudible
msic of a "blue piano,” a climax is effected and sustained by tho loud,
brasey triumph of trumpets in Streotcar. Certain themss are assoclated
with his characters in tha 8tyle of tho Wagnorian leitmotifs. The "War-
souviana’," with 5.138’ eisplo 1ittle melody and its asscciations of a child's
folk Me » umdorlines the childlike protense of Blanche in her moments
of reminiscing. [La Golondrina, 80 evocative of nusty romanticism, is

called for in no loss than four of Willlame! plays.

L8 Aristotle scys of Spectacle, it has an emotional attraction
of 1ts omn,”? and Willlams utilizes the effeots of setting probably more
extensivoly than any othor modern playwright. %olcott Gibbs! observations
on the setting of Sumser and Smoke are egually apropos of all the Filliams

productions. "Jo Mielginer's scsnery, ueing only a 1light, greceful fromo-
work to indicate walls, so that interliors can be shown simultancously, is
remarkably picturesquo and ingenicua."éc These settings follow a pattorn
throughout most of his plays; they are lald in the deep South where an air
of softness pervades. Reality is sugpested rather than reproduced, with
shadons and grays and lavender-blue skies. Wuhen bright colors are used,
they aré teapered by soft restful shades. %Hilliams desoribos the first

53. ?1339, 52:83’ Cetobar 18’ 19h8.
59. Aristotls, op. eit., VI, 19.

60. ¥Wolcott Cibbs, “.urmer and Swoke'," Mew Yorker, 2,:51, October 16,
1918,
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scene of Strestoar:

The 8Ky ... 18 a paculiarly tender dlue, almost
& turquoise, which invests the scene with a kind of de-
cay. You can almost feel tho warm breath of the browm
river beyond ths river warah«mseg with their faint
redolences of banana and coffec. 1

Lighting and calling voices create compclling effeots. Ne ex-
plaina their importance in Strectear:

The night 1s filled with inhuman voices like
cries in a jungle. Lurid reflectiona appear on the
walls arocund Blanche. The shadows ars of a grotesque
and menacing form . 8 they move sinuonsly as f{lames
along the wall «.. 2

#hen Summper and Smoke moved into a theatre on its tryocut tour,

#
it took,\éelactr:ici.anﬂ oight hours to set up the lights, and an additional
eight hours of adjusting by dosigner Jo Mielziner was naceaaary.63
In commenting on the exterior life, some of it never scen on

ths stage, that impinges on tho drams in The Rosa Tattoo, Drooks Atkinson

mma 1

He has given his people a wide and busy back-~
ground. Thers is not only an abundance of lifo on the
stags. Life is going on also at a brisk tempo all
through the neighborhood. Some of it we see, like tlo
childron chasing the goat around the dooryard, flying
& kite, or stealing bananas, and The Stregs with her
evil eye casting baleful spells around her ... Trucks
race by noisily on the highway, agﬁending to the furi-
ous business of a heedless world.

61. Tennessee Williaws, A Strectoar Hamed Desire, p. 9.

62- Ihid», P 113-
63. TLighting Up for 'Summer and Smoke!! Mew York Timea, December 5,

1948, See. II, p. 7. A
8. Brooks Aticinson, "Tattooing," How York Times, June 3, 1951, Sec.

Ii, p. 1.
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Looking at the same piq(;e with a more jaundiced eye, ¥r. Brown says:
"His innumerable viliagers, for example, never succeed in serving as the
Ghom they were plainly msant to ve.n65
Arlstotle tells us that Aeschylus was the first to introduce
a second actor and %o diminish the importance of the Chorus. One of
¥r. Wlliams' critics condemms him for overdependsnce upon a central
character about whom the entire drama 1s revolved,® but it would seem
that in this respect, ‘t‘n’iniams is olose to the classical tradition.
Horace advises against having too many principala.67
Horace, the groat exponent of classical restraint, would sur~
vey Tennsassce %illiams with mixed emotions. Williams repeatedly defies
the dictum that "you must not show on the stage itself the kind of thing
that should have taken place behind the scenes."®®  Decorum is often sac-
rificed for direct impact. Even tho kindly disposed Brooks Atkinson is
- constrained to remark of The Roge Tattoos WFor a sensitive man writing

for general sudiences, ¥r. Williama can be curiously insenslitive at times
to the ordinary amenities of public commnication.”®9 Again be remarks,
this time of Strestcar, "If Tennessee Willlams does not spare his audience
wmch, he does not spare his leading lsdy anything.® 10

65. John ¥ason Drown, "Seeing Things," Saturday Review of Litera-

ture, 322, March 10, 1951. _
. lpador Sydnor, Masses and Mainstream, Septecber 21, 1949.
67. Horace, "art of Poetry," 11. 153-192, Criticism: The Major

Texts, p. 5h.-
68, Ibid.
- 69. Brooks Atkinsen, "Tattooing," New York Times, June 3, 1951, Sec.
II . 1.

g p’zo, Brocks Atkinson, "'Streetcar! Passenger;" Now Yorl Times, Juno 12,
Sec. II, p. 1.
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In this rospect, Willlams is clearly an Eligabethan. e likewlse doas
| not adhere to the five-act form advocated by Horace. His plays are epi-
sodic, usually divided into sbout a dozen scenes.

On the positive side, Horace could spprove of the renarkable
| simplicity that Tennesses Williams sometimes achieves. Mr, Brown allows
that he 48 an artist of merit in this respect, that he is "at his best
when he writes simply and directly as an emotionalist.nT* Williems also
cbserves Horace's advice to the young artist to rework his material over
an extended poriod of tize. Willioms devoted a year and a balf to his
earlier major plays and two and a half years to Camino Real. Zach oxists
in three or four drafts.’2 The Rose Tattoo was rewritten five timoa. '

For Horace, the aim of the post should be "to inform and delight,"™ and
while the Williams plays cbviounly have some didactic intent » Tennesses
¥iilllams regards his work as important prmoipauy to himself, as a nar-
cotic, as fulfillment and escaps.75 Even so, it 1s debatable whethor he
is the complete romantic in this vespect. '

~ In the Benalssance restatemont of tha classical ideals ths uni-
‘tiss of tize and place were added. Mr. Williams adheres closely to the
unity of place in all his plays. This can not be attributed, however, to
., sonsclous imitation, but to an instinctive feeling shared with the neo-

Ti. John Mason Brown, "Seeing Things » Saturduy Review of Litera-
ture,éhsi’h, March 10,&951. 19
. lowis, op. cit., p. 12.
73. Gilro;', Toc. cit.
7bo Rorﬁca, CDe c{tu, 11. 333"3)47-
75. Barnett, op. Cit., p. 116.
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clasaicists that it contributes to tﬁe unity of the action. In tho Wil-
liams plays instead of this unity of place confining the action it rather
allowa it greater {resdom; the flow of his plays is leas impeded by hav-
ing the scenss take place on @ unit set that provides s varied background.
In thie way he does not dopart from the cohesion that tho unities imply
while be achieves the flunidity of the Shakospearean Stage. Hor does tLe
depart far from the unity of m@, though ho makes no effort to confine
the action to the stringent single revolution of the sun.

In Camiho Real time 1o, in a gense, suspended.

Instead of diurnal chronology, he has substituted
a feoling of ticme by dividing ths play into sixteen
blocks on the royal or real highway (the ambiguity is
intentional). Each block corresponds with a French
socers (a character enteras or exits) and 1 annocunced
to tho audience by the hotel proprietor ... "I wanted
the regular snnouncement of the blocks as they come
along to have the ghiplika quality of time," says the
poatic dramatist.?

%hen Sir Philip Sidney wrote, “We see virtue exalted, and vice

punished ,"77 bo formulated the principle of poetic Jjustice that wos to be-
come an important olement in the drama. ¥illiams allows us to see deep
into the hosrts of his characters, he soena to want us to understand them
and their suffering, but he fails to offer any solution to their prodblems.
As opposed to an “answerer;' such as Shaw, Mr. Willlams is concerned siu-
ply with "posingi" Samuel Johnson's criticism of Bhakospeare is imminent-
1y applicable to Tennosses Williams with respect tu poetic Jjustice.

76. Henry Hewes, "Broadway Postscript " Saturday Review of Litera-

ture, 36:25, March 28, 1953.
.......’7%.’ gir fhilip éidnay, "An Apology for Postry, Criticism: The

¥ajor Texts, p. O1. ‘
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He secme to write without any noral purpose ...

Be makes no jJust distribution of good or evil, nor

is always careful to show in the virtuous & disappro-

bation of ths wicked; he carries lLis perscns indif-

ferently through right and wrong, and at the close

- dismisses them without further care.?d

Mr, Atkinason writes: "There is no purpose in Strestcar. It solves no
problems; it arrives at no gemr‘al morél' concluéicna."w | |

Lodpe gives o Renaiasamé 'dafinition of tragedy os "the sower
fortune of many exiles, tho miserable fal of haples princes, the reuinous
docay of many cannt.ryaa."go The Hilliamz plays are not far from fulfil-
ling this definition. Amanda Wingfield and Blwnche DuBols are axiles in
 that they are in enviromments incorpatible with their natures, surround-
inge which are contrasts to what they have known in happy childhodds. |
Hilliams! heroines are in effect fallen princassqa 3 Amanda and Alma %inee~
miller are daﬁlghtars of clergymon, ranking ncbility in Southern culture.
Blanche has besn dispossessed of Ler domain, Belle Réve. MNew social
orders are taking over all they have cherisbed and their old institutions
and values are indeed in ruinous dacay.

With the arrival of the Elizabethans on the stoge a now form

of draga was introduced - the tragi-comedy. Although the form wes
frowned on by the ripid classiciats ac being an upholy alliance, Dr. John-

son defended Shakespoare's use of it by cbsorving, “There is slways an

78. Samel Johnson, "Preface to Shakespeare," Criticiom: The Major

‘ Texts . 2120 .
'}9{’ Brooks Atkinson, "'Streotear! Tragedy'," How York Times, Decen-

ber 1 S8c. IX, pe 3.
lh’. 9%&; s quotédpby VYernon Hall, Jr., Renalsssnce Literary Criti-

cism, p. 176.
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appeal open from criticisa to nature ,"81 and a8 the later Romantic crit-
ic, Haslitt, opined, when introduced in tragedy, side by side with ine
tense sympathy, the detechment of comsdy can offer an additional dimone
slon, King Iear especlially illustrates the effeqt that can come from
the combination. The Williamo dramas most conveniently fall into this
classification, &Sven The Ross Tatloo, which leans heavily to comedy, has

its alternate scores of the tragic and comic. Just as Shukespeare has a
fool in the scenes of Lesr's greatest grief, Williams, in The Rose Tattoo,

bas an urchin dart in and shoot a pes at the despairing Serafina alone on
the stage, In Camino Heal Xilroy is forced to humiliate himsalf by play-
‘ing the "patsy" or "fall guy.” W#illlams' staging too 1s reminiscent of
the Elisabethans'. The aétion of his plays swirls on, around, and about
a uni'!_; sot. Thers are always clowns who heb-ncd with the royalty. In
Sunmer and Smokea, ihs pensitive Alma and her clei'ical father are burdensd

with the ridiculous Mrs. iinemiller. Blanche excuses herself to the boor-
ish card players in Streetcar, "No don't get up - I'm only passing through.n2
Two 'floozies! wave o the Legilonnaires from the houss of the grieving Sera-

fina.

4 In view of the attitude he takes toward the mate-
rials of literature, it is difficult, if not impossible,
for Y¥r. Williams to write catogorically ... Being indeo-
pendent of the usual forms, he hus not reduced hds por- g
trait of life [in The Rosa Tattod] to comedy or tragedy.

81, Jotmson, op. cit., p. 210.
82. ‘Baxmeesc;a [ iam;, A Streotcar Narmed Desirs, Scens 11, p. 185.

- 83. Brooks Atkinaon, "Tattooing," How Yori :imes, Jume 3, 1951, Sec.
II, P 1.
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Irydsn, in his Essay of Tramatic Foesy, defends Shakespeare's

use of doubls plots sg lénding varisty to the action. In this usago,
however, ¥illians has been less the Flizabethan. Sub-pldbs have not’
been characteristic of his dramas. The Lirst and very effective use
of this device was in the contrapuntal love themse in The Ross Tattoo,

‘Here the sub-plot contrasts the passionate dovotion of the mothor hero-
ine with tha refreshingly innocent young love betwesn har daughter and
‘a sailor youth, ‘ |

Routs speaks of Shakespesre as possessing enormous Negative
Capabilit » that quality that passes by any streining after fact and
rosson. 8 It 18 & curious blend of detachmont and insight tlat allows
an author to create objectively a character with intense subjective emo-
t.iéna. " fie suvision Shakespears in none of his great roles, such zs is

sasily done with Byron in his Manfred. ¥Willlams, too, may bo sald to

possess this quality of Hegative Capability to a high degree.

A Streetcar Hamod Desire is a ploy of subtle por-
ceptions, t0ld coldly by a man looking on from some
- distance., Hr. Williams! characters are alwost like
figures in an inhuman fantasy. Ko knows them inti-
mately. He knows how they were produced end how in-
evitatle their destinles must be. He does not 6?“6
bis pen to one side or the other to holp them.

Jonson conceivad the "Humoura® theory of charscter and in
that the humours are eccentricities in a character which tend to put

bim off-balance Tennessee Williams is indebted to him. Jonsm, too,

| . Walter Jackson Bate, Criticisa: The Major Texts, p. 349.
'%0 Brooks Atlkinson, vAt tThe Treatro s7 new sork iices, May 2,

1950, Po 36'
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was adapt in prosenting the class-types of a highly orgenized or decam
dent society, with all their elaborate vanturé of custom, manner, and
phrase. Aranda Wingfield, living in a squalid section of St. Lwuis,
can no more divest heraslf of Ler 'miaihg' than ler son can accept
what to bim 15 an cutmoded pollysnna optimism, | |
Beaumont and Fletcher further popularived and gave importence
. to tragi-comedy, and while their style merits high praise, a strain of
the gentimentsl is ap sarent in their work.%6 fMhe grovith of domestic
tragudy, which hastensd the deoline of the brilliant English Mnai.esama
in drama, lends to Shirley and Ford who further point the way to the
nodern absorption with gquastions of sex, the scarch for new sensations,
the perveraion of morals. Ooveral of Williams' early short plays in
27 Wagons Full of Cotton can quulify for Thorndike's judgment of Ford:

"His plays are imsoral because their passion is so often norbid and

their sentiment mawkish."57
The %illlams dramss have little in common with the form of

the Restoration tragedies, except, perbaps, the violent conflicts in
the main characters and an inclination toward the exotic in setting,
The love versus honor theme, so prevalent in the beroic pliay, 1s to

some extent apparent in Sumzer and Smola .
The riee of eemmntausm in the eightesnth century effected

s drapa of sensibility, sensibility in this instance being defined as

86, Ashley H. Thorndike, Iragedy, p. 207.
870 Ihido’ je 229.



sywpathy for tie virtues and distx-esses of ordinary Manan beings. The
playé of Temnessce Willlams likewise have 1ittle in common with this
typs, tut perhaps are indebted to the gemre for its break with the ri-
gldities of the herolc. |
| #ith ‘th:a miwxﬁb of the Romantic Movement, a shift of attitude
is apparvent in "tha aitemd approach to the drama, where character rather -
- than plnt: became the primary concern of such eritics as 001eridgé’,
Schlegel, and mntt.as An imaginative sort of realiem or *Impression-
iwé;" fared briéfly but received no distinguished trzatment to any extont
in the drama. There is a marked similarity between this tranzient mood
and some of Williame' work. John Mason Bromn commends his ability to
evoke mood and transcend realisn.S?

Matthew Arnold, in his nostalgia for the anolents, felt that
poetry should be rooted in the Conorete. In his reapplication of clsso-
' lcal criteria, howover, he declared that a situation can not be oimil-
tansously xiainf‘ul ard poetic.go ¥r, Atkinson disagrees with Arnold's
prezise in applying it to Streotoaxr, 'éhile not denying that the drama
is painful. |

.- The point 1s: Doss it show a poetic awarensss
of pacple and 1ife? I think it does. A poet in
his approach to 1ife, he has plucked cut the heart
of & human boing's mystery. Out of commonplace ap-

- pearsnces, be has created a vibrant character, im- -
mersed in private angulsh., lle extraordinarily sen-

8 . ﬂnﬁ@ EE. Citt 'po 271' . o
Bg. Jom’ﬁason ﬁra;m, "Sgeing Things,” Saturcar Roview of Litera-
turs, 31:31, Cctober 3¢, 1940, : : ~
- __BWEB, Op. Gifo., p. Ahgo
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tient portrait would be excommunicated in
Arnold's book of rules. 1

The modern movement in the thoatre with its broadly natu-
ralistic approsch to art further liborated tho dramitist from the
ma%riatiom of form. HNot undeplored in éemu quarters, especially
by 7. 8. Sl4ot, for its denial of pootry to the contemporary stage,
the trend developed into the coldly realistic play with its clini-
cal concern for the ‘ooncret.e and ’tzm particular. W%hile Tennessee
Williomos 1o undoubtedly & moderé in the froeedom with which he employo
bis matariel and in his subject matter which deals with contemporary
problens, he {latly rejects our latter doy mau.am.

- The straight realistic play with its gemuine

Frigidaire and authentic ice cubas, ite charac-

ters that spoak exactly as its sudionce speaks,

corresponds to the acedemio landocape and has the

paze virtue of a photographic likences. Everyone
ghould know nam&%a ths unimportance of the pho-

tographic in art.
One of the davices tahooed by the medern theatre is the

taside' or the direct address to an audience by an actor. Ibsen felt
that the early ninoteenth century romantics hsd worn cut the conven-
tion, that charactorization suffered as a result of its abuse by their
villainé.” This convention, however, is extonsively asnd effectively
émplmd by Tonnesseo ¥illiams in two of bis plays. In The Glass
| Honagerio fcm a&ﬂméaeﬂ the sudience from the very first ond comsents

o

91. Brocks Atkinson, *'Evury‘bhing Is pPoetic," How York Tirnes,

June 6, 1940, Sec. II, p. 1.
95. %‘eﬁnewee i“iilgiama,, Tho Olass Msnagerie, p. ix.

93, Allardyce licoll, Dritish Uramu, p. .




- throughout the play in a manner vory rominiscent of the Stage Manager
in.?homton.‘ﬁilﬁw'a Cur Tomn. In Canino Real Mr, Williems frequent-
1y has his charactors come to the footlizhts and confide in the audi-
snce. Perhaps ths olosest analogy tol this practice in the modern
theatre 4s ccntained in Bugene O'Weill's Strange Interiude. The direc-

- tor of Camino Real, ¥r. Blis Kasan, seos it as the most direct play
- of our tire: |

| It's Tennossee speaking persconally and

lyrically right to you. That's one reason walve

pulled the sudience inside the fourth wall by

having the actors freguently speak directly to

the opectator and by having somo of the exits

and entrances made through the aleles of the

theatre, . This davice also gives a feoling of

To'sny that Tennesseo Willians has rojectod the theatre of
realistic ceixvenhions is not to imply tha’;. he 1s unoblipated to cor-
tain masters in the modern thoatre. His imnedlate predecessor, Eugeno
O'Heill, contributed many experimonts ixi form that Williams hag uti-
1ized. Chekhov is fresly given orecit for inspiration, and certain
emotional patterm in the work of Ibsen ars apparent in 'Wﬂliaxaa'
dramas. Mr. Allardyce Hicoll cbaerves of the subject matters em-
ployed by these two masters:

Tohechov is more visionary than Ibsen,
and prefors to deal rather with mental than
enmotional preblems. Ibsen is obaessed ...

with the tresendous difficulties which the
fact of sex brings to 1ife; Tchochov doals with

92" Hﬁ'ﬁ‘ﬁ&, EEO Citl’ po 260
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montal disasppointments, with 5111‘.@!‘111‘3«’ ambitdions,
and with artistic failures.? :

These subjeoﬁa are all comprehendsd in the works of Ternesse Willlums
to avhish degrea. Toxn in The QOlass Hanagorie is a frustrated pout

in the best Sea Cull fashion. Alma and John in Summer and Smoke wres-
tlo wz.th the devil in the flesh. In Strcetcar Blanche's mani;al and
emotional diaappoint:ﬁanté plunge her into insanity. while perhapa'
noﬁ an artistic fallure Lord Byron in Camino Heal has wandered far
afield, "Nothing really happens in w,# writos Yr. Hicoll; “"tho
action is moré’ psynﬁulogical than phyéicnl in A Dollts Housoe and in
The Hiild Duck."gé f)ne could also say that nothing really bappons 1n

~ The Class ﬁemgem and Summor end Smoke. In the former Tom brings

a friend homa to supper. Tho changes in Sumzer and Smoks are purely

paychological. _
Althcugh Tennessce nilliams veers from tho dictaphone and

czmeras, his dramas for the most part bave not embraced the extreme
opposite - fantasy. Fantasy has boon used extensively in his last
play'camino Real, bﬁt only to point up symbolically certain bitter
actualities,  Jozeph Wood Krutch comments on this middle path that

%Willians follows,

ess @ Dothod which 45 neitber that of simple
realism nor of frank gantésy. G)Vimly ;;-}“. Wil
liazs is a highly subjeotive playwright. IHis
stories are not told primarily either for their
own sskes or in order to pmpmnd a gerely ra-

95‘ ' ﬁic‘)llg 220 c’itn, P 32370
96* Ibid.’ p. .
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tional thesis, but chiefly bscause thsy enable
him to communicate emotions which have a spa-
¢lal, personal sipgnificance. Already one bo~

 gine to take it for granted thst hds plays will
be imredistely recogpizable by thoir familiar
themes and a sensibility as unigque as that of a
1yric poat, Yet he never quite abandons dra-
matic cbjectivity as a mothod. To go one stap
Lfarthor in the direction of subjectivity would
inevitably be to ruach Pexpressionism” or some
other form of non-reprosentational art. But
though there is in the plays as written a cer-
tain baunting drean~like or rather nightmarish
quality, the brwek with reality is never quite
made, and noth%ng happens which might not be an
actual event.”

Tre critics are unanimous in recognizing Viilliams' value
a8 a great lyricist who coabince styllization with realism, ons who
has contributed m#bériany to the restoﬁation of poetx;y to the atagé.
Although Tennessee Williams kas published poetry per se, he is vital-
1y interested 'm the theatre as a means to fulfill the Wordsworthian
definition of o poet — "He is a man specking to men,"98

- Williems quite rightly does not conceive of his dramas i‘it—

ting into any one of the older dramatis forms, ‘

: They havo to do with a conception of a new,

plastic theatrs which must take the place of the

exhsueted theatre of roalistic conventions 4{ the -
thﬁa'bgg is to yooums vitality as a part of our cul-
turs :

Mr. Willispa' agent, Audroy %ood, credits this conception with inspir-
ing Carson McCullers to dramatize her highly successful Member of the

97. Joéeph wood Krutch, "Drama,® Hation, 165:686, December 20,

19417, o
98, William Wordsworth, "Preface to Lyrical Ballads,® in Batas,

op. ¢it., p. 339.
Tennosse Hilliams, The ClassMenagorde, p. ix.

-
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fiedding which s closs to the Williams works in mood end setting,100
Hr, Kasan believes that A Stroetcar Mamsd Desire in furthering a

less 1itoral appi*oach toward the theatre mads Arthur Mller's Death
of a Saleamman scceptable Lo the theatregoing public. Both Mr. Kazan

ard producer Cheryl Crewford express themselves as "ploased to be
doing a work (Camino Real) that moves so far away from the striot
naturalistic drama that prevails on Broadway. n101 '

‘ Sensitivity characterizes Tids approach to art., Through 1t,
ba hea becoss a master of nood 5o vivid that ons feols the color and
timbre of emotion and thought throughout his dramas. DSuring the pént
eight years, the plays of Tennessee Williame have brcug;ht to the tlo-
~atre "a poetic writer who could look through the polite surfacos of
1ife into the pain that froze the hearts of lonoly people,ni®?

| In form, thass plays represent a fusion of older elements
| rosulting in a fresh creation. The Pythagorian definition of Beauty
as "The reduction of ¥any to One,"303 might spply in this instance.
| The fusing process, however, has been of such an essentially creative
nature thot whon M¥r. Wililams is asked to explain the origin of cne
of his plays he struggles with the question for several momsnts, then
gives up: "Perhups my unconscicus could tell, I can't."m;‘

100. Cebman, ‘.O‘Eo cit., p» éOo v

101. Hewes, op. cit., p. 20, .

102. ﬁmk; Apﬁnaon, #The Rose Tattoo," lew York Times, Pebyu-
ary 11, 1951, Sea. II, pe 1. ,

103! Bﬂw, OEn Qito, P 373-

1Gh¢ D&Wiﬂ, 020 Clt-, ;)0 19.
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CHAPTER IIX

In ,thé three general poriocds of tragedy three divergent
concepts are presénwd. The Athenians assumed that righteousness
provailed and the dranstist tried to ohow bhow; the Renaissance at-
torpted to answer the queation of whether; and the Hoderns deny
the nmorality of the universe: nature makes no demands upon man
and has no care.105 Of the Moderns anatole France 88Y8 QOMpase
sionately, "Chacun fait son salut comme i1 peut.® Williams' dra-
satic philosophy can unguestionably be classified as medern. Ome
writer states that his work "scoma devold of any significance, cos-
mic, soolal or politicnl."06 we stands as aloof snd reticent ae
a social agnostic. Mr. Atkinoon offers an explanation. "He geons
to know that thinking and logic do Aot change the will of the cruol

universe, n107

105, George R. Coffman, "Iragedy and a Sonse of the Tragic,”

Sewznes Review, 50129,30,32, Jamuary, 19L2. .
108, Toda Bauer: nimerican Tragedy," Thaatro Arts, 3%:3L iy,

1951.107. Brooks Atkinson, Mew York Times, Cotober 17, 1543, Sec. II,
pe 1.
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In writing of tregedy, Artstotle did not recognize or,
possibly for some other reascn, did not siress the importance of
the element of conflioct, whetler between man and circumstonce, or
batween men, or within tho mind of wan, aithcmgh Creok plays thaem-
selves exhibit such conflicts.103 The madieval drama, however,
notably in the moralities, emphaslzed moral confiict, and in cer-
tain rae;:ect;é #111lame i more closely allled to this period than
to any other, The alleaofical trostment of struggle betwesn jus-
tice ard merey, good and evil, is thinly disguised in some of his
works. "Summrer and Smoke is really an allepory of good and evil,

It 4s the ald, old story of the flesh and tho spirit at war,v109
You Touchod e is descrited as "an allegory of the closed and open '

attitude toward 14fe,#110 Willlams indirectly refers to his own
irmer struggles whon he says that writing 1s more vicolent than pro-
feasional wreatiing, and spoaks of his perilods of composition as
the moments of “outer oblivion and inmer violonce,nild

The Renaissance modified the medieval concept and tock
for 1ts theme the conflict of human will with other forces. Even
in the plays in uhiﬂx the Crecks were imitated, a typicsl tragedy
osmse to be concerned with a great perscnality engaged in a struggle
that ended disastrously.’? With Marlows, death became synonymous

108. Thorndika, op. cit., p. 8.
109. Jobtn ¥ason Hrown, "Seoing Things,® Saturday Review of

Literature, 31:31, Cotober 30, 1548,
110, "Tennesses #Willians," Current Biaga;ég} 1946, p. 646,
111. Tennssgseo.¥illiams, "A Writer's quest for a Parnassus,®
How York Times Yapasine, Augnst 13, 1950, p. 16,
112. Toorndike, op. cit.,p. 9.
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with tragic catastrophe. Paradoxically, this had its basis in the
Elizabethan's new prooccupation with 1life and worldly delighta. |
The classical point of view, which they found in the philosophy

and literature thut Italy passed on to them, expressed the senti-
ments that their rediscovery of the world aroused. "Sensuous
things wore to be enjéyad for thelr own sakes, and a robust and
harponious expression of delicht in worldly affairs was to be ad-
mired and peroued.®113 Tho tradition of the medieval past which
taught the exact opposite, that man in the flesh and 14fs on earth
was nothing, was still strong and a conflict betweon those two op- |
posing attitudes to 1ife was inevitable. The resull was nol only
érama in a teohnical, but also a desper, a psychological and socio-
logical, sense. "Death, indeod was tragedy; é tragedy was a play |
whicﬁ ended in ceath."M Ancther paradex is that the contermpla-~
tion of doath alone could give life maning.ns This conflict and
its implications contributed to the groatness of Shakespesre and
of the literaturé ahich surrounded him. It was a literature emi- ‘
nently aﬁam af the contral emotional problems of 1life, and there-
fore a literature that made such of death. -Desth, per se, is the
end of only one of Willlems' short plays and none of his other

. works. In Strestear, Blanche can speak lightly ;)f her own death,
envisicning it as being ocoasioned by eating an urmashed grape, '

. Did., p. 232.

iﬁ. - Theodore Spencer, Ucath and Ilizabothan Tragedy, p. ix.
1]50 m., P ha



35

of being semn in a white sack, and being buried in a sea as blue
as lier_fimt; lover's eyes. ,

~Although the plays of Tennessee fillliams do not, as the
Elizsbethan plays, end in death, tho preoccupaticn is evidenced
in other wsys. With the exception of Ths Class Wsnagorie, the

hervines in all his other major dramss give themselves to men.
without borefit of clergy. This seomingly excessive extra-legal
farnication is not, however, bascd on unbrldled lust or depravity
of morsls. Desiro, to Williams' mind, is the antithesis of death,l10
and the sexual act a defiant protest. Hlanche looﬁs with revul-
sion upon Desth's repeated calls to Selle R?mn, and goos out and
gives herself Lo every msn whd will hava hor. ®iverything gome
but the death., I used to sit here and sho usad to sit over there
and desth was as close as you ara,"l17 '
The Elisasbethan was not alons prooccupied with physical
death, but with nentel death an well as portrayed in madness.
It ropresonted a true fall from greatness when woe consider the
aixtéanﬁh century poet's saying, "My mind to me a kingdom is.®
In this respoct ©illisma 18 a trus Klizabethan. FWhether occa-
siongd by excessive grief or "the cruel deficiencies of reali-
ty," madness hos always filled the human breast with horror, and

death itself can excite no greater pity. In speaking of the

 116. Tonnessee Willlams, "Tho oppesite is dasire," A Street-

car Nsmed Desire,” p. 142
117+ ?enncsseg willlams, A Strostenr lared Peslre, Jooems 2,
P 3}42- o
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vpa‘thoiégical lz'ﬁ.gg of Mra. farwicke-loors in The lady of Larkspur

Lotion, %llliems has the Wirlter (aaton Pavloviteh Chokhov) say,
" ess Ig 3he to e blamed because it is nocessary for her to com-
pensate for the crucl deficlencios of reality by the exsrcise of
& 1ittle ... 'mginatiﬁp?“lla Anotler slort play, Portrait of a

¥adonna, ends in mdméﬂ for the heroine. Opholia dogss not recog-
nize ber friends‘ in her madness, but more poignantly does Slanche,
when her mind has been cauterized by the finsl degradation, turn
to the daéwr, "Fhoaver you arg -- I bave always dependod on the
kindness of 'ati’afzgers."llg Brooks Atkinson calls Strectear a
orusl play, for it "vividly describes the agony, fright and lono-
liness of & woman who has been pushed out of human socisty into
the pitiless mlusiozi of mm}nasa.“mo

Dryden, living in an age which saw the beginnings of
ths Fow Bolence and a revised conecept of the universe, saw the
doom of the ©ld tragedy snd attempled to rescus the fora from
certain extinction by introducing tho problems of free will, pro-
destination, snd reason versus paaaion.la Drydents herolc
c?wrautarisations seen Lo be an attempt to relate the tragic hero
to the new concepb ‘of the universe. As in Milton's 3amson Apo-

nistes, these problems are conventionally introduced in the form

118, Tennessee Willisme, "The Lady of Larkspur Lotion,®

é? figgons Full of Cottom, p. 70.
119.  Termeasee willlams, “A Strastcar lased Desive, Scene

11, p. 170.
! plZOZ Byooks Atiinson, "iStreetcar' Passenger,® liow York

Times, June 12, 19h9, Bec. II, p.l. k
121. Allardyce Bicoll, Restoration Drama, p. 165,
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of a debate by the hero with bimself ovor whother he shall fol-
low his reascn or his passion. Tragedy results when the hero
is & slave of passion. Tbe will 1s aassumed t0 be free to con~
trol the passions. The spiritual tumult that Alma in Summer
and 8moke has within herself whether to cast aside her conven-
tional morality and uccept ths love she longs for 4s not unlike
the introspeotion in Heroic drama. In reviewing this play,
¥r. Atkinson says of the author:

: Although he is dealing in impulses that

can not be literally defined, the twin thomss

of his tone poem are cloarly stated: spirit

and flesh, order and -anarchy., He has caught

thenm in the troubled brooding of two human

hﬂﬂrwvma

The Restoration age wss "hangry for heroism, and feol-
ing 1tself baulked of it in real life was happy to find 1t in
i1ts art."323 Admiration took the place of terror in these dra-
mas. Porfect love was exhibited for admiration and was used as
a means for procuring pity.

_ Thus, in this tragedy we find man, not so
mich exploring bis daring end measuring his ac-
ceptance, as reasching for the absolute, trying
to establish sowething definite in oppoait)i:gn
to the unsatisfactory compromiges of life.

The tragedy of the perlod failed to please except for a short
4ims becavse the dramatists of that doy were trying to express

122. Brooks Atkinson, "At the Theatre,” Now York Times,

October 7, 1948, p. 33.
123?' Bona;ypﬂobrée, flestoration Tragedy, 1660-1720, p. 16.

12, Ibid., pp. 23-22.
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romantic ideas in a form specially evolved for the olassical.
The romantic is always in revolt, eager to remould the world
‘nearer his heart's desire. The classiclst feols that 1ife 4s

a materfal with definite characteristics, which can be doalt
with, no doubt, in various ways, but which dan not be pgreatly
albered ~As Bonany Dobroe phrases it for the olassicist, *

art ean be really great which does not accept humanity for what
it ia. e mnt 1t trios to guide mankind into channels, or
endeavors to prevent its boing mankind, an essential element is
omi tted, 1125 "

In this controversy, Tennesgee Wllllams is on the eide
of the ¢lussicist. be does not write propaganda cr champion
sooial or political reform. *I don't think I have over been
consclous of writing with @ theme in mind,"226 Ho does not dis—
tort nature to produce an idea, “Ho writes cut of the frove world
of a poet, he looks sbout him at ordinary pecple, wonders about
their private angaish but knows of 20 way to reliove 1t.n127
Bven 4n Camino Raai with 1ts long cast of romantics Willisms!
cbvicus sympathy with his characters does not lead him to pro-

pose a panacea for their ills,

Now Af Camino Renl purported to deliver
a message, I woald have had to be olearer, but

125.  1bid., p. 179.
126. Tennessee Williams, "(nestions without Answers,® New

York Times, Cotcber 3, 1948, Sec. II, p. 1.
Brooks atkinson, “Hork of Art,"” Hew York Times, Ccto-

ber 17, 19&8 Sec, II, p. 1.
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it doasn't, and I don't think the people who
find it confusing in its present form uou%g
- 14ke it eny better 4f it werc clarified.t
As in the Restoration, tragedy was thought of by the
Hoo-Jlasslolats us the thoatrical equivalent of the epic ané the
form therefora was made to include what were considered epic

qualities. Tragedy was concelved of as a moral lesson in ele-

vated style portraying grandeur d'ame for the example and imita-
tion of the nobility. 2% Another isportant element in ths trage
ody of this period, in addition to the herolc, s tho romantic

or entimental slement. This 4s exomplified in tho tragedies of
Otway who was groatly influenced by Racino — the grest somti--
mentalist."130 Tnig emotional quality tended toward the pathetic,
away from the herbic s and resulted in the replacing of the tragic
hero, who disintegrates, by the distressed lady. This epithbet

: woﬁld certainly sppear to apply to Mr. Williams' heroines. Al-
though the female takem contor stage, hls tragedies do not con=-

© time the tradition of sentiuental pathos. As Lincoln i’_ﬂamett
observes: "In mood the plays of both Chekhov and ¥illlams are
wars but unsentimental . i3}

' The romantic, per se, has had some conslderation by
¥r, $111inms, especially in Camino Real, which ha.calle fa prayer
for the 'vrild. of hesrt kept in cages, w132

128, Tennessee Williems, quoted by Howos, op. cit., p. 26.
129. Roswell Cray Ham, Otway and Les, p. 3-3’3—-—'
130. Ivid. '

131! gamebt’ (s3] cit'n, pa né.

132. Howos, %o Ciley Po 25.
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Cne of his short plays is entitled Lord Byron's love Letter and
Lord Byron is also portrayed in Camino Real. He disoourses on
the death of Shelley, & 8helley who remained to the ond a vision-
ary &éaaii’t’:t, and apperently Mr. 911liams would have us feel that
Lord Syron rogrets his own loss of innocence., The Oypsy's daugh-
tor Bamorelda includes in her prayer "the poot gone far away from
his hoart's green country and trying to find his wsy baok,®
¥r. §l1iaws says that Camino Real presents

ese 8 ploture of the state of the romantic

non-conformist in modern scclety. It stros-

ses honor and man's own senss of inner dig-

pity which the Bohomian mist roachieve aftor

each period of degradation he is bound to run

intoc. Ths romantic should have the spirit of
. anarchy and not let the world drag bim dowmn to

ite 19?91.133 |
Nilo the cancepts of tragedy have mirrored the changes
in néan's idoas ‘or his relationship to the universse and the nature
of existence, sowe tragic elements have remalned nmhaixgéd: (1)
tim brevity of 1ife; (2) the inoluctability of death; (3) man's
holpleoasnagy intha face of cenéin forcss which are uncontrol-
1eb20.3% 111ams writess mHhather or not we adnit it to cur-
selves, w’é are all haﬁnted by a truly awful sense of impermanonce."135
Comoenting further on the sbove troeglc elements, %r‘. Coffman do-

duges that "man has therefore conceived of a hierarchy of power
which controls existence: (1) Providence; (2) Lestiny; (3) Fate;

133- Ibid., PO 25"‘26.
13L. Coffman, op. cit., p. 27.
135, Temnessee williams, Tne Hose Tattos, p. viid.

<~

S~
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(4) Fortans. The functious of these powers are defined as fol-
lows: Providance is tha‘guiding force behind all things; Des-
ﬁiﬁy deui‘eaa Lor Providence; Fate carries out thaée dacreos up-
on the human race; mad Fortune imposcé these ‘decreaa upon the
individual 136 In spite of sclence we have found no psnacea,

~ man is still helpless and frustrated. ?‘éto still exists in sore
form, however modified. Han's maladjustment 15 the source of
the modern tragle spirit.137 Chokhov and #illisms both deal’
with nthe wolation of human beinga and their traglc inability
to understand ons anothar. 138 A Stroetcar Named Desire is, by

%’imiam' own daﬁnititm, “a tragedy of incomprehension;139 its
protagonist, Blanchs LuBois, is, in the words of Brooks Atkinson,
sone of the dispossessed whose experience has unfitted her for
reality."1i0 e labter phrase could be spplied with equal valid-
ity to the Wcrity of principal characters in ¥Williama' other
works, with the exception of The Rose Tattoo. o

Jogaph Wood Km&ch would hava it, however, that we have

no real tragedy. t.oday »

' The Tragic Fallacy dopends ultimately upon
the assuzmption which man so readily makes that
somathing outside his own being, some 'spirit

not himself' - be it God, Nature, or that still

1365 Goffman, . cito, je 20.
137. Told., pe 32
138. Emtﬁ; 20 cit,, P 116-

139. JIbid.
Brooks Atkinson, “First Hight at the Theatro," low

1:0.
York Times, Decsaher 1L, 1947, Sec. II, p. 3.
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vaguer thing calloed a Moral Order ~- joins
him in the emphasis which he places upon
this or that and confirms him in his feol-
ing that his passions and his opinions are
iwportant. %hen hin instinctive faith in
that correspondence batwesn the cuter and
the inner world fades, his grasp upon the
faith that sustained him fades also, and
Lovs or Tragedy or what not cesses to be

the reality which it wase because he is
never strong enough in his own significent
g1l to stand alone in a universe which
smbg bim with its indifferonce ... #e can
no longer tell tales of the f5l1l of noble
mon beoause we do not believe that nchle wen
exist. Tho best that we can achleve is pa-
thos and the most_that we can do 18 feed sor-
ry for ourselves.

#illians would at loast refute the last ddsa for he
writes, "fen pity and love each other moru deeply than they peré
mit themselves to kmow,"s2 He would also substitute moral val-
ues for the above "something outside his own being," and his at-
titude 1s considerably less pessimistic than that of ¥r. Krutch.

#illiams beliaves that

The great and only possible dignity of
wan lies in his power deliborately to choose
certain moral values by which to live stead-
fostly as if he, too, like a character in a
play, were lmmirsd against the corrupting
ruch of time. 3natching the eternal out of
tha despsrately flseting ﬁbthe groeat magic
trick of buman existoncw,

This stateasent, with its Elizsbethan flavor, alsc has

the nét.aphyaicdl. pootts awarensss of ®Time's winged chariot hur-
rying near." This is no momentary cbgossion with %Willians.

12, Tennessce Williama, The HoS8 14400, P iz,
143, Ibid.
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Like many writers and most bachelors, Le is a hypochondriac. He
is continuously and unpleasantly conscious of the pulsations of
hie heart, ths act of breathing, and the flow of blocd in his ar-
- terial ayatem.m %o turn on the radio or television to kesp
from beoring the olock tick. As williams phrasos it, "Time rushes
toward us with its hospltal tray of infinitoly varled narcotics,
~ even while it is proparing us for ite inovitably fatal operation,nll5
P@rﬁaps the most universal narcotic is Art., The arrest
of time whick has taken place in a completed work of art gives it,
especially in the theatre, its feoling of depth and significance.
“Contemplation 45 scmething that exists cutside of time," Willlems

cbeerves, "and 8o is the tragic gense."W6 I a world without

time and its pressures, he feels that paople would recetve each
athar with emam and kindness which would further ogxpéso

¥r, Rrutch's theory of éalf-pity pathes, ZAather 1t 1s that ploys
in the tragic traditicn have begun to seen untrue because we have
disguised from curselves tle intensity of our omn feelings, the
senaibility of cur own hearts M7 If 1r. Krutch should hear an

ocho of Lawrence Storne in this, it may be noted bere that ¥r. Krutch

was among those who debated less than fifteen minutss in selecting

The (lass Menagorie for the Urama Critics Circle Award and was
also one of the seventeen ocut of twenty-ons who voted for Straetcar.lha

14k, Barnett, op. cit.,.p. 11h.
14S. Tennessee Williams, The Roge Tattoo, p. X.
6. Ibid, p. vi.
7. I6id., p. % )
, Yew York Times, April 15, 1945, Sec. IT, p. 1, and

April 1, 1658 p. 29.
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. Perhaps, to be fair to Mr, xms, it should be recalled
that in ¥odern Tomper he waa disonéaing ‘the modern theatre in gen-
eral. It is possible that today he might make exceptions to his
thesis, Certalnly his penetrating reviews of 4 Streetcar Named

Pesire and Summer and Smoke show an awareness of the tragic cone

tent in those dramas.

: . -Bere again tho moral complexity of the

" situation arises out of the fact that the

- author's deepsot sympathy lics, not with the
hyital® charactors who triumph, but with the
ineffectual idealist who is destroyed ... In
both cnses the tragedy lies, not in the faot
that the horoine revolsts, but in the fast that
sho has so little to resist with, "Gontilityn

- 18 the only form of idealisnm or spirituality
accessible to hers perhaps, Mr. Hilliams seons
to be saying, the only form now accessible to
anyone, and our culture is ugly Just becauss

- we have no living eguivalent for what is by now
a mare quaint enachronism. If I read bim aright,
be is not so much ridiculing his Southernadice”
and Southern "gontlemen' as he lg reproaching
the rest of the world for having found no equiv-
alent of what their ladyhood and their gentle-
manliness once roprosented, 1Y

Jamas K. Feltulenan also o;:pcacaxr. Erutch's thesis in

Yodern Tewoer that w2 have no real tragedy today. Mr. Feibleman

feols that the formal wark of art 1s really an intensification
of im@lzsdga gained from everyday 1ife and that tragedy will al-
ways be a papt of 1ife due to ths element of struggle. Struggle
always has its tregic aspect, since thore must be a vanquished
uwhonever there i8.a victor, "Every actual thing is both valuasble

1h9. Joseph Wood Kruteh, "Drama,” Netdon, 167:473, Cetober 23,
1948.: E
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and loglcal. Its value has disvalue; its logic has contradic-
tions, Thua it is doomed; and indead history is the record of
doomed thingn.“lso Mr. Felbleman feels that love reaches be-
yond resson, and we do not wish the things we love to die.
We know that they shall die; yet we
. love them all the same, and we are willing
to £ight for them. It is & hopeless fight,
and ws shall undoubtedly lose them in the
end which may be near oy distant. But we
£ight for what wo love, doggedly, blindly,
against all adverssries, though we may know
in a wy, or feel, pimt we are certain to
go down in defeat. >’ .
%o fight for what is good and truo and beautiful not
Secansa wo think or hope that these things will oxist forever;
we know they will not. Our struggle is because we kmow them to
be valuable, and, though in reality these ideals have thelr being
forever, we do not wish them banished from actual existence.
All of Williams' heroines have values that are in con-
£1ict with their environments. Their most basic values, their
epiritual 4nheritances, are ugually in conflict with the mato-
rialistic values held in esteen by his antsgonists. In Summer
and Smoke Alma axchanges ber velues to no avail. Blanche in
Streetcar goes down in utter defeat olinging tonaciously to the
tattored shreds of her values. Williama would seem to propose,

porhaps uncongoicusly, that neither giving up nor reteining bur
values will save us from inevitable defeat when those values

150. Jamos K. Foibleman, Aestbetics, p. 63.
]51.» Ibidﬁ’-pl 63-
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conflict with stronger forces.
Brooks Atidinson likewise supports the position that we

do have real tragedy today.

Tragedies are enjoyable if thoy are writ-
ten with imagination and integrity and if they
are played with fire and skill. The olessic
example would be Bhakespoare's Hamlet. But A
Strestcar lamed Desire and, more recently,
Death of a -alesman are examples that can be
palled out of the current theatre.

Tho last reticent, muted scens in A Strost-
car Named Desire is ono of the cruslist in mod-
ern drama. but it dismisees the audience in a
mood of hushed exhilaration because the writing
is exact and the acting incardescent,l52

Tonnesses %illiams! dramatic beritaga, in all its varied
aspects, is everyshere presont in his work. Lo has leaned to the
classical 4n cbjectivity, and again swung 1o the romantic 4in char-
acterisation. He has preachod 5a sormons, yet he has deap come
péseicn for mankind., He has remained aloof s but uncynical. Like
bhis best writing, bis artistio philosophy ia simplicity itself,

Every artist has a.baaic promise pervad-

ing his whole 1life, and that premlse con pro-
vide the impulee to everything he creates.

For me thae dominating premise has bean the

nesd for understanding arxi tonderness and forti-
tude ameng individuals trapped by circumstance.l53

152, Hrooks Atkinson, "'Strestcar' Passenger,™ New York

Tim&, Jm 12) l9h93 380- II; pn 1- -
153. Tennessse Wiillians, guoted by Darnett, op. cit., p. 116.
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CHAPTER 1V

fir. Willians 18 hopeleasly mirod in his new love — sym-
bolism,” states Walter Kerr of the Mew York Horald-Tribune writ-

ing of Camino Real, and further accuses Williams of being "pre-
occupiod with techniques for gotting ot truth, without having
any particular truth be wants to get at,"15h viriting of the same
play Hr. Atkinson says that "ir, ¥illiams has unlockéd his mind
and told his version of the truth about human destiny."155 Does
such & difference of opinion maan that criticism 1s at best an
affair of personal preferences or can it mean that Tennessee
Willlams' symbola convey his mossage to ome critic but not the
other? | .

¥hen the Mohammedan poet wrote of the oyebrows ot the

Deloved end compared them to the domed or arched recesses of a
mosgue, when pusk, the parfume of the Beloved, was made to stand

154. Walter F. Kerr, "Camino Real,” llew York Herald-Tribune,

Yarch 20’ 1953, P 12-
155. DBrooks Atkinson, "First Night at the Theatro," low

York Times, March 20, 1953, p. 20.
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for the fragrant message which the True Deloved sends by death
to those who love him, the poet indulged in a symbolism often mis~
understood by Westernors.156 As Alfred North whitehead pointa
out, symboia do"no‘b create their meaninp: the meaning exists for
us in its omn right. "Cur relationship to these bodies are [2ic]
precisely our reactions to tlwm."157 . |
| _ Our understanding or any symbol nacuaaarily dependa on
our i.ndividual experiences and knowledgs. Mr. Whitohead writes
of this: |
- Our experieﬂce arises out of the past:

it enriches with emotion and purpose its

presentation of the oontemporary world: and

it bequsaths itz character to the future, in

the guise of an effective elemont forever

adding to, or agbtracting from, the richness

, of the world.l?

That which we have not experisnced is more than likely to be un-
comprehended; the uncomprebended leads to the misunderstood, and
in wany instances, the condsmed. |

Tennosses ¥Willlams' uge of syrbolisn, more than any
other facet of his work, bas disturbed cortain critics. ¥r. Joln
¥ason Brown cbjects to his sywbolism on two counts: 1t is unintel~
ligible, and 4t 18 too simple, Whether ¥r, lrewn feols that it is
coscure in one play and overly simplified in anothor, or whether
he merely contradicts himealf in two unrelated oritiques is unclear.

Of The Rose Tattoo he writes:

156, Arthur Christy, The orient in American Transcendentale

iam, p. 36.

157. Alfred Horth Whitahead, S‘mbolism, Its Meanine and
Effect, pp. 57-50.

158. Ibid., Pe 59.
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Do not ask me to describe the meaning
of all) the roses, real or imaginary, with
which several of Mr. Willlams' characters
are tattooced. Lot mo only confess thant not
aince the Houses of York and Lancaster fand-
ed long and publicly have rosca beeixsuaed
more lavishly than by ¥, Willisns,t59

&n opposite vicw 1s expressed in his reaction to Sum-
per and Swoler

In Suneer end Smoke Tennesses Williams
is molivatad by the same commendeble impulse
{as Eugene O'Heill] to transcend the realis-

- tlc theetre's usual restrictions and omis-
sions. He, too, doss not choose to have his

' gharacters repaln static, He, too, would

have us understend the clashes within as well
28 between their dissinmilar temperaments,
Ard, In his attempt to do this, he, too, is
drfven, with unfortunate results, to rely up-
cu over-essy outward sysbols to denote in- '
terior atruggles. ~ ‘

Although ¥r. ¥Willlams sesks honestly to
expose the full intricacy of his characters,
be falls, He Lails as M¥r. O'Neill falled

before bim, and for mch the same reasons.
He falls because he, too, is unable to make
his worda do what he wants thom to do. Sense
ing the inadequacy of his dialoguo, he re- .
gorts in Mr. O'Nelllts fashion to ocutward .
syzhols for inper conflicte. The rosult is a
- simpiification so elementary tha} it often
comes close to being laughable.t S

yir. Bromn particulerly disliked the status of the praying angel

which ¥4lliams calls "Ztornity™ and the large anatomical chart
in the dootor's office which were highlighted at times to

159. Jobn Hason Brown, "Seeing Things," Saturday Review of

Literature, 3412, Yarch 10, 1951.
160, John Hason Brown, "Seeing Things," Saturday Roview of

Literature, 31:31, Octover 20, 19L.
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illustrate the struggle between body and soul taking place with-
in bis people. -

- These two particular viewpoints of the same critic
merely point up a universal problem —— cne of the most difficult
| problems in connection with language and cogniticn, as indeed in
the theory of knowledge itself. Mr. Wilbur Marshall Urban poses
the dilemma in these words:

| If wo are to interpret the "eense® of the
synbol wo must expand it, and this must be in

terms of literal sentences. If, on the other
hand, we thus expand it we lose the "sensen

or value of the syrbol as symbol. L
Hr., Urban does not feel that the sclution consists in

subétimting literal for symbol sentences for the function of the
symbol is to supply intuition to the concept. #hen John Meson
Brown accuses 'I’ennasséo ¥illiams of being "unable to make hie
words ¢o what he wants them to do¥ and of therefore substituting
cutward symbols for inner conflicts, Mr. Brown is anowered by
Hr. Urban's statement: "It is precisely becsuse the more univer-
sal and ideal relations can not be adsquately expressed directly
%ﬁ they ars indirectly expressed by mms of the more intuita-
b1e.162 | | |

In refeiring to the dua)l character of a 8syrbol == tha

original character and the object for which it stands — Mr. Urban
soes the cooperation of the oconscious and the unconscious involved

161. Wilbur Urban Marshall, Langusge and Reality, pp. 43k-
iégh Ibidop pn hsh.

L3s.
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50 that it enables a aymbol #to exercise a reconciling function
in the 1ife of tho spirit, of the conscious and unconscious life
of men."63

- ¥r, Brown might be asked what othor means ars available
to #ba artist to give poetic insight to inner conflicts than the
Insight symbol.

Both poetry and religion are full of in-
sight ayubols, UVanta's Divine Comody 1s tho
epitoms of the entire mealoval notion of the
inaight syrbol, but modern pootry makes use of
the sare symbol in the same way. Tho entire
syrbollic pericd of Ibsen, from The #11ld Duck
on, uses the physical to glve ue inaight into
spiritual relations. Perhaps one of the best
$llustrations, lLiowever, is the syrbol of the
onion in Peer Gynt. The onion which, whon one
layer after anothor is removed, finally reveals
nothing, is a symbol of the "Uyntish I
which is also nothingnoss at the core. Inaipht
into the nature of the social self is here
given which no 6Emotmt- of conceptual description
could afford,l |

tThe sysbol can be larger than fact,” writes Joseph

. food Xruteh., ¥r. Kruteh admires the symbollsm which John Hason
Brown castigates in Summer snd Smoke and feels that its use puts

that play on a par with A Streetcar Named Desire. Thers can be

no talk of “inferior” or "superior! between the two plays because
"Surmer and Swoke often achieves a hypnotic, dream-like effect as

impressive and ss absorbing in ite own way as the more éharply
defined particularity of Streetcar.®165 Mr, Atkinson 1lkewise

163. Inid., p. L19.
161" fb{a-: P 2&16.

1948 165. Josaph Wiood Krutch, "Drama,® Nation, 167:L7h, October 23,
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bas no quarrel with the sysbolism ezployed by kr. Willlamo, Far
£ron fooling that Canino Resl 1o obscure he finds that "most of
tha)gaiay is only too clear. Hr. ¥Williams conveys his oonse of
the horrer of life only too explicitly. For he is a gifﬁod
writer with en extracrdinary comsand of the use of symbols in
t!ie thaatx;a;“léé

The escape syrbol has been over prasent in 1iterature
and the "tropical island paradise” or the "ple 4n the sky by and
by" have attained even greater significance in these recent years
of stress. This symbol has sssumed several gulses in the #il-
liams plays. In The Class Yenagerie a ploture of Amaﬁdh Yiing-

field 's husband who bas doserted his family is lighted at climac-
t4c moments to show Tom's almost irresistible urge to also fly

the stifling atmogphere of his home. The lighted picture of tho
jovial escapee seors to mock his lack of courage in not fleeing,
In Sumrer end Smoke Alma Viinoniller bhas tried to escaps the tedium
of her 1ife by crganizing the Drowning Society but eventuslly she
resorts to hor sleeping pills. Tho almest mythical Shep Hunte

leigh ond his yacht symbolize escape for Blance Dulols in Stroet~
car.  Escape in Camino Real 1s sysbollzed by a non-scheduled
tlight. of a plane christenod the Fugitive. In this last instance
none of the critics missed this bit of fancy; conscquently thay
liked it even less than tho more cryptic sycbols. ’

166. Brooks Atkinson, "Camino Real," New York Times, Harch 29,
19533 See. II’ P 1l.
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Dissatisfaction with things as they are seems to be the
underlying motive for the desire to oscape in all the williams
plays, as indeed in life. In the oponing scenw of Camino Real
the landlord phrases the sentiment of his bored transients dis-
illusioned by 1ifs. "Is this all? Can thore be no more?"

Later in the play lLord Byrén 8ays, ",‘i‘here is a tirme for departure
~— @ven when there is no place to go to." Lord Byron would seem
to speak for Williams when he advises Kilroy, "Moke voyages
attempt them. Thers is nothing olse to do.®

The set of Camino Real is surrounded by a bigh and
crurbling stone wall plerced by an open arch. Htone steps lsad
up to this arch and presumably beyond are uncharted deserts and
snowy mountains, The wall syrbolizes the self-placed wental bar-
~ riers beyond which we fear to probe. Mr. Williams' characters
talk of making tho voyage, thoy long for freedom, but in reality
the contemplation of its distant vistas overwhelms them. Kilroy
wants to escape but he wants a "buddy" to make the trip uiﬁh him,
Lord Byron dares to travel alone and ha departs ttrmgh the gate
for Athens. Don Quixote, aged but still heartily tilting, enters
the gate for a woment's respite. The ghost of Kilroy has found
his companion for tho trip into tho unknown. Carefully writing
SKILROY WAS HERB" he departs with the old knight. As Henry Hewes
writes: "Don Quixote, who sppears at the end of the play, 18 the
supreme example of the obstinate knight, gallant in peeting ulti-
mate degradation, end unashamed at being the victim of his own
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rosantic toniaa."lm It may also be symbolic that the high wall
ie crumbling, that Mr. Willlams focla that some day we will have
né barrier botween infinity and our daring intellects.

Hr. John ¥cClain of the New York Journal-imerican be-

lieves that Camino Real will divide any sudience that sees it
into two aharp ca‘tagm'iea: "Those who understaud it and those
who don"b," and identifios hinself with the 1amr.163 Mr. At-
kinson says that
People who say that thoy do not under-

gtand 44 may be uwrwilling to hear the terri-

ble thinge it recorda about an odiocus no-

ran'e land betwean the desert and the sea.

A sensitive, virtuoso writer, ¥r. Willlams 6
Knows how to create an intelligible world. o7

Nr. #cClain, howover, {lings a challengo to Williams: |
Howaver SOaring; and gyrbolio, I can not

think of one great play, from Shakespeare to

Christopher Fry, whose premise could not be re-

duced to a simple sentence — and I will defy

¥r. ¥illians to explain Camino fical in less
than a page of small print.

There are doubtless rany who feel that a slick one-sen~
tance derin:!.tion of tha premiso of Bamlet would be more mieleading
‘t'.han edifying even if one could be gensrally agreed npon - which
is unlikely. In mung of Hamlst Mr, Jama K. Feibleman reminda

167. Eéuas . oit., p. 26.
168, dobm BT, ¥Hillians! Play Baffling to Soms," New

York Journal-American, March 20, 1953, p. 20.
0. Brooks Atkinson, "First Night at the Theatre," lew York

Times, March 20, 1953, p. 26,
—7370. McClain, loc. cit.
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us that a work of art has a 1ife of its own, one that "may or
may not borrespond to that which the artist intended to give it."17!
vhen ¥r. Williams 48 asked about the meaning of one of his plays
he is inclined to answer vaguely, "It is a play about 1ife,nl72
Eis intentlon, however, is certainly not to mystify such people
as ¥r. KeClan, |
Inflated roputations and eclectic at.,,vlea

have cast an aura of gravity over much that is

sesentially vacuous in painting, oboecurity has

disgulsed sterility in a good deal of vorse ...

For a writer who is not intentionally obscure,

and never, in hie opinicn, cbscure at all, I

do get asked a_hell of a lot of questions I

can't answor.l

"They told me to take a street-car named Desire, and
then transfer to one called Cemvteries and ride six blocks and
get off at - Elysion Flelds!" These symbolic words spoken by
Blanche in Strectcar are her first utterance on the stage. ¥ol-
cobt Gii:trs comments somewtatl wryly on the reality of these trol-
ley names, edding, "life in this case boing singularly obliging
to airt.l'n* ¥r, Gibbs feels that aucb a brilliant play "has no
. poasible ne@d for the kind of poeudo-pootic decoration that more

vacant autm so often employ to dispuise their fundamental lack

‘l?l. Feiblemn op. cit., p.2BL.
172. Yennesgee ’ﬁlfﬁanm ,’“Quﬂetiona withwt Anmra," !Taw

York mwa, Cotober 3, 1948, Sec. II, p.l.

- Doids
m.. Wolcott Cibbe, "Lower Depts, Southern Style," 23:50, New

Yorker, December 13, 1947.
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- of thought."175 In his dosire to have Streetcar stripped of its
“poetry it would seen that ¥r. Gibtbs is really making a plea for
the astraight reslistio drama that Tennessee Williams bhas so studi-
cugly avelided., It may bo frequently obésrved that the sysbol ad-
mired in poatry is condemned when translated to the stage; in a
‘tradition of realisn the syrbol is especially damned as 'arty.’
Blanche has come from Bélla‘ R%ve, (pei'vorae;y pronounced
Bolle Resve) which is Just what 4ts name implies, for it is no
longer a reality. This is cbvicus. But the value of this symbol
does not rest hers. It expands into infinitely richer and dosper
connotations, It exists as a symbol of past happiness for a
younger Blanche and represents that which 45 essentially lacking
in her present situation - sccurity. Dy extenslon, when Stanley
questions Blanch;a about the loss of Ba].io Rave, he 48 not alone
probing into hér present but by analogy questioning her right to
her past happiness. firiting of a later play Mr. Henry Howes!
corment on Willlams' use of ayzébol to clarify is epropos here.
By clarifying ¥r. Viilllams doesn't mean
that he feels a compunction to iron out the
corplications or comtradictions within hls
play, beceuse he intends it to be infinitely
wggestivelg}gq £11led with half-truths and in-
timations,
One might say that a symbol has to be dovious to a degree to be

recognized as a synbol, and at the same time obscure -— or not

175. Ibid. P 5&-
176. Ikﬁms: op. cit., P 26.
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literal w enrich the surface mesnings with overtonecs that
giva a uork or art its pecul.’tm' porscnality.

Alfred North ?wdtehead writos of a certain vagueness of
sy&oliam in language iteelf.

A word has a aymbolic association with

its own history, its other meanings, and with

its gonoral status in current literature.

Thus a word gathers emotional signification

from its emotional history in the pasty and

this is transferred sywbolically to its mean-
ing in present use.:?

tr. Whitehead further states that the transfer of emotion holds
for the wore artificinl sorts of hunman symbolisn as well. *Music
is partic\ﬂnrh adaptad for this syebolic tranafor of emotions »

by reason of the strong emotions which it generates on its om ac-
count. w178 It bas already been observed that Tennoasee Williams
raiiea on a 1iberal use of 'motif'! music to create scme of his
most telling effects.

In pointing cut the pitfall for all symbolists, Profes-
sor whitehsad has perbaps come closest in isolating the fundawen-
tal cause of the controversy engendered by ¥r. Williams' use of
gyxbolism, In a statement applicable to the discussion he warns:

‘ Kankind by ma:ma. of its elaborate sys-

tem of eymbolic transference can achieve

miracles of sensitivensss to a distant en-

vironment, and to a probleratic future. But

it pays the penalty, by reason of the danger-

ous fact that sach symbolic transference may

involve en arbitrary imputation of unsuitable
characters.

177. t%hitehead, op. cit., p. 8h.
l?an Ibld-
179. 1ibid,, p. 07.
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When John Msason Brown declares that ¥r. Williams "is unable to
make his words do what he wants them to do,” he may be partly
Justifiad, but his acousation that the playsright then proceeds
to substitute syrbol as a second best devico is unsubstantinted.
¥, Williams has t!m pootts regard for the gynbol as an cnhance-
ment, and harbors nons of the realist's horror of the device an
a orntoh,
To mo, using a syrmbol i3 just a way of

saying a thing mcre vividly and dramatically

than I could otherwise. For instance, in

Cemino Real the hotel proprietor's dropping

Casancva's shabby portmantesu of fragile momw

orles out the window 18 a clearer expression

of an idea than you might be able to do with

a thousand words., Bowever, I don't helleve in

using syrbols unless thsey clarify. 100

In gonderning Tennosgee Tillliams for being *hopslessly
mired 4n his new love — symbolism," ¥r. Kerr writes as a critic
of fareshortened higtorical perspective. First, it may be pointed
out that symbolism has boen important in all Mr. Villiame' dramas,
even in his earliest. In The Glass Yenagerie Tom speaks for the
author in ths beginning of ths play, "I have a }poat.'e weaknass
for syrbols."281 put more important 1s tha fact that while sym-~

bolism itself may have been held in dlsroputo in the immoediate

paai,when realism reigned supreme, in reality Tonnesses WWillisme
continues in a tradition long establisbed in American letters.

+ 3 180. Tennesses Willlams, quoted by Newes, op. cit., p. 26,
13l. Tennessee williams, The Glass Menagerie, p. 5.
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Mr. Charles ¥, Foideloon, Jr., in polnting oub that symbolism
has been a pervasive prasenco in the American intellectual lond-
scape, observes: "In the contral work of Hawthorne, Whitman,
Volville, and Poe, sysbolism is at cnce technique and theme.nl02
ﬁa etapbasisa;a its importance, not as & étyliatm dovice » but as~

' & point of v;sf:, a governing prineiple, and further states that
"Symbolism 15 the coloration taken on by the American literary
wind under the prvgsure of Amsrican intellsctusl hiatow.“183 In
other resmﬁs ¥r. ¥illiams has not heeitated to break recent
traditions to return to older forms, nor in this particular facet
of bis work has he caviled at contimuing a tradition well rootegi
in bis native soll.

182, Charles N. Feidleson, Jr., Symbolism in imerican Lit-

erature, p. L3.
7. Ibid.




CHAPTER V

In the modern theatre there are two othera contemporaxy
with Williams who deserve the title of poet-dramatist - T, S. Eliot
and Christopher ¥ry. ¥Fry, with a native wit and rara‘charm, re-
tarns to 8 romantic tradition that is essentially Elissbethan in
feoling. He would perhaps agree with iliot that the English char-
aoter remains at bottom cbstinately 'humorcus' and non-conformist,l8l
Eliot, however, true to his Catholic preforsnce for Cutside Author-
ity as opposed to the "inner volcs,” returns to Jonson end Dryden
as past euthoritics for juatifying the importation of Classicism
into the romantic English drama. Eliot's religicus attitude has
carried over into his concepis of ﬂm drama. "7he perfoct and
ideal drama is to be found in the ceoremony of the ¥aos ... The Mags
is o small drama, having all the unities; but in the C&n;rch yoar
vou have representod the full drama of ereation.™85 pe foels

184, 7. 5. Eljot, "The Function of Criticlism," Selected Es-

' 5&25, . l . ‘
R T. &, £liot, "A Dimlogue on Dramatic Postry,” Selected
Eswgg po 35: '
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that the drama can nct afford to dapart far from religious 1it-
urgy and bis own creations for the theatrs contain certain ritu-
alistic incantations. This loglically leads him to feel that the
greatest drama is poatic drama, that structural defects can be
compahsated by poeatlc excellence. "We can cite Slmkccmam."mé
Rather than surmising how ¥illiams would agroe or disagres with
such precepts and concepts it would perhaps be best to recall
that he has freely returned tc traditional devices and conventions
but hes medeled them froshly for his orm nceds. He hss not formu-
lated thom in pedantic terms nor applisd them in studied artifices.
%1llisns appears to stand on a middle ground botween Fry and Fliot.
He has maintained s classical dbjectivity In working with mwrial
essentially romantic. Intensely sympathatic with the people he
analyges, he proposes no remodies for their salvation. Io didac-
‘ 'f.s.ciam permeates his romanticlem, nor does his classiclsm emanato
godly inlmmanity. At the most, ho asks that we sympathisoe; at
the least, that we strive for understanding. |

This eclecticism on Hilllams' part may be attributed to
- bis béing an American. While cur culture is basically Inglish,
it has enough admixtures ‘c_.o mzke it peculiarly ours. éimo Amri-
can traditions are young traditions when an artist adhores to an
older culture he in effect divests himself of his nationality es
Eliot did in fact. This is certainly wnoxceptionable, but it

1860‘ Ibido, pl 38‘
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axplaina in part why an American would wore readily choose freely
from a nurber of traditions rather than adhore rigidly to a dofi-
nite school of thought that was not native to his culture.

Helen Hayes, cut of deference to the memory of her friend
Laurstte Taylor, refused to play in Tho Glass Nenagerle in this
country for sone years although she played the role of Amanda sug-
cossfully in London, In'flnally deciding to play it here she ex-
. plained her change of mind: |
| | One of the things that worry many of us in
the American theatre o that the American firama
has no real roots in our ccuntry's life ... This
is one reason why I am going {o present Ths

Glags Henagerie t.héa summsr in Rockland County,
where my heme 18,107

That Tonnesses Willlama' 18 a native drawa is in part at-
tested to by the fact that ho is oredited with the inspiration of
A Herber of the Wedding and Death of a Salesman. It is highly

doubtful if Frankde Adams and Wlllle Jogan could be translated in-
to nniy other nationality. 7They are as American as Ccca Cola and
hot dogs abt a baseball game. It 1s perhaps needless to point out
that Kilroy could never be mistaken for a French poilu or a Brit-
ish Tomery; 1ike him or not, he is ours.

An entlusiasstic writer to tixe Times acclaims Camino Real
28 "unqualifiedly tho great Amerlcan play.¥ Mias Shirley Booth,

cur most recently honored American actress, pleads for the acceptance

. 137. Telen Hayes, "Rookland County Enlists a Star,” MNow York
Timso, June 5, 1949, Sec. II, p. 1.



of this play. The sugust ¥les Sdith 8itwel) was moved to write ’
"I have long thought Mr. *ﬁ'mim a playwright of very great ime-
portance. I now believe him to be a very great play&right." An-
other correspendent writos that "Thenks to Tennessce Williams,
the axrt of the drama has taken a step forward.n188 1, outlook,
sige, and scops ‘tﬁe dramas of Tennessec #illlams mark a eteady

grewth. The Olass Yenagorie 45 "a memory play® with only four

characlers in seven scenes. 4 Sirestcsr Named Desire depicts

brutal outer canflicts as opposed to the suppressed inner con~
flicts of its immediate predecessor and has a cast of twelve play-

ing in eleven scenss. The allegorical Summer und Smoke has twelvo

scenes and a cast of sixteen. Tho outward-locking Rose Taf.too re-
qulres a cast of twenty-three characters in a play of thres acta
and ten scenss. Mr. Williams! wing-spread in Cardno Real, termed
a "cospdic fantasy,! includes a cast of thirty-six (plus extras)
parading; through sixteen blocks on the Camino Real.

| A cormensurate growth is also taking place in the mechan-

fcal processes of technique in his writing.

Purely as craftscanship, Camino Real is
a congiderable achievement. After The Glass
Penngerie, A Strestear Naced Dasire and Sum-
Fer and Smoke, Lhe LhealTogoors were wonder—
ing whether ir. uwlllians could bresk the formu-~
la that gecwmed to be in conlrol of hie work. The
Rose Tattoo was a first step toward indspendsnoce
In theme, Camino Real is a bold excursion into
& theatre of 1yric postrythet incantates frag-
mants of life through the use of dlalogua,

188, letters, “Concerning 'Caminc Real, '™ Hew York Tires,
April 5, 1953, Sec. II, p. 5.




- pantomice, ballst, music, 1light and sound.
If ¥r. Willians!' thome were not @0 abhore
. i virtaosisy of ble craftomanenip 00,
_ mié str. williams has becn surveying wider horizons
hé would éérhapa disclaim that ho has over had his ojo focused
on any subjéct less than life itsolf. COnce at g partywhen be
found hipsélf bemmed 4in by threc women in basic black, his friend
Margo Jcﬁw cams o his rescus, "Tennesses does nol write about
Lrustrated immeu,” ghe shouted. "Tennessee does not write about
abnoxual characters.” "Then what does he write shout?" the ladies
asked in effect, *'Péople ," sgid ¥argo. 'Life.s190 7
¥r. Willisms credits the Itallans with showing him the

bappler side of 1ifo as deplcled in The Roge Tattoo, but one can

not holp feeling that his sensitivenoss has exposed his feaelings
to a greator degree to the slings and arrows of cutrageous fortune,
that he too 1o caught up in the wonder and systery that he comments

on in the following statement,

The mysterious thing sbeut writing playy
about 1ife is that B0 many people find thom
so strange and baffling. Thal makes you lmow,
with moments of deep satisfaction, that you
have really succesded in writing about 1t.17%

189. Brooks Atkinson, "Camino Real)® New York Times, March 29,

1953, See, II, p. 1. ﬁ.
190. Tennesses wWilllams, "Guostlons without Angwers," Hew

York Timea, Cctebar 3, 1948, Sec. II, p. 1.
171, Ibid. v
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The body of quality work that Mr, Williaws has accome-
plished has already assured hin a place in our literature, but
the most gratifying espect of this work 4s ite marked growth re-
flecting an éxpanding ard maturing smdnd. Inasmuch @2 he is gtill
relatively a young man and of a terperament inclined to stesdy
viork we may confidently expect even better things from him in the
future., When 811 that was great seemed to lie solely in the past
it is pocullarly aé.tiafying to be able to turn our vision forward
and discerm mountains ahead on the literary horiscon.

A Broadwsy theatro that has the courage to present
works in no way dosigned to conform to the usual commsrelal preseﬁ-

tations 13 not ¢o ve disparaged. Tho Glass Menagorie, A Verber of

the Fedding, and feath of a Salegman are plays that any culture
cau well be proud to acclaim. and finally, it speaks wall for
American culture in general that it has accepted and supported the

poet-playwright in the best Klizabethan tradition.



1.

2.

3.

L.

5.

6.

2.

10.

BIBLIOCRAPHY

Aristotle. "Postics," Criticism: The Major Texta. W. J. Date,
. Editor. New York, Harcourt, Brace, and Company, 1952,

Atkinson, Brooks, Hew York Times.
Docenber h’ 1 3 Pe K.
. Decesber 14, 1947, Sec. II, p. 1:l.
* June 6, 1948, Bec. IT, p. lil.
Cctover 7, 1948, p. 3312
Octover 17, 1943, Sec. II, p. :1.
_ June 12, 19119, Bec, II, Pe 1ile
F&W 5“ 1951) P 19‘2.
Pebruary 11, 1951, See. II, p. l:l.
m 3, 195.1, S0c. II’ P 131.
Haveh 20, 1953, p. 26:1
March 29, 1953, Soc. I1I, p. 11l

Barnett, lLincoln. "Tennessce ¥Williams," Life, 24:113~11k,
' February 16, 1948, - :

Bate, Walter Juckson. (Criticism: The Yajor Texts. New York,
Harcourt, Brace, and Company, 19oes

Bauer, lada. "mr:ican Trégedy," Theatre Arts, 35:34-35,
July, 195, .
Brown, John Mason. "Seeing Things,” Seturday Roview of Litera-
ture. : _
2Be3L-36, Aprid 1k, 1945,
30:22-2, Lecember 27, 19L7T.

31{31“‘3 3 DGtObﬂr 30, 19’480
3ls22-24, March 10, 1951,

Chapman, John. The Burns Mantle Best Plays of 1947-48. Now
York, Dodd, Hoad and Gompany, L9L0. ,

Chxisty, Arthur. The Orient in Americen Transcendsntalism,
New York, Columbia Univorsily Pross, 1932. -

Coffman, George R. “Tragedy and a Sense of tho Tragio,®
Sewanes lleview, 50:28-3L, Jamary, 1942.

Current Blography 1946. n"Tennessee Willlams." Ama Rothe,
Taitor. HNea lork, H. W. Wilson Company, 15L6. '

Dobrde, Bonany. Rostoration Tragedy 1660-1720. Oxford,
- Clarendon Iress, 1929. 7



67

12, Hlot, T. 8. Belected is » New York, Harcourt, Brace,
and Company, 1950, '

13. Feiblbmn, Janos K. Agsthatics. New York, Duell ,v Slcan and
Paarce, 1949. '

1.  Peidleson, Charles N. 8%0113:11 in American Literature.
Chicago, University cafo Press, 1953,

15. Oehman, Richard. “Cuardian Agent," Thoatre Arta, 3311023,

, July, 1950. o

16, Gibba; ¥olcott. Yew Yorler.
23150, December 13, 1547,
24:51, Coctober 16, 19L8.

17. Oilroy, Farry. *Mr. @illdams Turns to Comedy,” New York Timos,
January 28, 1951, Sec. II, p. l:l. , ‘

18. Hall, Vernon, Jr. Renaissance Litaré:qg Critlcism. Hew York,
: Colurbia University vress, 1345,

19, Eanm, Rosv:eli Cray. Otway and Les. Hew Haven, Yale Univer-
sity Prass, 193l. |

20. Hayes, Helen. ‘"Hockland County Inlists a Star," Now York Times,
- dJune 5, 1949, Sec. II, p. 115,

21. Wewes, Henry, "Broadway Fostocript," Saturday Review of Litera-
ture, 36:125-26, March 23, 1953.

22. Hamcé’. tagrt of Pootry," Criticioms Ths ¥ojor Texts, Hew
o York’ Harcgurtq Bma, and GOWY’ 1952,

23. Johmson, Samiol. "Preface to Shakespeare," Criticism: Tha
¥ajor Texts, Hew York, larcourt, Brace, and Company, 1952.

2h. Kerr, Walter F. "Camino Real," lew York Horald-Tribuno, March 20,
1953, p. 12:1.

25, mtch, .Jcéoph tiood. Hodern Tempepr. How York, Harcoort, DBrace,
and Company, 1929, B

26. Xrutch, Joseph Wood. "Drama," Hation.
1651686, December 20, 1947.
167:473-U7h, Cotober 23, 1940.

27. Lewls, R. C. "A Playwright Namod Tennossee," New York Timos
Macazine, Decerber 7, 1947, p. 19+,




T 1B:81-83, Apri2 30, 1915.
' 18:12"‘13; June 11, 19&50
- 23:101~102, December 15, 1947.
30180, Pobruary 26, 1951.

29.. Marshall, Wilbur Urban. Lansuege and flaldty. How York,
- The XacMillan Company, Second wditiem, 1951.

30.. ¥cClain, John, "Willlams' Play Baffling to Soms," Rew York
Journal-Arerican, Mareh 20, 1953, p. 2011, -

31. | Moor, Péaul.' "A ¥ississi; pianvﬂmnad Tennessoe," Harpers,
: 197363"71, July, 1s43. : '

32. Row York Times.
: April 2, 1945, p. 15:5. ;
Aprﬂ.l 8, 19345) ?@O. II, P 1:1.
Apz‘u 15, 19&5; Sac. II; P+ 1:l.
Beptenber 9, 1945, Sec. II, p. 1:l.
Decesber 5, 1943, See. II, p. 7:3.
April 1; 19’48' P 2932.
Cduly 29, 1948, p. 17:2.
October 3, 1948, Sea. II, p. 1:5.
Cotober Eﬁ, 1913 Sec. II, p. 2:h.
. Hovember 28, 1948, Sec. II, p. 1:5.
January 16, 1949, Sec. 1I, p.2:6.
ggguaxgy 33 1949, 5?’;. 1I, pé.2:l.
2] 1949, Seg. , p. 1:5.
Septamﬁer 29', 1549, p’- %3.'.1-
October 19, 1949, p. 36:6.
Jam 23; 1951’ Sec. KI, P 1‘20
March 26, 1951, p. 20:1.
April 5, 1953, Sec. II, p. S:l.

33, Yew York Times Yagesine.
Yarch 4, lﬁg: E- 20-29.
Hoverbar 23’ 13 7, e 114.
September 26, 1943, p. 66-67.

3L, Kew Yorker. L
TR0, April 7, 1945,
Zl:ha,octﬁbal‘ 6’ 19’45»
231504 , Decenbar 13, 1947.
26:58, February 10, 195L.
35. lHicoll, Allardyce. A Hlatory of Reatoration Drama 1660-1700.
% ngﬁaridg CarbTidpe University PIoos, 19e4.

36. NHieoll, Allardyce. British Drama. New York, Thomas Y. Crowell
Company, 1925.




6

' 37. Russell, Trusten Eoaver. Drycon, Voltaire and Heroic Trag-
, edy. Hew York, Columbla University Freass, .
36. BSaturday Raview of Literature. .
Ti § Dacerbor 25, L9LG.

}H
33:’1@, Saptesber 30, 1950.
34:17, August 18, 1951,
- 35:28, May 10, 1952.

39. Sidney, Sir Philip. "an Apology for Pootry," Critdcism: The
fajor Texts, New York, Harcourt, Drace, wnd Company, 1952

Lo, | Skalton, B. J. ‘"louble-take on mssinaip i,¥ Saturday fevioar
.. of Literature, 34:20-21, May 19, 1951,

L. Bydnér, Isador. Masses and Hainstrcan, Sepwm‘wr 21, 1549.

2, Spencer, Theodore., Desbth and Slisabsthan Tragedy, Caxbridge,
Harvard University Press, 19306. )

3. Theatre Arts.

9 4-555: Cotober, 1945,
29:618-621, Novenbor, 1945.
29:680, Docamber, 19L5.
31.:38-39, Auguot, 194L7.
31:13., S@pb&ambe)?, 19&70
32:10, 11, 13, January, 1943.
32:35; February, 1540,
327303 ﬁpril Pl 19148.

32:21, Cotober, 1540.
33:10-11+¢, Jamery, 1949.
33:0), Juna, 2549,
33:1};, Hoverber, 1949,
34323, July, 1950,
35:16, April, 1951.

LL. Thorndike, Asbley H. ’E‘mﬁg_. Boston and Mew Torls, Houghton,
MALL1in end Company, b

hs- Time. :
Lg:86, April 9, 194S.
135577, Octvﬂbﬂr 8, 19115&
$0:85, Decenber 15, 1947,
52:82-83, Cetober 18, 1948.

L46. wuhitehsad, Alfred Horth. Syrbolism, Its Meaning and Effect.
New Tork, The MackWillan Company, 1927.

| 7. %illinms, Tennessee. : ' , .
Camino Roal, Production, National Theatre, Kew York,

¥arch o1, 1953,

LIBRARY
UNIVERSITY OF RICHMOND
VlRGINlA



70

The Class Menaperia, New York, Random Housa, 1945.
Taostions without Angwers,” Now York Times, October 3,
- 1948, Sec. II, p. 115. |
Tio Roso Tattoo. Norfolk, Conmnecticut, Now Directions, 1951.
A Btreetcar Namod Desire. Horfolk, Connecticut, lew
- Dircctions, 194L7. ‘ ,
. Surpor-and Soioke, Norfolk, Connecticut, lew Directions,
27 %a Full of Cotton. MHorfolk, Connecticul, low
© Pirections » 191815. : ' ]
"A tfiriter's Quest for a Parnaseus,” New York Timos Maga-
- - zine, August 13, 1950, p. 16=35.

18, tiordowarth, Willlae, "Proface to Lyrical Fallads," Criticiems
The Uajor Texts, W. J. Bate, Editor. New York, Haroourt,
- Brace, and Company, 1952.




VITA

Edgar Bdpoworth ¥acDonald was born Maxreh 5, 1519, in
Richmond, Virginle, the son of Yarie idgeworth and John Zdgar
Hacbonald. He atiended the Bmmarmel Perish School and §t. Chris-
topher's. He studied architecture at the University of Virginia
for tvo years. |

| . Durdng World ¥ar II he was with the 395th Infantry Reg-
iment of the P9th Infantry Divieion participating in thres came
paigns in Burops and receiving the “Fourragere 194L0" from the
felglan governzment on two citations. In addition, he received
the Purpls leart Medal for shrapmel wounds, thoe Bronze Star Medal,
and the Combat Infantryman Badge.

After the war he was employed by tho Army in a civilian
capacity for two years in France. A third year abroad was spent
in study at the Sorbonne in Paris, A Bachslor of Science in Sow
cial Science was conferred by the Richmond Professional Institute
of the College of #illiam and Mary in June, 1952.

Although not of settled convictions == rather one who
socks -~ he has been a lifelong comzmnicant of Emmanuel Episco-

pal Clurch at Brook Hill.



	University of Richmond
	UR Scholarship Repository
	4-1-1953

	Tennessee Williams and the tragic tradition
	Edgar E. MacDonald
	Recommended Citation


	Page 1
	Page 2
	Page 3
	Page 4
	Page 5
	Page 6
	Page 7
	Page 8
	Page 9
	Page 10
	Page 11
	Page 12
	Page 13
	Page 14
	Page 15
	Page 16
	Page 17
	Page 18
	Page 19
	Page 20
	Page 21
	Page 22
	Page 23
	Page 24
	Page 25
	Page 26
	Page 27
	Page 28
	Page 29
	Page 30
	Page 31
	Page 32
	Page 33
	Page 34
	Page 35
	Page 36
	Page 37
	Page 38
	Page 39
	Page 40
	Page 41
	Page 42
	Page 43
	Page 44
	Page 45
	Page 46
	Page 47
	Page 48
	Page 49
	Page 50
	Page 51
	Page 52
	Page 53
	Page 54
	Page 55
	Page 56
	Page 57
	Page 58
	Page 59
	Page 60
	Page 61
	Page 62
	Page 63
	Page 64
	Page 65
	Page 66
	Page 67
	Page 68
	Page 69
	Page 70
	Page 71
	Page 72
	Page 73
	Page 74
	Page 75
	Page 76
	Page 77



