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18 - Summaries

Benjamin Franklin:an Arnerican statesman, author, and scientist (1706~
a0) known for his practical inventions, which in-
clude the Frankin siove, bifocal reading glasses,
the writing chair, and the lightning rod. Fiying a
kite during & stoim, Tranklin was able to show that
lightning was indeed a form of electricity
Thomas Alva Edison (1847-1931) was onc of the
mpst prolific American inventors. Besides improv-
ing many of the devices of others, he invenied the
gramophone and manufaciured the first incandes-
gent lamp
dandelion wine:  a slightly aleoholic
of the dandehion _
The Wrigley Building: one of the striking architectural features ‘of
Chicago, named after William Wrigley JIr, the o~
veptor of chewing guin
Oh, that Kraut-headl: a pejorative epithet app

{erman origin ( ‘
{2 Golondeina: Spanish for sewnllow’. The song, & fuvourite of the

period, 52 sostalgic celebration of things that fade

with summer
4 blunderer. The word 18 now ohsolate
take, or absolutely uncatled

Wiy Bdison:

severage made from the flower

lied to Americans of

stumblejohne word

that was way off the beam: that was & big ous
for

y the shank of the evening: the beginning of the evening

an oid, rattling car

I'm surprised; that's news 1o me

it's ond
jalopy:
71 be Higpered:

Part 3

Commentary

The Glass Menagerie as biography
The (;-“e’as_s Menagerie has been described as ‘the most consciously bio-
i&gﬁl?ai of all ’%‘Vﬂhgm’s’s dramas’. It represents the author’s cffort to
o h{}‘;teréﬁs ;’22}1; his past and to tmﬁgcﬁnd or exoreise it. As a ‘mem-
I\:iu é;; gfy ;h ck rgngeksbﬂm story of Wiliiams’s fast vears in 8t Louls.
prush of b: {1;1 Ql’é{‘g&tmn abou*t ?/;ihams"s warly years presented in
e e 53{:& in the play.* The pla}fwrzghz‘s childhood refation-
sup Yt a;; giitzr Rﬁﬁg_pi‘eﬂdﬁd the bzfgis for the smotional ties that
bne. oman Rufa. : ithough the gu‘.l s name has been changed, the
pickname '%m: oses fe::a'ﬁS the realdife characier, Furiher, the glass
an n;ag that provide the title of the play and a good m::as’u{e of iis
i}{iﬂd(ﬁlsm were among the Williams children's toys. The piaywrigh;
n:m:}zsiirgei thf:]fl: those mﬂe plasgy animals came to represent in my
1o ’1{% I smt_est emotions that belong to the recollection of things
past. They stood for all the small and tender things that relieve the
zmi;tf:rf: pattern of life and make it endurable to the seasitive”
- *1;3 ;‘iﬁ&‘d li“tﬁ, ime, Rose took a course in secretarial school but eaded up
ifL Lpa; " Hﬁ_. ouseun, and j;he zon instead of the classroom. In the
?I.ay aura has u physical defect; she is ‘crippled’. In actuality the sitn-
ation was infinitely more painful: at puberty Rose had started to show
signs of ?sychoioglcal disturbance which detedorated into a ‘1‘&;;{)4
Ic)gzml‘wztihdrgxwa} from reality so severe that she had 1o have Ef iﬁi’ai
operation. This circumstance is poignantly cchoed in Laura’s émiﬂ
reaction to the breaking of the unicorn: ‘Tl just imagine he h%d :
operation. The horn was removed {o make him feel Eesswfrea‘kiﬁ;ﬁ
{p-164). Amanda Wingfield is modelled afler Tennessee Williams’s own
mbogthe;;g Ec@wmz; Dakin Williams, who died in June, 1980, was egqually
E;—: ;T? C w}ﬁl the greaim’:ss of her past in condrast 1o the shabbiness of
her iiﬁ. in 5t Louts. She also belonged to the D.AR., of which she was
i?rggmt, and insisted on maintaining genteel manners and be%laviaxx}
;%iemitg;;ﬂmal Efﬁ, ::'z? in the p}ay, she endisted Tom o bring home suit-
ale ge ien callers. Such visits as there were invariably turned into
nbarrassments for Tom and his sister when their mother overwhelmed
everybody with her vivacious *Southern’ conversation "

*For many more details i
For many atls taken from real life, the reader
Biographical information Hsted in the b%h]iag‘mgyhy e stould consult the saurees of
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a..,.
The father, whom Williams hat_e;i so much tha; he :ogg i{;; g;argad
tisc himn except in the gatlantly sriling pho?ograg iov cé e man s;a had
not actually left the family for a free-roaming exisien ﬂd ut asa et
ling salesman he had often been away on busgncss, 1 e A
mov;’: to St Louis, when he became & manager m the {:0;&5 anzf b the
out money raluc;tamly——aitheggh s salary was goo
ily 1 -poverty, o ,
faﬂ'i}:ﬂgni?s Zf&tj t;:l Zi?irpggtfaiiyef Williams. Fheir Chnstian lna;;ggs ?;
the siimes and although the ﬁciie;:al ;ug?ai;nc z:,:rf t\l{f ch;sgf;z; ft?cai BFoth
i ; oir inttials—T. W .— : .
dlffﬂi?sghfg;?;;;% ggg?{?{?ﬁ?%tﬁ. Lawrence and cor;ﬁpulswa *s;?bm;c‘:;sg
gir?ngigzrs and filmgoers. Williams presents Tom as ‘s poc; w; ) fn i
i e’ U playwright, too, had been e ered in he play
o ‘SIh{;Zr;{;Iggiraily‘Sg:s Cc?x?tpany‘ to ‘Continental Shot:m'akig:hrs éa‘x;ll;
g;c::mmo:mly salary—the low amoustﬁ qf siaty-five do}{i;ir&;f W?niams
that carned by the young clerk Williams. In real li e, iéwm ams
e d tire to the lavatory to wotk on poems. More sign (has
the cit(; ﬁ:s of the job and its financial implications, i}}e fce%ngsla;o teed
gkewfiflgams by the sifuation also found their way into t e g tji,;.c P
o finement of the young poet in the cfﬁc'e cou.lpcuﬂded gﬂ}; ;C he e
Eser; of .his home life dominate Tom's entire ex1sience an :
iﬁ?gﬁg;?;“it:ﬁ zgea??sélr;ess of the setting has its roctaéf ;x}i:gihg:;i;
’ i illiamms’ ified reaction
biogl’aph}’, gi???éc?ﬁ?iﬁﬁiéﬁir had unwi@iingly bf’,cn thr}u'st‘ ?
Eﬂ"imgﬂﬁﬁﬁ. But not all the material of the play is autoblographica ;
the pictt ag_ﬂ: ot a stricily accurate one. Witliams _s;eiected ':m%o:ng,‘ c(;iqr?c
ﬂ:’iszi;ém:;g nﬁthErWiSS modified the raw ma.teraais gf{ {;‘i}g; zx;:ss sgal
e gxpcz‘iencc, 1o the process, ?“ivze (Flass Menagerie ceazfl:ﬁng e
' record of endured hardship and became a comp o e oy
;agc. It acquired the exemplary meaning and digmily

s
| to art, snatching as it does, ‘the eternal out of the desperately fleeting'.

Structure and narrative device tatic’ play (p-10),
The Glass Menagerie 15 described by‘WﬂimmS as gﬁ"%er than
by whic}{ he means 2 drama that has little organic moveme in effect, a
tgat of its chronological development. Indeed t?‘& plaggmi,mi dont or
icture of a situation; the interest dept‘f}i ds nel sers,hai is, it is & piay
Ectjon. Williaws also says ih?st ‘Elgz épg?fni%é and p’resented as
; ich the various eloments of & : i
Tn;t? zsihstin; and separate from each other rather than forming a €0

+15; “The Timeless World of & Play’, introduction to The Rose Tattoo {1951).
0 £
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+ tinuum or composing a unity. The division of the play into seven scencs
- of varying length (themselves sometimes subdivided into further scenic
. units) strongly emphasises the static and episodic nature of the play.
- The summaries and accompanying comments presented here have
, attempled to give some notion of this. But Williams has made use ofa
- number of theatrical devices to overcome a damaging impression of
'~ fragmentation or stasis: the flexible set, the musical leitmotif, and
, imaginative lighting effects {sce "The set’). Even more effective than

these devices, however, is the use of a narrator. In the play, Tom Wing-
field appears in a double capacity, as poth narrator of the play and a
character in it. Williams carefully establishes the difference between the
two functions. As narrator, Tom always addresses the audience directly.
In so doing he acknowledges his awareness of its presence across the
footlights, presents himself as the contemporary of his listencers and
thus provides a historical perspective for the tale he unfolds. As narrator
‘Tom is sometimes costumed differently from Tom the character: in the
first and last scenes, he appears dressed as a merchant sailor, In Scencs
Three to 3ix, Tom the narrator speaks from a particular place on the
stage. The landing of the fire escape becomes a sort of witness stand
from which, part witness and part accused, he delivers his speeches.

The narrator fulfils at least two clear functions; he is a convenient
means of exposition, both supplying information and setiing the fone
and style of the production; and he provides easy continuity between
events otherwise disconnected in time. Although the two functions are
not consistently distinct, it is easy to determine that Tom is essentially
narrator-expositor in Scenes Oue, Five, and Six and more of a temporal
link in Scene Three. In his last appearance, in Scene Seven, his roles as
narrator and character finally merge.

As parrator at the start of the play Tom offers almost a textbook
example of exposition: he informs us of what we need to know jn order
to understiind The situation of the Wingfields, briefly skeiching the
geographical, social, and historical background of the action. From
him we learn that the story is set in 8t Louis, Missouri; that the family
belongs to the *huge middle class of America’ (the lower middle class,
as we later come to realise); and that the time of the play, the late 1930s,
is one of national difficulties (a dissolving economy’) and international
uncertainties (in Spain there was revolution”). Much the same informa-
tion is restated in Tom’s speech about the Paradise Dance Halt in
Scens Five,

He also infroduces the main characters, hinting at the tensions that
may make them interesting and the problems that may develop into
conflicts. Thus we learn early in Scene One that Amanda and her two
children have been deserted by Mr Wingfield and that Tim, although a
real character, should also be regarded as a symbol, ‘the long delayed
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but always expected something that we live for. Later, in Scens Six,
Tom as natrator provides us with a full portrait of Jim O’'Connor a5 a
preface to Jim's actual appearances oo {he stege.

tn addition, Tom's early comments tell us what kind of a play we are
witnessing, providing an exposition of the play itself and its methods.
{is very first words wam us that it is the play’s aim to portray trath, but
shat we will have to look for this truth boyond theatrical trickery and
stage iltusion. And a few paragraphs later he introduces the justification
for the dim lighting and the background music (two gssentially non-
realistic elefients)

{Erits) that contribute to the ‘magc of the stage presenta-
SonsThis Is to be ‘a memory play’. In Scene Three, by contrast, the
narrator functions rather as a ternposal Jink between events that are
otherwise distant in time. His words inform us of the lapse of time
between Scene Two, 5t winier scent (notice Amanda’s reproaches 1o

{aura and Tatra's sickness), and Scene I ive, o spring. seenc (as
announced by the stage direction, “t 15 early dusk of a spring gvening'h.
At the end of the play, the Two functions are combined: 88 NArTator,
Tom tells us of the outcome of s relationship with his family; as
character, he confesses the guilt he feels about abandoning them.
The device of the narrator clearly solves in part Willjars's problem
of exposition. Without it he could hardly have dramatised the socio-
cultural, historical, and geographical hackground of bis tale so sarly in
the play and so cconomically; neither would one be so immediately
aware of Amanda’s personal plight. More obviously still, the portrait
of Jim in Scene Six could not have been sketched in allits fine detail had
Willams aitempted to present it in dramatised form late in the play.
Moreover, the narrator oreatss 4 ternporal, historical perspective for
events that are indeed ‘memaries’. Being himsell an undispuised con-
vention, he fits the style of the play and allows for a more flexible use of
setting and a freer mode of presentation. In other words, as he sieps
in and out of the frame of the piay proper, the narrator indicates that
we are dealing with two periods distinet in timme— the impnediate present
of the spectators, and the past of the play’s events; moreover, he deaws
attention to the artificiality of the presentation to encourage us 1o direct
| our atiention to the emotional truth behind it
iy choosing the narrator from araong the characters, Williams inte-
A grates this figure more closely into the fabric of the play’s events. As a
character, Tom is also a participant; his report therefore acquires the
ring of authenticity of the eyewitness account. With 2 narrator who i$
also a characier we get the impression that we are closer fo the reality
of events, indeed to the truth.
But what is gained in vividness and immediacy must be paid for in
other ways. As a participant in the events, Tom may have only a limited
or strongly subjective view of them. What we see is in fact seen for us; it
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is wh 25
aboai}io}ﬁ;zigms to show us, and we may have second thioughts
: atulity of the whole report. The method of presmmﬂm;

that Willi : i

e §§§§$§t1.1z§3 &d@;}ted fpr his play is wot, as critics have pointed
ini‘gnﬁmigﬁ ; 8 ;mcpnsmtmcms? for if Tom is indeed the source of our
. ﬁ; ) e n’;&iy well wonder how he himself acquired it. We might
gxchayage bem?ez Lﬁjédaithgg%il Tom did not actually witness the
EXL F a and Laura in Scene Ty :

oxe : ! . wo, he knows il

i gfraé?igﬁz?fgf; izz;j %rgmy h%w: gleaned suffiicient information f;:;i

ier of {] ¢ icident fogether in imaginat
g ‘ £ gination. But coul
e é zi;gin ;?;3 ;;:imfwaghm presentation of the scene in which Am&izﬁi
: AL c Tor the visitor, or of the acted | i .
m?m Lau;m and the gentleman caller? protracted interview be-
mag‘gi fiili’ﬁiiss zt should be said here that the play emphatically rejects
rhe:}afm ggj;v;i;%nj and tti}at §i3 kind of logical ohjection should i’ii’;‘i
ther agamst it. Moreover, and this w i
o ‘ er, nay well be the alu-
fg;ii jggumgmz in gez’{ormancﬁ' the impression of zeeing the a&:?ilé;
o te ;igzizz dzstzﬂcc through Tom's memory dissipates as soon as
he ail sscends ouf of sight, and we a i intc
e o , Ang re gmotionally drawn in
play to the extent that we forget about the tﬁ’&:hﬁiﬁ}%;iitiff& of’ﬂi;i

i@ presentation.

Characters and characterisation

The G ' i
drfmifag ﬁémagem belongs to the broad category of psychological
drama. : 0es not start out with a message; it does not purport to

stratew point, Nor does # conclude with 2 rm recommendation

. 07 & verdi anvthing,
crdict. If anything, it teaches understanding of, and compassion

i
i

fDi ai[ i(){ﬂ § ﬂﬁ E}E!)z‘agiﬂi B8 la,i fiak i;uﬂi i{? i 310 1(3 Lnary C“:]. 1 44
N . enstfive o1 5fit§() characiers Vvlﬁl Wh(}l!}
JdlBIECES t W Olid WET Lan ld f 07 BYY pihise ¥y a I i

preacher; e does not use the sta i
5 B s g as a pulpit fo deli :
Through his characters and their storyp , e aoral lssons

that haunt us all: How do we live? What
the way we do? Can we be true to ourse
of others at the same time?

In his introductory speect

however, he raises guestions
are pur values? Why do we act
Ives and consideraie of the neads

) ] 1 Tom states that he hag * ’ ;
i s i ¢ : ' s 1e [1as ‘a poet’s wealk
or symbols’. The whole play, including the thamc;t}ers, shgzldﬁegz

Vitwe ; alisH ot

ﬁccu?ﬁtgz}ii; i ggmiwﬁr,na?umhsﬂs ‘siic;: of life’, a photographically

and pocts mmmtrzia? life in the late thirties’, but as an imaginative

howld be atamsirue ion o.f personal memories. Therefore, the student

ation a5 mahs o € manner ag much as o the matter, to characterie-
1 as to character. In this section we will consider each

character iy 51 i i
haract vu;s&z_amsszqﬁ, adopting the point of view of the spectator and
exing at their physical appearances, dialogue and actions
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This is how an audience generally discovers {:hamcéeist ;i.: igz gﬁié

unfolds: through what they look Eik:sz:, wfv%??& ﬂii}; ;?i,r:;y Z e éf?a i;z e

fiat others say about them. A work of iera ¢
Zfr:gar fa&hioni;fa play in production. When we read or se:z :, gﬁ;aiiﬁf;czy
the frst time we are more sensitive to those aspects that apgg: cﬁ%} e
realistic. As the drama progresses, what seeyned at first per % {he ape
or even trivial and irrelevant acquires a deeper reson?.nc::{;d zhc : e
the curtain falls, this new meaning may have su;é? ari} e e, e
straightforward significance. Upon slebsemgzii gieﬁi s
\ i ired a different value at ]

L st e h cessarily adopt an ambiguous
The student of drama must, then, ne ‘ ; e
p;sition: he must retain the fresh approach of his ﬁr;i exge:ﬁer{:g Z(;mc
the p'lay progressively reveal its streng?;s ?nc}j axi ?ailsi :;t,s | the same

i ever, he must be fully aware of later devel In
g:?fégagw skill with which be is being ted through the play and the
particular meaning of that dramatic inerary.

The father: a phiotograph

The father of the Wingfield family does not actuzally a;ipiirii;;rglg {:{E?ie},,
but he is present in the text of the play from tf}fﬂ ﬁagrato e areach
words (az?hem is a fifth character in the play’; p.2 } o e
(‘1 left Saint Louis .. . and followed, from then Gﬂé x;i ﬂg’ athers foor,
steps’, p.115). His physical absence 13 compensate do; 3;}1@ blgw‘n«ﬁp
to hi;ﬁ that appear in practically every scene an 'i e oucboys
photograph in the fiving room, in which he appeats |
ngif tgﬁi:;ff fﬁ? 'piay, Amanda stops in front of the ptcéuml Zzze;si
times as she reminisces about h'er @usband“s charm é;’;ﬁé : Eféjonquﬂs
him (p.50), and their first meeting 0 Blue Meunt}m i e o
{ 72). For her the picture represents the great ovz o er L e
fgﬁne& by memory into an cternally young and ha{} scg;}csnnor.wﬁh
in at least one instance, (p.82), when entermm;ng zégm{ommg i
her stories of a long-gone South (p.82), she feels un o s
the picture of the smiling gsﬁ&i&ﬂ}gn. In the apartmen e e to
ainstakingly tried to recreate the illusion of elegance ;a( 1 g iy o
ia ‘a young man into marrying her dgughtef:w.—'w ma; 5} asi; ntleman
calrl}er into a husband, as the constant 3mta?oazt1€én o . k: N
reminds us—the husband’s grinming portrait bot m? e s
and offers an uncomfortable pmp_hscy that her pas{! :;1 i% v o ke
husband will be repeated in ber failure to securs a m&m Lo e
To Tom, the picture of his {a&har represents not h;s: i;;i A
future The tone of his description of the portrail m t lraducio™
s;eect; hoth admiring and flippant, foreshadows his eventu
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of his father. The similarity of their natures and, the play suggests, of
their destinies, is emphasised by using in the production a photograph
of the actor playing Tom. In the course of the action Tom refers to his
father’s picture explicitly only once, in his drunken report in Scene Four
of the magician’s trick that impressed him so much. *Who in hell ever
got himself out of a [nailed-up] coffin 7" he asks Laura, and on the back
wall, ‘as if in answer, the father’s grinning photograph lights up’ (p.46).

The device may seem over-obvious in preparing the audience for Tom's

final departure, but the unchanged grin, revealed in full Light, may also

represent an ironical comment. The doughboy’s First World War cap

should remind us that if Tom chooses to follow the exampie of his

father, he might well find the adventurous life of which he dreams as a
soldier in the Second World War.

Amanda’s and Tom’s relationship to the porirait, then, is ambiguous.
Evoking a beloved memory for Amanda, it is also a foreboding omen
of renewed disillusionment; embodying a dream of adventure for Tom,
it also foreshadows new entrapment. It is symptomatic that Laurs, ina

world apart from that of Tom or her mother, does not refer to the
portraif at all. '

Amanda Wingfield 7

Amanda is the dominatiog figure of the play. Her name, the Latin word
for *worthy of being loved’, expresses one of her essential traifs, her
need to give and receive love. This need appears throughout the play
and especially in her evocation of the crowd of prominent young plan-
ters that were her suitors (pp.26-7): “Her eves lift, her face glows, her
voice becomes rich and elegiac.” Conversely, her name also sugpests
that when she feels deprived of loving regard—as is the case in the play
~-she may turn into, in Tom’s words, an unattractive ‘ugly—babbling
old—witch’ (p.42). The two aspects of Amanda’s personality embedded
in hier name are already traceable in the unugualiy long description of
her in the playwright’s list of characters (p.5), where she is presented as
the prototype of the Wiiliams herocine, torn between present and past.
Like the lives of Myra in Batile of Angels (1939}, Blanche DuBois in 4
Streetcar Named Desire (1948), Serafina delle Rose in The Rose Tattoo
(1951), her life is characterised by an intense emotional experience |
followed by an abrupt decline precipitated by the Toss of a life-mate,
and like them she tries desperately to recapture an earlier time.

/

Amuanda and the South

Amanda is often deseribed as a person immersed in the past, bewildered
by her immediate surroundings, unable to cope with the social and
econommic realify of the Depression days, and constantly taking refuge
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3 : sscence and
in memories of bygone greatness connected with hs:ihagxig; o oara-
catly ¢ tuithood in the South. For Amanda, the Squ_ O et
carly adul! sogi e Mountain youth, revealed indirectly an i?wgave
dise of h?-- ﬁuﬁcat the play. Amanda’s descriptions of ’.x;er;sﬁ-sd e
gg;;?pﬁﬁﬁ ' 1§ ? grasafui genteel Old South dominated by re HES hout
. pimﬁ{'ﬁ . i&?i{? &}agan; Eivimg, conditions. She remnisces fi?? }gll o
g&thgﬂl}ngﬁ.y tillion, wiﬁniﬁg the cakewalk twice at Sx)ms# o e
fii;%%nz éi?e Gyovernor’s ball in Jackson {5;-71)' igﬁfﬁim %n the
’ i 3 ing dances, long 5, . .
about spn}nigj hﬁﬁﬁﬁ;ﬂéii;;?’gﬁ?ﬂ most compelling rawﬂ&:m%n ;)i{ ?;2
Mlsﬁ%ssxiyi ‘ hw%lii?% she emcrges as the most ﬂcughf-—zzftg giﬁ o
%ﬁtf ;iéi ;:ventaéﬁ gentlemen caliers on the same Supday alle
citi, -
w20 da’s vibrant mesmories of that Arcadian South g;ﬁ %ER;L;S;E; :g;
e &*Sjlt mcims The names of places connected W o o
e Smﬁb&zb f'{mi soif;eriﬂg hints, With its aura of physica degz} o
mtmd}ii:? i ie;gz {he name ‘Blue Mountain’ seems éggigﬂebeigﬁgs o
g£&§1112§ ’l?;ist in 5&3 context of the piaymﬁmgféi& &Sit:gy A,
i; %L '-tl -of fuiry tale. Her introduciory phrase, e e upon & e’
the rea i‘% thﬁ’ (p.26), clearly reminds us of the ‘oo g
| B =ml tories a‘né geiﬁfﬁi‘ﬁiﬁﬁ the impression of vurea j\gw ey
' ofé{;gmiigj; Iiﬁizoduccs a nostalgic suggestion of ﬂ?é?ﬁ;w
;}h b z:}ﬁmv :«‘;io:wly fading, pethaps dirnmed by &mt;m:m} da's reference
ant but .l vision of the South is also tarnished by Am .
rbe 1?251 V}Sio*i with which elderly snmarried miaﬁ'\:{eﬁi (%gg@ s
to the cal Guéﬂé?'d ot conform to the prevailing sowial i o) s
ably Ei_h “‘fili_qd i%}‘ ;n sicture is further marred by the intrusion e hsg
iriﬁéﬁ?i&&?ﬁa&l{gﬁ };;;&oﬂ among Amanda’s g?fm?zssi;zgmastis:-ziﬁy
whi g . o ves witors Tom o $ 12
long inwmorjz' {}fﬁfigg }E?{Nﬁfii?iizsha leave his w%dmw’f w—ﬂ 3;123;1231
of the last On‘é;ﬂzzx asises the almost complete disapp?{gazmaada’s
iffﬁigf ﬁiﬁﬂgrgundif his mother’s ys;zgﬁ‘fh fdy ;;y;gsggg tragedies, at
ti;ifj ‘5‘(1;‘{ ggsogif:ty, that of the :C*id ‘S(}utjh‘ . an atmosphere of lust
et it this hackground of social decline, in an al D deaths
. ﬁgamﬁg e hid Tascinations, amid young men dying Viol - 10 Mr
?Gr \iif? am. -ﬁ;mi Az*;anda‘s ipfatuation and e:vz:nm;ai mzr_r§a§a g
it Qii’jﬁ:g Sst* ‘ust another example of the rapidly :s}fll aid ela-
ngﬁﬁ} d Fi%n;égiﬁy in which she grew up. Her mﬂa;zs;tjﬁnd i
I in tept t{‘g ; the cxciting meeting with her future xu§ %adé regul-
EZ? ﬁiiﬁzﬁiiﬁ%ﬂ‘;ﬁ that her marriage Waﬁﬁi?ﬁ??si;;{gh;d ensured
(e s, The efficiency © at nac o
&uiiz?}::i if rﬁiig;i};uzivigzéggy Amﬁﬂﬁn hersell as justification for
o 1t vast.
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her interest in Jim O’Connor’s background, is again sarcastically
questioned by Tom: *Then how did you happen to make a tragic mis-
take? Amanda has to concede that ‘the innocent ook of [Mr Wingficld]
had everyone fooled!” (p.64). Tom's critical attitude and Amanda's
wistful answer underline the fact that even in the heyday of her youth
the careful regulation of refined Southern society was disintegrating.
Moreover, the union of a gitl representing the predominaatly past-
oriented agrarian South with a travelling telephone-company man, an

exponent of the contemporary technological world, contributes to the
picture of the Old South slowly giving way under the pressure of the
twentieth century, '

/ol Amanda’s escapism

- Amanda’s retreat into memories of the past, her backward glance, is
only one aspect of her imaginative way of dismissing the present; the
other consists of averting her gaze from her surroundings and, more
often than not, looking forward to hypothetical happiness in the future.

Characteristic of this escapism is Amanda’s refusal to acknowledpe -
that Laura is peculiar psychologically {p.66); more surprisingly, she
even blots out the fact of Laura’s physical defect by refusing to call her
‘crippled’ (p.35, p.65). She protests that her son is not merely aclerkineg
warehouse and transmutes both her children against all evidence info
people ‘full of endowments’ (p.49). This pathetic overstatement reveals
her proud motherly love as much as her refusal to face life squarely. In
spite of constant proof to the contrary provided by her daily life she
continues to believe the slogan *try and you will succeed’ {p.49), a motto
which reveals, as Gerald Weales has pointed out, as blatant an accept-

ance of the American success myth as Willy Loman’s in Death of a

Salesman,

Amanda’s attempt to fly from her depressing tenement life to an
idyllic, rosy future is manifest again in the short episode on the fire-
escape landing in Scene Five in which the mother, looking at the new
moon, expresses her wish for *success and happiness’ (p.58). The moon
denotes the unrealisable aspirations of the character that stares at it.
Amanda’s wish, like the far-away orb, is unattainable. Notice that Tom
characteristically introduces a deflating comment about the moon,
pointing out is position above the urban Jewish delicatessen, and then
proceeds ironically to interpret his mother's grandiloguent prayer as a
substitute “wish for a gentleman caller’ (p.58). His remarks indicate his

detached attitmde towards his mother’s sentimentality and. romantic
dreaming,

Amunda's self-defeat

When the gentleman caller s about to arrive, when the dream of the
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future seems about 10 be realised, Amanda defeals ber own purpose by
suddenly reverting to her past. Both the refurbishing of the house and
the ‘resurrection’ of the dress are attempts 1o conceal her shabby
present and recapture part of the elegance she associates with her Blue
Mountain days. Amanda’s knack for entertaining, her outgoingmanner,
her conversational talents, while underscoring by contrast Laura’s
defects, soon charm the visitor, who ‘after the first shock . . . reacis very
warmly~grins and chuckles, is altogether won over (p.81). Amanda
has thus vicariously seduced the man for herself. By becoming for that
one evening the girl she once was, Amanda has unwittingly made the
occasion a losing battle for Laura. Amanda's ‘plans and provisions’
(p.57) go upn smoke.

“The set and the Jighting accentuate the irony of the situation. At
centre stage, in-full light, Amanda gaiy relives her past moments of
glory. Jim and Tom are captivated. At Stage feft, in shadow, Laura lies
silent and petrified on the sofa, clenching her hand to her lips to hoid
back a shuddering sob (p.84). This tablean, then, shows MoOTe immedi-
ately and more movingly than words that Laura’s anxiety and with-
drawal have probably been cansed, or at least heightened, by Amanda’s
remarkable social charm. Of this Amanda remains forever HRAWATC.
After her greal scene with the gentleman caller, she disappears from
view. When she emerges again, at the very end of the play, it is (O
acknowledge that she has made ‘a fool of hersell” (p.113). But by shift-
ing the blame o Tom’s sclfishness and his ignorance of the fact that
Jim was already engaged O be married, she allows herself to disregard
her own self-centredness and the determining role she fsas played in this
particular fiasco and-—the whole play now seeims to suggest—in the
iarger human failure of Laura.

Amanda’s stature a3 4 character
Amanda is one of the most memorable female characiers in Tennessee
Williams's work and indeed in the whole of modem theatre. The author
deseribes her sympathetically in his preliminacy kst of characters as ‘a
tittle woman of great but confused vitality clinging frantically 1o ano-
ther time and place . .. There is much to admire in Amanda, and as much
to love and pity as therc is to {augh at. Cerlainly she has endurance and
4 ¥ind of heroism, and though bher foolishuess makes her unwittingly
cruel at times, there is senderness in her slight person’ (p.5)- Most of the
time she appears as a silly old woman, ranting about her past; ber blind
devotion to her children suffocates them and her parrow-minded moral
outlook makes her harsh at times. But thronghout the play, she TEAINGS
aware in thought and deed of what ber life is. She points out 10 Tom
that ‘life’s not easy, it calls for--Sparian endurance? (p.50) and later
(hat ‘the future becomes the present, the present the past and the past
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turns i i i

&W&m;:;zz ggg;ia:gng regret if you dor’t plan for itl (p.63). In this
awareness of lfe C{i struggle and in her acceptance of it on these ter"m;s
fomids. srsteous azﬁn to our admiration. However unreasonable he;'

e - ! o erq g der nervous galety, or vulgar her mercantilism
they are perseded by the fighting spixit, the bravura, and th sh :
- ihaveriome harboured in her small frame ’ e
oot gla:? (}g‘;;; li’-\‘xo:’;:}a,nda is seen ‘as though viewed through sound-
proo’ & hear}gé mm;ngya comforting §pr:ech to Laura . . . Now that we
e oo : erlslspf:ﬂch, her silliness is gone and she has dignity
and trage | makg jgkp. 4. In 'fh:s ultimate pantomime is thos con-
o hﬁz manda emmm;:t‘iy }:mmzm and lovable and what it
bt name. Amanda’s ghgﬁity and endearing loveliness

grow ror INCommon e;ndurance in the face of adversity, from hé
ge to continue to strive for a dream which is unattaina‘aie yei

_ ¥ Sh b ?

Tam Wingfield

Tom is, to a large extent i i
i 10 & AT ent, a portrait of the artist as a young man
| v e e tc{:}n%zl{;r’z of glmlﬁ in the introductory list of charactfrs pro-
e o ok 3 whole personahity: “His nature Is not remorse-
ioxs, but to p; rom a trap he has to act without pity’ (p.5). The
cape from the various figurative prisons that th?arasvm t;

engulf hirm is the dee i
: L p-seated motive that mpis Tom' :
in the play and renders them consistent. prompis all of Tom’s actians

Tom at the warehouse

The ] .
th;s éf;c;zlzikus trap from which Tom is trying to escape is his job at
ol 3221 to which E}e feels chained as the sole provider for his
i ié o 8o gone like Tom, whe holds with D H. Lawrence that
Joanis b 3; ;ni itrzllct a lover, a hunter, a fighter’ (1.52), the warchouse iS"i
yeritaple e gpﬁoit s?;tgk}e; a:di gasic impulses. This appears clearly iz‘z
: ; his job in Scene Three, Th i i
roms : e . The ugliness of t -
o thsg;ﬁgg,t the n};;mbmg_ly repetifive activity, and the alicnat?xfgu;?%z;
dga{h—in—iff ur§ the wa;sl;ousa into & box m which Tom experiences
e o eé Crgs::é: his gvgalmg staternent: T'd rather somebody
C ar an i
Doty (o) attered out my brains—than go back
The warchouse, then, is i i i
0 I R , 15 a prison in which he and his co i
ofeicgic?;eiiig ciaf.s, this largest and fundamentally ensi{fﬁiiinégé}ésgf
of American s lety’, are forced to ‘exist and function as one interfused
s of becauiuim' (p.21). The confinement in the warchouse is worse
: ¢ heis a poet, unlike his co-weorkers. He reports that his
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companions, at frat hostile and suspicious, gradually grew more toler-
ant of him but never got beyond considering him ‘an oddly fashioned
dog who trots across, their path at some distance’ {.69). The same
combination of benevolence and irony is traceabls in the pickoame
‘Ghakespeare’ (p.68) given Tom by Jim. The alienation and the isolation
that characterise Tom's situation at the warehouse are resiated near
the end of the play when, defending himself against Amanda’s re-
proaches about the gentleman caller, Tom remarks, ‘the warehouse 15
where 1 work, not where 1 know things about people’ (p.113). From
™ ihis industrial version of the concentration camp, Tom seeks escape in
literary activity, By day he cetives “to a cabinet of the washroom 1o
work on poems’ (p.68). His refuge, hardly a place conducive to poetic
inspiration, provides an itoric comment on the whole situation: literary
X work even hers is better than the activity i the warchouse!

Tom at home
By night Tom would likewise escape into his poetic world were it not
that Amanda’s anxiety about his health—prompted both by motherly
solicitude and by fear for the famiy’s sole source of income—-prevents
any creative concentration. Amanda's sermnons to Tom at the fable and
her ‘hawklike attention to every bile he takes’ (p.24) not only spoil his
meals but help to make “home’ a cage as oppressive as the warchouse.
Amanda’s over-protective attitude paturally extends to clothing, As
Tom is about to leave for the warchouse after yet another painful con-
versation with his mother in Scene Four she requests that he “put hiis
wool muffler on’, whergupon Tom ‘snatches it angrily from the closet
and tosses it around his neck and pulls both ends tight’ {p.54). The
sesture may well be meantasa sarcastic simulation of Amanda’s sitfling
 influence on kis life. ’
7™ Apother episode connected with clothes also exemplifics Amanda’s
mothering role apd Tom’s growing impatience with it. After the violent
quarrel of Scene Three, in which Tom compares his mother to a witch,
Amanda grabs his arm as he tries 10 get past her. Tom sereams at her
‘Don’t grab at me, mother!” but catches his axm in the sleeve of the coat
that he is sirupgling to put on. The stage direction informs us that ‘he
tears the coat off again splitting she shoulder of it, and hurls it across
the room against the fragile collection of Laura's glass animals’ (p.42).
The whole action shows the confinement of Tom’s life and his mother’s
aetive role in it, foreshadowing the cruel action of escape that will later
become necessary. Tom's heipless kneeling beside the scattered debris
also hints at the remorse which will haunt Wim after hiz departure, &
cemorse which he acknowledges in his last speech ag parrator (p.1 15}
> Tom's self-reproaches, another aspect of the prison-like atmosphere
that surrounds him, are grounded m Amanda’s belisf that he has a
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?orai obligation to sorve as substityl |p#ihe family. Sharing with
thznéiféi?ppr?hmmm about Laura’s future, Amanda sets down as
the conds ;gu f:sr %uﬁ release the finding of a suitable bushand for his
seter: ; h@?i as Laura has got somebody to take care of her, married
i ome of her ow, independent—why then you'll be free to go Whﬁi‘i
;;;z; ga}u}pk:ase {p.53). i;aur:a is thus made by her mother mto another
Ai;l% ngdz e;zagaf Tm‘g § prison. But the r‘eal apent of confinement is
Amanda, a & ia,ge of Tom’s moral obligation is made all the more

" éﬂg , ough her self-efacement—1 don't say me becavse Pm okd
z&% don tmatter! 1 say for your sister because she's young and depen-

ent’ {p.53)—and her ostentatious show of solicitude for Laura.

(-

Tom's routes of gxcape
Caught in Amgnda’s moral blackspail, Tom in one instance angril
g_mws a world in which he fancies himself as all-powerful, and whtzri
nis current }mp_sscd behaviour and morality are smashedi This flight
of his imagination, inspired less by Tom’s real dream than by 2; d.csgirc
‘;o a?g??f 3‘11(1 hurt hz§ m{}th_{:r, 18 contained in the violent {}utb{zﬁ;i
fg 15t Amanda that immediately precedes his breaking of Laura's
‘igléflﬁﬁi& Wxti}:—‘ hisevoration of the underworld, Tom blasts at the heart
;}mg;sﬁzgfjéh:; f@?mﬂm?' Eor her *gentle South’ he substitutes a brutal,
. ¥tt- : worthern gang ::pih:ife; for the haleyon plantation life, a
attering urban vision. MNotice, however, that in spite of this clash of
(dreams, both mother and son resort to basically the same escape mech-

Tanism to blot cut an oppressive reality.
| Another example of Tom's attempt to escape from his prison, even

Eﬂmp?mﬁly, is his frequent filmgoing. The ‘shower of mov%e:tickst
stubs Aﬁmt faigs to the ground as he rummages through hds pocket to
ﬁ:ﬁé his key belies Amanda’s suspicion that ‘MNobody goes to the movies
n}ght after night, Mobody in their right mind goes to the movieg EZ
?n'gﬁn ‘;}S you gtﬁtmd f;of (g.@l}. Tm{i’s.add%cti@n to films spotlights the
intensity {7? E’u.? restlessness and the increasing difficulty he experiences
in comtmiémg it. The ‘narcotic of the vinema’, a5 one critic has called it
coupisd- with bouts of heavy donking, lets him forget teroporarily ti}c;
G%Fi;ess;un of the apartment. He tastes adventure vicarigusly, becomin
;q ;m ?tsihe cinecma 4s %1? never can at home. Hisreport to L:wxa af thg
S}’;}W? szﬁiml? o ;he very Is}ﬂtg programme’ and the Malvolio
hgrdg}gi f“}f r?&pmms the §ss&niaals of his situation, The financial
hardst pho L 31 sreat Depression, the confinement in the warehouse
he smothering g.ﬁ’estmz& of his mother, the moral obligation to his
Zmisr, ihe frustration of his poctic ambitions--all are likened toa 1iv§nA

f. cath, au entrapment in a nailed-up coflin. The allusion to the Qi}ffﬁ%

 on one hand ém:d the lighted portrait on the other poses Tom's dilerr

{in drastically clear scenic terms as a choice between death and {:ssé;uig
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For the attentive reader, however, Williams has introduced a skil-
fully managed touch of dramatic irony. me‘thf: siart we hav!e been
given indications that Tom will not be able to imitate the act‘or 8 ﬁogﬂ
violent escape in real life. The first words of the Prologue— 1 an}r the
opposite of a stage magician’ —clearly cfstflude the possibility that Tom
will ever be able to emulate Malvolio’s trick.

© " Much the same meaning is implicit in Williams's decision to have

Commentary - 33

If we turn from Laura’s nickname to her physical appearance we find

~ many of these suggestions restated and confirmed. Laura’s dress in
Scene Two, as described by Williams, adds to the overtones conveyed
by her nickname and associates her with vel another flower. In the
beginning of the scene, Laura is seen seated in a delicate ivory chairat a
§,ma§ claw-foot table, wearing a kimone of soft violel maierial. Recall-
ing the violet, a flower which traditionally symbolises modesty, the

; . lour of Laura's dress combines with the daintiness of the fumit

. ’ Hor togue and the Epilogug o J iness of the furniture to
piee’s  Tom woar a sailor’s outhit in_both the Fro.ggus af e surround her with fragility and sh . Th i i i
S 1ot Exhibited at the very beginning of the play, the sailor’s clothes Havea gility and shyness ¢ delicacy with which

-tic value, They announce that despite the various prisons that
gg?cirti:n to detain hgn, Tom will ultimately maHage tc} escape into
freedom’ and accomplish the destiny that he imagines 1s before ‘iin%n
His outfit, then, stresses the inevitabibty {}fi the play’s outcome. Bu ({L ®
precise nature of the costume (in the acting version specificaily des-
cribed as consisting of a pea jacket and a u{atch cap, rbeth’ garments
designed to profect sailors in foul weati:_xer) indicates that Tom's frﬁcdo?é
s "an ambiguous one, that the romantic dream of escaping Into a wor
of freedom and large vistas” announced by the projected mmage of &
‘Sailing Vessel with Jolly Roger” has been dt?ﬂated, The universe into
which Tom has escaped is described in the Epilogue as a world of alien-
ation, uprootedness, and loneliness. Instead of freedom at sea, ’?{}m
has merely found the cold and hiostile world of harbours swept by winter
and the lonely, aimless wandering of the dispossessed.

ie

Laura’s association with fowers endows ber is apain evoked in her
confession that she had sought refuge from business school in “that big

. glass house where they raise the tropical flowers’ at the zoo.

Laura’s strangeness and vulnerability are further presented as the
accelerating factor of ber separation from the world. Her limp is the
outward sign that marks her as one of those whose excessive scositivity
exposes ther to symbolic muitilation in an unfeeling modermn world.
Laura’s brace 15 the mechanical device that remedies the physical defect
but aggravates the moral damage. In high school, as she tells Jim,
arriving late for class was bumiliating because she imagined that the
clumping of the brace atiracted everybody’s attention to her limp.
Laura’s physical defect and the wechanical remedy, her Hmp and her
brace, have been identified by many critics as symbols of Amanda’s
influence on her daughter. Mancy Tischler remarks, for example, that

Y is Amanda’s forcefulness that allows Laura to walk at all, but it

| is also Amanda’s example that. discourages Laura from walking
i naturally,’* | '

b The final irony comes with Tom’s rueful concluding aCkﬁGWledg{;fgr'i%
that he has escaped one prison only to fall mio anqthcr, %hag 0 }1$E
puilty constigrice, bis memories of home, the wimwmglgg%lw mg;%;gg

“helodies, bis sister’s gaze. From Prologue to Epilogue 1om ;,1
e:mergé?, fikce Amanda in fier yellow e@re:ss?' asa dreamer who.se romantic
visions, although destroyed by reality, linger hauntingly in his cons-

Laura’s relationship with Amanda :

During the ela%mra‘;te preparation in Scene Six for the gentlemnan caller’s
visit, an event enginecred to remedy Laura’s inability to make social

GOuSTOSS. contacts, Amands produces ‘two powder puffs which she wraps in
handke{chlefs and/stufls in Laura’s bosom’ (p.70) to cover up another
! Wil of the girtl’s physical deficiencies: ‘to be painfully honest, your chest is

[ fiat’, But insteadof boosting Laura’s morale, instéad of easing her

' tension and steadying her delicate balance, all the preparations scem

: insf,ead to reduce her meagre natural resources and fo upset her inner
poise.

Amanda’s ‘bracing’ of her daughter finaily brings the girl to a state of
terror that uliimately defeats the purpose of the gentleman caller’s
visit. Amanda’s social skills contrast unfortunately with Laura’s awk-
wardness. Amanda is a natural hostess; Laura is retiring and shy. This
painful difference is evident yet again in a small incident connected with
clothes. At one point, Laura puis on ‘a shapeless felt hat’ and her

*1n Tennessee Willinms: Rebelliouws Puritan, The Gtadel Press, Mew York, 1965, p.99.

" Laura is the most pathetic figure of the play. A good Eieal of her c’ha_racu

: ter is expressed in the connotations of the nic}gname E}g{;ﬁgﬁ g;vex}

. aosst her in high school by Jim. The unusual combination of words e:p;bzm;

; ises Laura’s whole being. Through it; gssacxatz_oﬁ with the cai(eur ue,
the rose is here deprived of its traditional overtone of passion, as 1;
Laura, but it scquires an aura of strangeness and uniqueness whﬁ:
subtly renders the fragile prettiness of the girl and, at ,th& same {ime, I 52
alienation and estrangement, her difference from the o‘thers’, %ﬁ;{ﬁ}!}t&s
inadequacy. Moreover, playing on another meamng Ofi bi‘;&:t i llamS
here suggests the atmosphere of sadness and melancholy that envelop
Laura’s slight, hardly real person.
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mother's inaccurately made-over coat, the sleeves {00 short for Laurs’
{p.47) to go out to the ueighbourhood delicatessen on an errand. The
poorly fitting garment on Laura’s back represents an unsuccessiul
attemnpt to don a personality not her own, 1o adopt ideas alien to het
_mature in the hops of coping more adequately with the outside world.

Tt is symptomatic of her failure in this respect that, as she steps out of
apartment in her mother's clothes, she slips on the landing of the fire
escape and almost hurts herself seriousty (p.47). Thig seemingly un-
important incident shows that Laura can exist in relative safety on only
one level of reality, that of the apartment swith her music and glass
figurines. Contrary to Amanda’s belief that “Sticks and stoues can break
our bones, but the expression on Mr Garfinkel’s face won't harm ns!’
{p.47), the hostile reception of an insensitive world— Mother, they
make such faces when 1 ask them to charge it —is as painful to Laura

. as a real fracture,

Another mstance of Amanda’s ambivalent role in Laura's 1ife is pro-
vided by theepisode at Rubicam Business College. Here again, Amands
promotes a project financed by the subscription campaign money and
designed to transmute Laura, if she cannot be a Southern belle, a wite,
and g mother, into a career gicl. But Lanra cannot cope with the mech-
amisation of the contemporary world represented by the weekly speed
test on the typewriter any more than she can bear the mercenary -
sensitivity on Mr Garfinkel's face. The first makes her sick; the second

cavses her to falll

building up is too much for her and she begs Amanda not to make her
goto i!:he door. When Amanda finally orders her to ‘march right to that
cipuri {p.75), the stage direction notes that *A faraway scratch reny {
tion of Dardanella softens the air and gives her st;sz}gth ig mg}{;;
through it. She slips to the door and draws it cautiously open’ (p.76)
The opening of the door acquires here a symbolic sipnificance 'ihai
Léf?e};??{is} ﬂm}?&? gfﬁsmm of welcome. Laura is afraid to let the out-
ider info her life, 17 i
. msiinctive}y T e outcome shows her apprehension to have been
%% aura’s is a universe not only of sound but of glas 161
3 collection of figurines announced in the title. S%jg %igﬁ;ﬁ? ?5 igz
company of her little animals whenever the outside world becomes
ﬁireate;:ungi When Amands mentions the possibility of mardage, 2
s}agz-: dlfﬁ*ﬁwﬂ‘ specifies that ‘Laura utiers a startled, doubtful lfiiéh
?ha rﬁacfiesyqumki}f for a piece of glass” (p.35), secking protection from
gg; ;;’I;Z; er's suggesiion of matrimony in the tactile comfort of her
Laura’s retreat to a dark corner of the stage, her huddling asmidst in-
animate objects which she endows with imaginary existence, isindicative
of hm.’ movernsnt away from real life, of the “separation’ ﬂflat Williams
mentions in hgsl initial description of her and ultimately of her uili‘i{;ms;;
fo'r existence. T hat suggestion is further reinforced by her identification
with the thirteen-vear-old glass unicom, the figurine dearest to her
Laura talks about the unicotn with warmth and sympathy admitltiiz
that z:{s singularity may make it feel jonesome and uz}comf{;réahls in i
world which, as the playwright says, attempis 1o reduce lving creatres
to auto;t}mwns. Her warning to Him—* Oh, be carefid —if vou breaths, it
fnzf:aif;m {(p.101)—may well imply that since the unicorn is oaly im
imaginary creature, the act of breathing {a basic manifestation of r{:al
'i;fej ;mght be too much of a test for it, as it is in a different sense for her.
he unicorn, even more than the glass collection as a whole, is a perfect
symbol for Laura. To the characteristic fragility and delicate beauty
possessed by all glass figurines, it adds the quality of unigueness and
485 & COnSequence, almost of freakishness. In it are thus extended I;?u;
}gvm%z:s ézﬁ;;lima;mns of Laglra’s mickname, “Blue Roses”, |
orid of music and glass which Laura saperim
e &32% su:;’f@uzzdmgs conceals their shabbipess from hef Sxéuciﬂi(i;i {;I;w};i;
neither her brother’s desire to escape nor her mother’s dream of re-
triaved g&;@tziﬁiy, the apartment, for her, is not a prison. It is protective
and pacifying. Thus the opening of Scene Two, which reveals her alone
af ho:’z}c 1}1'}15:1' dainty chair with her violet dress, washing and ;ﬁo!ishin
her ceﬂefsiwﬁ of glass to the sound of her favourite music (p 2?} pm%
vides a picture of perfect serenity. This is the only scene in whivciz 1 aura
. seems to attain a quiet happiness,

Laura’s refuges: The victrola, the glass animals, and others
The scratchy, old-fashioned music of the gramophone presents Lavra
with her own world of sounds, her private shelter against the noise of
I tho Paradise Dance Hall. A recognisable offspring of the past-orienied
: Amanda, Laura takes refuge from the hot swing music and the staccato
;_,{ii%‘%%’ir- rhythms of the industrial world in the sentimental melodies of the

ry

19705, The tunes that are Laura’s musical refuge, although different
from the melody that serves as & leitmotif for the play as a whole, share
some of its characteristics. The girl's preforence for the music of the
past implies a movement away from actuality that recalls the music-
from-afar quality of the leitmotif melody. These tunes, moreover, are
recorded on ‘those worn-out phonograph racords her Tather leff as a
painful remiader of him’ (p.34). It is thus hinted that Laura’s retreal
into the music and her huddling beside the old victrola may be part of
an unconscious search for a father, her instinctive quest for protection
. againgt her overpowering mother. ‘
“The role of the melodies as a refuge is underlined once again when
Laura must confront the gentleman caller, the representative of a world
from which she flees, As the doorbell rings, the tension that has been




w_ewed
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. .. ) ) ¢
When her mother’s naisdirected ambition forces her nto the world 0'
business, and when the weekly speed test proves to be'mc}ge than sic
can take, Laura, looking for the shelter she nsu_aﬂy finds in the cc?m%a; 3;
of her little glass animals, seeks refuge at the city z'eo,vﬂam iiagﬂ s oS
unaware of the unpleasant aspect of the placs', with 1:&5 t::zzghjr mt a o
ants; to her the cage is rather a means of protection agamst? threa cr;.' g
outside world. The penguins, her fa..vountz: animals, are no less revea Eg
of Laura’s deep-seated feclings of inadequacy than 1s her mtied ﬂmcc; .
In them, she unconsciously sees reflected her own hmp an tk%e? r
helplessness. She feels akin to them and pathetically states tha
isl em every day, ]

visllgf gghcr reﬁze af the zoo, the :jgggl;ggg,_‘thai tf[g glass h{}uzci
where they raise the tropical ﬂmyer's’ (p.33), obliquely Illusti.'at?fn aies
ther aspect of Laura. Her prediliction for the iixetbcmse f‘xg:am ?ﬁm
that she is a beautiful but fragile pl@n{, too Ejraﬂ f{}r the “winter ? the
cities’ world that her mother describes on learning e_f I}ar ;ri&lz} g}t
“Walking? In winter? Deliberately courting pm;umamg m tti});%ﬂe
coat? (p.32). When forced to Jeave tﬁm grotectwe apar’;mcnb or e
ugly world of the city, Layra thus instinctively finds her way bac

. substitute refuge, a place where she feels comfortable.

in Laura’s mi tment comparable to hor
The absence in Laura’s mind of a resen o1 '
brother’s or an ambition like her mother’s, and hetg mdxﬁ'zsdaé:t;:; ;Jhiiigfﬁ
i t in the epis
utside the apariment, are clrzarig brot}gh% ou " :
?&manéaf claged by her conversation with Tom about a possible geﬂtleq
man caller, calls Laura out of the kitchen to e%xpre:?s gxerlcgjgi}{es; g;;zr; I
i ishi da’s forceful, al
ings by wishing on the moon. Aman
iﬂfiste;{ca elicits only a bewildered reaction fro;;;l her ii;zin;fﬂi?;giig
whom the door that Tom has left open on the out ”
fgsi; of a fascination than the beloved interior from which she 1s,dragged
away. Laura’s genuine puzzlement establishes that her mother ds aspira-
tions are completely foreign to her quietly serene and Centen{;:d r}lft:fﬁi
When Jim intrudes upos her life and that of the houscho % c il
for a moment throw open the door to replace the old—fashm'ne'i mll;sw
with that coming from the Paradise Dance Hall, and the fragile glo '
of the glass menagerie with the tinselly che?p ﬁgghgs of r’thiclaziii kgn z;;
iling there. After his depariure, cness
sphere that hangs from the cei AL Bis G ediatly
ets in over the remmnants of the glass animals: : :
?)mk'cn’?or having opened the door of her life to letina representative
of the modern mechanised world.

The gentleman caller: Jim O’ Conpor

The ﬁamc of tﬁa gentleman caller, Jim D, Q’Conno’r, gatablishes lhmt} at
the very start as an Irishman. “The D. is for Delaney’, Tom says, eheiting
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Amanda’s exclamation, “Irish on both sides! Gracious! And doesn’t
drink? (p.63). More than a preconcejved idea about the Irish as a
people, Amanda’s remark expresses her fear of marrying her daughter
to a drunkard like her own husband. Later in the play, her exclamation
acquires iromic overtones: in her cagerness to find a suitable partner
for Laura she has overlooked a far more ebvious obstacle to the marriage
than the one brought to her mind by the mention of Jim's name.

Jim is described in the introductory remarks as ‘a nice, ordinary,
young man’ (p.5). In the scenc with Laura he is comically identified
with a large ruminant as he reflectively chews gum, declaring that he
feels ‘comfortable as a cow’ (p.90), The image conveys Jim's tremendous
good nature and gentle humour, but justaposed with Laura’s shelves
of dainty glass figurines, it also suggests a massive insensitivity as
compared to the girl's delicate fragility.

Another trait of Jim’s physique further stresses the radical contrast
between Jim and Laura while simultancously hinting at an uitimate
resemblance between them. His fellow worker, Tom says, has ‘the
scrubbed and polished look of white chinaware” (p.68). More explicitly
still, in his scene with Laura, Jim states, ‘F'm not made out of glass
(p.102). The unexpected comparison to chinaware deprives Jim of the
shining prettiness conveyed by the imagery of glass surtounding Laura,
endowing him instead with the dull, attenuated radiance of the comimon
kitchen dish and reducing him to the ordinary boy that he is. Although
the image of chinaware reveals in Jim a kind of commonness and ordi-
nariness, a fibre coarser than Laura’s, it nevertheless introduces an
overtone of fragility perhaps less conspicuous but equally real. Though

Jim may not, as he unequivocally states, be made out of glass, he is all
the game breakable.

Jim and the American Dream

In Tom’s opening speech, Jim is described as ‘the most realistic charac-
ter in the play, being an emissary from a world of reality that we were
somehow set apart from’ {p.23). The *world of reality’ ushered in by
Jim is presented less as the real world of The late TV3USTHAD 45  carie-

ature of the American Dream by a shallow, selfish materialist. For Jim,
the industrial world of the warchouse is neither an enyironment that
stifles his deeper personal aspirations nor a milieu aliepating him from
his fellow man. It is not a prison for the ‘caslaved’ lower middle class
but that class’s ‘rung on the ladder towards success’.* It is sympiomatic
that while Tom should feel *an oddly fashicned dog’ {p.69) without
any point of contact with his fellow workers, Fim has the car and is the
confidant of Mr Mendoza, the foreman.

*Stein, Roger B.: ‘The Glass Menagerie Revisited: Calastrophe without Violenco',
Western Humanities Review 18 {Spring 1964}, pp. 14153,
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As a confinned advocaie of the American Dx‘x{:amy Jhin gls &isg iggggé |
believer in self-improvement through ad;n:&t?tn and foas L;thiw
i 3 o ing that “fits you for—e¢
enrolied in a course in public speaking o exautive
itons! clure slf-confidence, delivered for
sositlons ! (p.77). The lc,(,mn;"c‘ on sel red | i
%}eimfit of a wondering and mildly ﬁa&xgﬂi&rﬁd}?aﬁlm {?iii gd 13‘%2;);;21&
i an expunst f the cliché which Ama 8 ‘
ing more than an expansion o ’ : yranda hed cartier
! om: Ty H suceeed” (p. A% Jim's infatu '
arged upon Tom: “Try and you wi ceed {1 i i n
y : e for allis further man
with the dream of a better, greater, and ric er life for allis : nant
ested in hi irati igley Building in Chicago an
fested in his admiration for the Wrig : £0 and the
fortune made by the guy that invented ‘;h{: first picce of ::hzw;;;jg g;in
{p-20). His enthusiastic account of ihe‘ E:{ag of §C;m§:{; z%) ; i ; ff;; I;I;;;
of Progress exhibition implies a blind fﬂlﬂ:i in the possibl ; Ly ? krdgm
material progress secured by tﬁc*fmaiegmal adva(.m:esi %z%s!;amm
profession of faith in electrodynamics buildstoa ci;r?ax. u! j%w&%
[His eyes are starry] Knowiedge—mzzzz?! ;jgi%neymgmzzz;a. !
- M i i‘
That’s the cycle democracy is built on! {p. 00). ‘ -
Yet for all its convineing dynamism, ‘Jitﬂ s advocacy 0{ ihgﬁggiiz ;
Diream s full of ironic touches. The dzscrepa:aay betwmn( 1% stodent
tiléiﬁ& of success” and the less glamorous reality before gi %is;ut;ﬂ'thggz e
y hi 5! an ‘America even more wonder :
by his own mention of an *America e ful tha
px}jeseni:’ in & household composed of a son w:h;} zsda ;ioit W gi; ; iscb }1;;
. ¥ s family into darkness ;
a warehouse” and who plunges the fami y th cause ke
: i il; a mother, a relic of a brilllant past, w
refused to pay the light bill; a mother, fa ¢ past, who is
; agazine eriptions and ladies” underwear :
forced to sell magazine subscrip nderw 0 i
both ends meetf; and a daughter whose shynﬁss provents };zrfigzﬁ ?;)}?o
onting I i — ted by the memory of 3 k
fronting the outside world—all haun S thom, Adaes
istinguished tole before he deserted them,
was an undistinguished telephone man befo deser ! ding
i i fr - Fim himsell seems 1o have ¢ pe
ritier 1o the irony is the fact that i 0] ¢
iicsd the acme of his dream of success in the past, during his high
school days. . o .
An imaéc projected on a sereen on the stage obtmswd{y pregg:;i i 1;12
Hj ’ : tie Tom, as narator, offe
as u “High School Hero’ (p.68), whi . $ nar offers
?iilowing introdustion: ‘In high school jmé was % hij:;{y; i'i igzgfgzii?
i stiaal 5 i a5 & starin bas all, capiair
o move in g continual s,poihghi._ He wa g captain o
1 presid ] snior class and the glee clu
the debating club, president of the se . e Fnsing ot
' ale lead E 1 light operas. He was alway j4
sang the male lead in the aniug fways ruaning or
' fing, never king, He seemed always at the p
bounding, never just walking : tion T eotrnce b
i aw of gravity’ (p.068). From Ton's description ] 1
ing the law of gravity’ {p ; < Py, Natorally oocr
; g oming American boy', :
the prototype of the *up and coming Ame; ‘ sl ens
atic, : ically inclined, scholastically gifted, socially popular,
e Sty e “yelocity throu h his adolescence that you
‘was shooting with such velocity throug . o at you
ical cet hi : at nething short of the
would logically expect iinmv m,arrwa it ne S s White
House by the time e was thirty’ (p.68). Yet even as Jim f vitality erup
on stage, 4 series of qualifying touches become apparent.
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Even during Tom’s presentatio

from the *High Schog! Hero’ to a mere “clerk’
Hore be ¢les¥idea of decling. In the eour

take up ‘a course in public speaking®
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(p.68), emphasising the

se of Jim’s copversation with Tom it becomes
apparent that the former ‘captain of the dehg

ting club’ now needs (o
{p.77), and that instead of the

presidential mansion in Washington he has to make do witha dingy 8t

Louis factory office. Al this irony is recapture

be and Laura read The Torch together,
recorded in the schoo] yearbook, which

gla. When Laura produces the bound vol
Jeez! The Torch VP, snd the slage direction di

d in the incident in which
Jim’s high school SUCCESSEs are
Jim himself regards with nostal-
ume Jim exclaims, ‘Holy
rects bim to aceept it rever-

ently (p.95), The Jerynarae The Torch evokes Jim’s flamboyant Prome-

thean youth, Buf fow, s he oniers Laura’s

life for the second time. he

e

g LYcarrying an ol Gandela b,

meltsd guf of $1ape whose few

ca gm@ggggdtzce only a ‘flickerin
underlined when Im; SETeE T
aware of the pathetic touch of
Hght’ (p.S0). The zap befween

Light’ (p.88). The ironc confrast is
ext to the feeble source of Hght and un-
irony, describes himselt a5 *in the lime-

the Promethean youth and the shoe-
factory clerk, between the intense spotlight out

ining the youthful star

and the dim candielight illuminating the gentleman caller, is the stark

gulf between promise and actuality. When he hears 11
him to antograph her copy of The Torch but never coul
the courage to approach him about it, Jim tales the boo
SIgns it with a fourish, In so doing he reveals notonly h
of Laura’s belatedly expressed admiration but also his
to cast himself in the glorious role once again. Through
indirectly shows himself to be as much adreamer as Am

faction he receives from reliving his high-
elation at recalling her Blue Mountain

it Laura wanted
d surmon up
k from her and
is appreciation
nostalgic desire
this episode Jim
anda. The satis-
school past parailels Amanda's
days, and his declaration that

one day his signature may be worth something parallels her hope for

, future materiaj security,

™ Tom’s statement that T was valuable to [Jim

1as someone who could

remember his former glory, who had seen him win baskethall Bames
and the siiver cup in debating’ (1.68) introduces by implication the
growing inferiority complex that Jim bluntly acknowledges later in the

play: *You know what I judge to be the

complex! Know what that is? That’s what they call i

low-rates himself] 1 understand i becy
though Jim 2ots on finding reasons for

more and for his thinking of himself as of
the speech contains some revealing stage directions: *f
glanices at himself in the mirror] All oi've got to do is dis

[you are superior]! Také me, for instan
21T

7] (p.99). Beyond his evident narcissism and saifs

trouble with you? Inferiority
t when someone
use I had it, too’ (p.98). Al
his not feeling that Way any
a4 superior being, the end of
i _Uﬁcoxlsciousiy

ce. [He adjusts his tie at the
centredness, Jim
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obliquely shows through his furtive look in the mirror that ke needs the
; reassurance of his looks and neatly-groomed attire.

Six years of fading illusions and dimming populatity, six years of
‘running into interference’ (p.68) have brought Jim to doubt, in the
innermost recess of his psyche, the possibility of the brilliant future he
was once promised. He is not broken but the crack is clearly percept-
ible. Even while he enunciates the method that might still lead him to
the top, be cannot help taking into account that after all that time be is
still ‘planning to get in on the ground floor’ (p.100). His plance at the
mirror, then, is an attempt to quell the fears and doubts that rise in him
gven as he fries to plant some self-confidence in Laura.

Jirm, Laura, and the unicorn
Turning from his own uncertain tmage in the mirror to the strange girl
in front of him, the representative of the outside world scknowledges
his inability to perceive the reason for ber fascination with the glass
- collection and expresses his misgivings about fhaving to handle the little
. apimals. His statement ‘I'm pretty clumsy with things’ (p.101), intro-
? ducing as it does the long scene in which Jim starts probing into Laura’s
% intimate being, is full of ominous forebodings. The only strategy Jim
can think of to draw Laura away from her morbid fascination is to
invite her to ‘cut the rug a little’ (p.102) to the waltz music coming from
the Paradise Dance Hall. Jim thus lures Laura out of her dream-like
universe and invites her to move with him into the world of the alley, to
becotne identified with the innumerable couples moving indistinctly in
the flickering light of *deceptive rainbows’ or secking the relative priv-
acy of the alleyway in search of a flecting moment of intimacy.

As Jim swings Laura into motion they hit the litile table. The unicom
falls 1o the floor, its horm broken off. In the course of the play the
unicorn has come to stand for at least two things: for Laura herself and
for the possibility of her escape into an pnreal world of glass. The
unicorn breaks, then—aptly, it would seem--at the moment when
Laura emerges from the world of her lifeless companions and transfers
the function of refuge to the person of Jim. The breaking of the unicormn
marks the turning point in Laura’s life. The flickering, unreal world of
glass toys no longer suffices as she feels rising in her a desire to disregard
tier freakishness, to dance like all the others, to belong to the real world.

The event symbolises a kind of emotional deflowering, anirreversible
loss of childlike innocence, the unavoidable mutilation that Williams
sces as necessarily accompanying the process of growing up. Laura’s
reaction to the accident, however, reveals that she is less concerned
about what she has lost than about what she vaguely senses might bea
gain: ‘It doesn’t matter. Maybe it's a blessing in disguise . . . [t's no
tragedy, Freckles. Glass breaks so easily-~no matter how careful you

‘?{(hz,
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are—the traffic jars the shelves and things fall off i
feel more at home 'w'ith the other horses,gthe ones £§13ii§:;ﬁ;t§§\z Iflxi::g
(p.104). Ht;r surprisingly mild comment brings to the surface her dee -
g seated desire to feel more at home with the others’. Excited at tilljff
I}J;";Tpccg f;},lf be‘;mg a‘qia to identify with the patrons of the Faradise Dance
dem:z e 18 ‘laughing breathlessly’ (p.103) a moment before the inci-
don aura does not reproach Jim with clumsiness but instead
in }gectiy EXPIEsses her g_ratimda to him for his part in ending an era
o :ti; eépﬁ?mm of gmntudg is qual}ﬁe_d, however, by the fact that she;
J?m X g,e ﬁun 8 age_ct on ﬁ:}e uRicorn W:Eih that of the heavy traffic cutside.
{mc,téw : , ;si{o fiquely l1dentzﬁe§1 with the hubbub outside, with des-
ptve rf;m 5 and i{?rrac_s. In this sgeech of Laura’s, Williams master-
mm}; man gﬂels to I{lai_}.lt&ln the ambiguous value of Jim at this crucial
moment. é‘t; ; girt's life: a potential saviour on the one hand, he is also
vl (igf;' c:d esﬁ{)yer‘ Now that he has charmed ber away {rom her
W(}ul};ﬂ m;e'n Sf im the patlour psychiatrist imagines a shortcut that
ould iraculously make Laura come fully alive: ‘Somebody needs
o a}:};j ;:g?ﬁdg?c; up and make you proud instead of shy and
) us xnngQmebogymeught to—Qught to-—kiss
ng?;; an}?whbmarth Jim wants to :i.nspi:m in Laura is, in his opinion, what
il é er ;dpabie of I_wmg in his warld. However, the warning of
paum about her ,fa'{oariza glass animal—‘'Oh, be careful—if you
E_igg:tmg,é}ﬁlgg;aks! still reverberates in the air a5 Jim draws Laura fo
hum and kESS{:::"‘:HGI‘OH the lips”. The revelation of the world of physical
i: 1; t{iiagé ufﬁashas in Laz.trag store of hidden feelings whose intensity is
; i yed t mnggh hqr changing expression and prolonged silence. As
i¢ releases her, “she sinks on the sofa with a bright, dazed look’; after a
momgnt,}whm he addresses her, ‘she looks up, smiling, not hea;ing the
?Gugsetéozé . (péj%}. As be offers he}' a piece of candy ‘she doesn’t seem
o bt t him but her look grows brighter even’ (p.107). Only as Jim pro-
ceeds W}th his revelation about the existence of a flancée, thapsodising
gnsinsx*twaiy about ‘the power of love” (p.108), does Laura’s blissful
ook disappear. As the cruel fact dawns upon her that after taking her
away from her enchanted sphege, Jim cannot take her .any further,

- Laura is literally thrown off badance by the violent contrast between

her expectations and this experience, as successive stage directions make

~<Clear: ‘Laura sways siightly forward and grips the arm of the sofa . . .

Leaning stiffly forward, clutching the

.- . - ? m

v;s}j}biy it bt st o100, g arm of the sofa, Laura struggles

y the end of Jim’s speech, the illumination of hi i

By ech, 1§ passage in Laura’

%:‘;fﬁf 1sb{:om_plete1y gone: ‘The holy candles in the aliar of Laara‘su;eii
axi% . een snuffed out. There is a look of almost infinite desolation’

{p.108). After a pause of crushing despair, Laura ‘opens her hand again
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on the broken glass ornament. Then she gently takes his'h’gﬁtdi in(éarhaésgé
it level with her own. She carefully places t}m’ ?n;ﬁam in th }gs e
fiis hand, then pushes his fingers %OS{? ;pon it égi’ilséé iciE tiic gz e
,. . - T . . es a : v
fim s the symbol of Laura's short-hved hopes, 4 SOUEE .
feelings he nroused in her for too brief aﬁrfgzmeutii Qm%%i?é ;};e 31":;;?
icorn, nboiic i = of ever boing an av o
unicorn, Laura symbolically gives up all nop : s
girl, all desire of ever realising it the outside world the deeper yearnings

& Jim has arcused in her. . L R
& immediately after surrendeting the mutilated glass figurine, Laur

retreats to the only refuge still available: ‘She rises ;un?iﬁii};gz;
crouches beside the victrola to Wiil? it Bp; %piﬂiiﬁ;iz es &:f, :1 i motion
i ’ iati rid, ma . , :
undecines Laura’s renunciation of the wo % i ;
has noted, that “She will never allow a Jen © Com;og;i’imggg;; ;}n }éi ;
ain.” 3% ater, when the news of JIO
wosin, A few moments later, w im’s engagemien
;é%;cizeﬁ Assanda, the cameo tragedy of the iﬂkmdu?i:?ﬁ §;mu$ ;s tv;’ﬁ
: of « i us e, In Amanda’s eyes i 3,
larper overtones of a social catabtrgap ‘ .
sihgz;id cemember, the fairy-tale prince who was to put the gi:;;a} %iggﬁ
on Laura’s foot and make the Aunerican Dreara come t{gg: mkm «
tion prevents Amanda from glossing over {?iﬁr gg‘iy fac{iis sflimp gthf;
' Forl preparati all the erise | The new o 3,
“The effort, the preparations, all the expe ‘ e
slothes for Li 1 Al for what? To enferiam some 0 girl's
rue, the clothes for Laural Al : or
ﬁq%ica:% Go to the movies, go! Don’t think about m;},? a maltg,f gcsertad,
an unmarried sister who's crippled ag:zd h;ﬁ; gs g; . }égz;g us; 0‘{ s
g — 9 e prihanog y f
The pathos of the situation 1§ enne o
fit hitherto bannd ty from her own vocabulary Ot
she has bitherto banned not on /oc: w 7
Tom's. Her lapse reveals that with the gﬁﬂﬂiﬁlgl; miie:;i; iiigrigrzgﬁz
dreams iltus ich t tator had been te : 7
dreams and iltusions which the spec et e
i r ; apsed. Her last speech leaves the audience ¢
with her, have collapsed. e | ves U ience B ot
3 rsation with Jim that o
reader, who know from Tom's conver: : that Tam s e
ow in hig father’ - th even less hope than nda.
o follow in his fathet's Tootsteps, W1 : s hop Amat
?;?he final pantomime, presenting her consoling gestures tngfg :;ii %S;gi
as an endlessly repeated dumbshow, emnphasises the profow

; of the play’s bleak vision.

Lhe sel inc ity of Missourd, a

The Glass Menagerie is set in 5t Lau&sgth‘: pé;ngpaig g;ﬂgﬁi ava;z;ioghi{dv
ywe Tenness ilis well from baving

town Tennessee Williams knew ] 2 . i

tiood years there, The picture of urban life ;.)ras;e?:fted in Z&};{{Ez&g szm
' he perst ion to big city existence Wiliam -

clear traces of the personal aversion to stenc

ceived when he was forced as an mg?ﬂ»year»qic& 10 g??vgl ;:h; é;izié

community of Clarksdale, Mississippi, xyhere his g_rc};g ;3. T s i
Episcopalian minister, 10 Lve in St Louis, where his father
promoted to a managerial position,
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“Meither oy sister nor I could adjust ourselves to life in o midewestern
city . .. ina perpetually dim little apartment in a wilderness of identical
brick and concrete structures with no grass and uo trees . . . only ugly
rows of apartment buildings the colour of dried blood and mustard.™
Although the playwright acknowledged that “the apartment where we
lived wasn’t as dingy and poverty-stricken as that in the play’,** the set
attests to his horrified reaction to the shabbiness of his new surroundings.

™ iThe Wingfield apartnent is in the rear of the building, one of those

vast hivelike conglomerations of cellular living-units that . ., are symp-
tomatic of the impulse of this largest and fundamentally enslaved
sestion of American society to aveid Tuidity and differentiation and to
exist and function as one interfused mass of automatism® (p.21). The
repellent uniformity of the habitat, explicitly presented by Williarus as
an architectural extension of the lower-middie-class tendsney to social
conformity, represents self-iroposed imprisonment, the voluntary abdi-
cation of personal uniqueness. As a poet—in Williams's view someone
endowed with heightened sensitivity and awareness of individual
differences--Tom is painfully aware of the sgualid sameness of his
surrbundings, which becomes one of the things prodding him to escape.

v The Wingfield apartment overlooks an alley. Tt is flanked on both
sides by other *dark, narrow alleys which run into murky canyons of
tangled clothes-lines, garbage cans, and the sinister lattics-work of
neighbouring fire escapes” (p.21). Although these dead-end streets, like
the drab rows of apartments, remain unseen by the playgoer, they
acquire munediate reality and a definite symbole meaning for the
readsr. They make it clear that Tom's final departure in 2 burst of
anger is not an act of delibarate cruelty but rather the desperate act of

4 man who fears being entombed alive.

"~ Visible on the side of the stage are the landing and first steps of a fire
sscaps which is, unexpectedly, the only means of getting in and aut of
the apartment, 4 feature meant to emphasise its prisonlike nature. Fven
if, at the end of the play, & turns into Tom's route of escape from his
unbearable situation, its overtones of liberation are strongly qualified.
The fire escape leads Tom away from ‘the implacable fires of human
desperation” into an existence of aimiess wandering and perhaps an
myvoluntary military career in the Second World War.

at the 8o Tom’s opening commentary, through the grim rear wall of

§ The interior of the apariment occupied by the Wingfields is revealed,

- the building. It is composed essentially of a living room (downstage),
; ‘which also serves as a sleeping-room for Laura, the sofa unfolding to

*Willinms, Tenaessee: “Facks About Me', record cover, Tennessee Willioms Keading
Jrom His Works, Caedmon T 1005, 1952,

**Quoted in Yan Gelder, Robert: 'Playwright with a good conesit’, The New York Times,
27 April 1945
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{ make her bed’ (p.21), and, on the other side of a second proscenium
" arch, a dining room (upstage). The dim lighting throughout the play,
{) the dusty curtains and the shabby-genteel furniture reipforce the over-
. tones of poverty in this middle-city prison.

The set so far described might well fit a naturalistic drama. How-
ever, Willams was aiming at something quite different, for “The scene
is memory and is therefore nonrealistic. Memory takes a lot of poetic
licence. It omits some details; others are exaggerated, aecording to the
emotional value of the articles it touches, for memory is scated pre-
dominantly in the heart’ {p.21). Cleazly the author intended not realism
in_this set, bul atmesphere. This view is restated, together with Wil-
liams's conception of symbolism and "plastic theatre’, in the Production
Notes to the play.

The unhappiest of the devices used by Williams in The Glass Men-
agerie to create his ‘plastic theatre’ was a screen on which images or
titles were (o be projected —an idea obviously borrowed from the ‘epic’
forms of Frwin Piscator® and Bertolt Brecht,** which Williams had
discovered during his studies at the New School for Social Research, af
the time also the academic home of Piscator. The device was tntended
to help the audience’s understanding by ‘strengthenfing] the effect of
what is merely allusion in the writing and allow[ing] the primary point
to be made more simply and lightly than if the entire responsibility
were on the spoken lines’ (p.8). Unlike Brecht, who uses the same device
to project political or social comments, Williams would have liked, had
his producers concurred with his plap, to fill the screen with pictures
or slogans that could ‘have a definite emotional appeal’ (p.8) for the
spectators. Thus he wanted the words ‘oi_sont les neiges?'f to be pro-
jected during Amanda’s nostalgic recollections tof Blue Mountain;
another phrase, ‘the crust of humility’, would have appeared in the

T e RO - . :
o5 e EY background on the occasion of her discouraged sexmon to Laura after

the business college failure.

*Frwin Piscator (1393-1966) was a theatrical director famovus For the ingeniousness of his
staging tecliniques. An outspaken sympathiser with the working-class, he used his ‘total
thestre innovations—fims, newsreels, optical and acoustic effects—lor leltist political
aims. He remained in the United States from 1939 to 1951

## Bertolt Brecht (1898-1956) is the most outstanding German playwright of the first hall
of the twentieth century. His theoties about epic theatre, influenced by Piscator, led to
the development of new acting methods and stage practices such as the famous “afienation
effect’, the use of masks, the mtroduction of songs and slogans and gcreen prejections,
jnterrupting the action of plays with social or moral comments. Biecht's aim was 10
preveat the traditional identification of spectatar and herot insted, he wanted the
audience to resmain critfeally aloof in order better to pass fudgement on the characters and
the agtion. ;

1 From the refrain question ‘mais olt sont les neiges dantan? (but whege are the snows of
yesteryear?) in 'La Baliade des Dames du Temps Jadis' by {ke French poet Frangoss
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Iz; other, less obvious cases, the legends would appear unintentionally
ludicrous and would introduce a dismaying note of parody into the
Emst poignant scenes. For example, when Laura is trying to overcome
V?'r garalysmg shyness and come to dinner with the gentleman caller
t il aéﬁshw&gtgzci the legend to read “ferror’. Then, as she stambies:
oward the dining-room table, with Amanda and Tor rushing to her
rescue, the screen was to comment “ah’. Finally, when Jim O'Connor
confesses that he is already engaged, destroying Amanda’s dreams, the
words projected were to have been ‘the sky falls’. Fortunaiely Rddic
Do*:vlmg, Fhe first director of the play, sensed how damaging s;ile pro-
jec;tmns might prove @n_a play as delicate as The Glass Menagerie, and
S}; et;ed them out, Williams did not dispute the decision and adm’itted

at ‘the extraordinary power of Miss Taylor's performance made it
suitable to have the utmost simplicity in the physical production’ Gy
He never !ater insisted that the device be reintroduced on sta ep’ai«'
though he included it in the published manuscript. &

Mﬁ(ore: faixc}tous than the intrusive device of the screen was the use of a
mﬁs;:cz}l motif composed by Paul Bowles and called “The Glass Men-

_agene’. It is like ‘circus music, not when you are on {he grotnds or 1o
the xmmec‘imtf: vicinity of the parade, buf when you are at some distance
and very likely t}nnking of something else. If seems under those circium
stances to continue almost interminably and it weaves in and ouf of
your preoccuplied consciousness; then it is the Iightest,. most delicate
music in the world and perhaps the saddest. It expresses the surface
vivacity of zz-fe with the underlying strajn of immutable and inexpress-
ible sorrow” (p.9). The melody, connested with the figure of the narra-
'tor,.comnbu{gs to the impression that the events of the play are remote

| %1; mzz%e,d;?e;rc:ewed as a memory-misted song that lingers hauntingly in
| his mind: It serves as a thread of connection and allusion between the

Egrmmrythh his separate point in time and space and the subject of

H is story” (p.9). A backgrgﬁnd obligato, it weaves the various episodes

! eczfeiher, restating in muysa&l terms at the opening and ¢losing of almost
v ;fa?;:;:_;za{:ggi;ﬁbzziﬁgla that suffuses the narrator’s recollections of
_ The final extra-literary device on which Willia clies in thi i
hghnng, which he uses to emphasise emgéﬁafi}rgg:?t%;: l?(gégif;
with the atmesphe}'e of memory’ (p.9), the stage is dim throughout the
play. The Production Notes also, however, call for ‘shafts of light
f{;cus;d on selected areas or actors, sometimes in cogtradistiﬁciiori to
what is tLj;c apparent centre’ (p.9). In the instance of Tom and Amanda’s
quarrel, in which Laura is a stunned onlooker, the spotlight is on her
ﬁgt{ra. Later, at supper, Laura’s silently suffering figure on th;t sofa 19
agamn singled out as the visual centre.

Besides isolating the pathetic figure of Laura for emotional emphasis,
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the light should moreover tinge her suffering with overtones of purity
and sanctity. It should have a guality distinct from the lighting used for
characters, ‘a peculiar pristine clarity such as light used in early religious

" portraits of female saints or madonnas’ {p.10). Quality, intensity, and
frequency of light should, then, together with the special melody, reveal
not the ‘banality of surfaces’, as Eugene O"Neill called it, but the reality

. of the protagonists’ inner selves. Light and music help achieve the aim
ascribed by Williams, following O'Neill, to all such ‘uneonventional
techniques': ‘to find a closer approach, a more penetrating and vivid
expression of things as they are’ (p.7).

Is The Glass Menagerie a tragedy?
Critics have often used the word “tragic’ to desoribe the characters and
the events of the play. The above question is therefore legitimate, but
the answer cannot be clear-cut or definitive. Much here depends on the
reader’s conception of tragedy, on the definition he applies, and on his
evaluation of the play in comparison with tragedies of the past or with
contemporary ‘tragic’ works. Although the arguments vary from one
evaluation to the next, the critical consensus at this point seems to be
that The Glass Menagerie falls short of tragedy. We should not try to
come up with a final answer, but in discussion of the problem the
following peints shoulkd be heeded.

It is generally felt that the characters in the play lack the stature of
the glder tragic heroes, that their values and their aimi inlife a tas

“Sxalied, Some oritics express this succintly by saying that the characiers

Are not ‘big enough. This does not imply that they are not real or thal
their troubies are unimportant: all four may be experienced as infensely
penuine characters, and the shattering of their lives has a great impact

y on an audience. But they are all failures, personal or social, in their own

| eyes or in the eves of others, and as the drama unfolds they experience
further Faiture. As one critic has put it, ‘in the course of their drama
they all perish a little”.* :

" Byen more damaging to the play’s claim to tragic status, the charac-
ters all appear to be doomed to fail from the very start, Whatever they
do, however valiantly they struggle, however ingenious their strategics,
they are never given a real chance; they are never in a position to right
things. They appear from the oufsel as victims of ‘ciroumstance, lost
in 1 world beyond their comprehension—notice Amanda’s ohservation
that we live in such a mysterious universe’ (p.86)—and overpowered by
a situation which they have not created and which they cannct control
Theit flight, then, is a desperate fending off of the inevitable, more often

*Mplson, Benjamin: Tennessee Williamy: Fhe Man and his Work, Ivan Obolensky, New
York, 1961, p. 109
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‘ahm} not a retreat before an ineluctable fate. Tom’'s sailor attire in the
rologue clearly foreshadows the end of the play, reinforcing the sense
of 1mm§3c§mte doom that makes the destinies of the Wingfislds pathetic
and pitiable, but not tragic. ' '
‘ F of fragic greatness rests in part on the ability of the exceptional
individual to control or direct his destiny; tragedy further postulates
essential awareness and conscious choices. The characters of The ﬁ!as:s‘
Menagerie are denied these qualities from the very beginning, labelled
as they are as members of ‘the huge middle class of America . ., matric-
ulating in a school for the blind . . . having their fingers pressed foroibly
do‘{m on the fiery Braille alphabet of a dissolving economy’ (p.2). For
ai} its surface agitation, their existence is best described as *passing
L/_w:th?ut any change or adventure’ (p.30). o
’\f&’ﬂsn zzx]l is said, Amanda, Laura, and Tom are weak, nervous, and
seiécomqmzs characters living outside reality in 5 world of iltusion and
make-believe (and we have shown that much the same could be argued
about Jim). The}j are, o use Williams’s later words, all guinea pigs in
the faboratory of God—the playthings of an all-powerful being who is
intent on vexix}g or destroying them. The universe of the play is com-
pletely determined biologically, psychologically, and socially; there {s
no room for free will, i
The end of the play, oo, lacks tragic grandeur. It offers no solution
no dzrcct;on,‘ no message. Meither death nor the courageous facing u;;
toa hgrder life enhiance the stafure of the characters; all they manage
L0 do is endure, to live out a fate they cannot altet.” The world of The
Giczgf Menagerie disappears in “everlasting darkness’, disposed of by a
scenic trick, blown out ‘not with a bang but a whimper'. It is a world of
unalleviated gloom, not of fragic exaliation.

i

Religious symbolism

Num§reus unobtrusive references to the Bible and Christian religions
pragtice are scattercd throughout the play. In his thorough analysis of
this aspect of the play, Stein® points out that such references are associ-
ated with ailafsur characters. Thus Amanda refers to * Christian martyrs’
{np.38, 55) in both of her telephone conversations and to ‘Cb;‘istiahn
adults’ (p.52) in her conversation with Tom about instinct. In her fow
moments of sifent suffering in Scene Four, before Tom apologises, the
mmusic is the Ave Maria' (pp.48), the musical composition to which the
words of the Angel to Mary in the Annunciation episode are tradition-

* : Lk Sy N -

£101n, Raoger B T}!Z.Gia&? Menggerie Revisfted: Catastrophe without Viclenee'
( ?HW; Hmnum.’zﬂ;'}em’w 18 (Spring 1964), pp.141-53; reprinted in Stephen Stanton
ed 3y Tenmesseve Williams: A Collection of Cveiticnl Essay entive- 20 50
G, New Sersey. 1677 oy 36 a4 1 rof Essays, Prentice-Hall, Englewood
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ally set. ‘Annunciation’ (p.56) is in fact the word that was to appear
projected on the screen at the beginning of Scene Five. Early in the play,
Laum says that the suffering look on her mother’s face reminds her
of ‘the picture of Jesus’' mother in the museum’ (p.33}. -

The Christian references that cluster around Tom appear primarily,
although not exclusively, in his account of the magic act. Malvolio, the
magician, may even be considered a caricature of Chyist. On his music-
hall stage he turned water into wine, as Christ did at the Cana wedding;
the rainbow-coloured scarf ironically recalls the biblical sign of God's
reconciliation with man after the flood; and the “wonderfullest trick of
all’, in which he escapes from a nailed coffis, isa grotesque distortion of
the events of Easter, an allusion reinforced by Amanda’s refrain of
‘Rise and Shine’, _

It is around Jim O'Connor, however, that most of the religious sym-
bolism is centred. It is through him that the Clristian allusions acquire
their keenest meaning. Jim is first introduced through his picture in The
Torch, a title which immediately associates him with light. Later, on
hearing his full name, Amanda exclaims “That, of course, means fish’,a
comment which, ‘functions not only literally, since Jim is Irish Catholic,
but also figuratively, for fish is the traditional symbol of Christ’. For
those attentive to the -Christian symbolism used by the autbor, Jim
might become identified with Chiist, a saviour-figure. The air of expect-
ancy created by the circumstances of the play is reinforced by Tor’s

description of the family’s guest as a Messiah figure: ‘he is the long-
delayed but always expected something that we live for” (p.23).

Jim’s arrival is accompanied by rain (p.74), underlining the hopes of
fertility and renewal connected with his visit. Those overtones afe,
however, soon contradicted by Laura’s unsuccessful attempt to come
to the table and the ironic éffect, in view of the outcome of the play, of
Tom's grace: ‘For these and all thy mercies—God's Holy Name be
pratsed’ (p.84). Even before the essential scene between Laura and Jim,
an incident with symbolic significance strongly gualifies the hopes
aroused by the gentleman caller’s visit, The failure of the electricity

supply after dinner, perbaps a glance ahead to the blackouts that are to
come with the Second World War, prompts Amanda’s joking question,
“Where was Moses when the lights went owt? (p.85). She thus evokes
the figure of another saviour, whose {ate it was to bring his flock only to
within sight of the Promised Land. The suggestion of failureis reinforced
by Amanda’s answer to her own question: ‘In the dark!” (p.85). Jim’s
potential as modern saviour is thus indirectly stated even as Willlams
obliquely hints at the elements that make his success doubtful. The
after-dinner scene confirms the ominous Forebodings: Jim is an abysmal

failure in the role. '
& Bor Laura he institutes a modem mock-communion. At the ouiset of
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the scene be offers her dandelion ‘wine’ (p.89), which she shares with
him; later, he completes the sacrament, as he is about to tell her the
cruef tmth,‘ by presenting her with the ironically named “Life Savers’
(p-107), which she has no time to accept. The ‘ceremony’, moreover, is
nterspersed with Jira's accompanying advice to Laura, e;commcnia;ry
that Stein has aptly described as ‘a Dale Carnegie® version of the
Sc:‘me’n on the Mount—self-help rather than divine help’. The whole
scene 1s delicately suffused with the trembling light of a candelabrum
rescued from a defunct Southern church, emphasising the religious
overtones. :

At the very centre of the final scene and of the Christian symbolism of
the play is the unicorn incident. The unicorn is a traditional Christian
symbol, usual;y'rapre;seming purity. A frequent subject of Christian
lconography, it is often represented as the leader of the pure animals
and. opponent of the serpent, leader of the impure animals. Early
Ci}r;stiagg even equated the unicorn with Christ himself. In the light of
this trad{tmnalvsymbﬁﬁsm, Jim’s instrumental role in the disfigurement ‘
of the'umccm is the final, decisive denial of his role as Messiah. What
he ultimately takes with him is as much an emblem of his identity as a
b;oksn, powerless saviour as a souvenir of Laura.

For Lat.%ra, the unicorn breaks, appropriately enough, at a moment
when the tinsel Paradise across the alley is haloed with an itlusory light
of salvation (the deceptive rainbow 7). When this fades away with JTin's
hasty ’dcparvmre, Laura is Jeft with a dark emptiness. Far from being
La}ifa § saviour, Jim destroys the one emblem of the saviour in her
existence, leaving her in the dark. The blackout at the end of the play
uﬂdsrimes the thoroughly pessimistic putcome.
~ By virtue of the religious overtones surrounding him, Jim is tenta-
tively cast as a potential redeemer. The redemptive processis interrupted
befpge its completion and the very discontinuity conveys the author’s
derisive aftitude towards man’s perennial but futile hope for some kind
Lof salvation from a world and a condition in which he is trapped. It also
vividly liustrates Williams’s debunking of the religious tradition that
fostered this illusion in the West and is now, after two thousand years
of preaching, rejected or reduced to forms and formulas, mechanical
gestures and empty words that have lost whatever original vitality they
may have bad and are totally unable to alleviate modern man’s predica~

ment. As Stein cpnclﬁdad: “The bleakniess of Williams® vision in The
Glass Menagerie is complete.’

&

*Dale Carnegie {1888-1935) was a famous American te ; i i

) ! $ acher of public speaking. His
book How fo Win Friends and {nﬁueﬁce Peaple (1936} had 3 world-wide suceess, In it he
elaborated methods of developing poise, concentration and self-c nfidence.
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