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CHAPTER I
A SURVEY OF THE POSTWAR AMERICAN THEATER, L1yY45-1955

"The American Theater," writes Arthur Miller,
"occuples five side streets, Forty-Fourth to Forty-
ﬁinth. between Eighth Avenue and Broadway, with a few
additional theaters to the north and south and across
Broadway. In these thirty-two buildings every new
play in the United States starts its life and ends it." T
And, as 1f to anticipate a storm of protests from
theater devotees outslde New York reminding him that
conslderable theatrical production 1s going on throughout
the rest of the country, Miller writes, "I agree, and
repeat only that with practically no excéptions, the
new American plays originate on Broadway. I would add
that I wish they didn't, but they do. The American
Theater is five blocks long by about one and a half
blocks wide." 2

Mr. Milier, born in Manhattan and a graduste of
the University of Michigan, will be accused of being
a "typicaliy provincial New Yorker." Assuming his

thésis to be correct why, then, all the excitement over

1. Arthur Milier, “The American Theater," Holiday
Magazine, XVII (Jamuary, 1955), p. 91

2. 1Ibid.



a strictly local phenomenon? Why do thousands of

young people all over the United States each year
prepare themselves for a profession that can be squeezed
into a few square blocks in New York City? Why, if
these are the limits of the American Theater, are

80 many peopie, young and not so young, hundreds and
thousands of miles away from Broadway and who have
never seen & Broadway production stirred so deeply

by "The American Theater™?

" Mr. Miller's thesis need neither be wholly
accepted nor coﬁpletely re jected. There 1s, certalnly,
an element of truth in it. To be sure, every new play
in American does not end its 1ife in this restricted
area. To cite but a few of many éxamples, Oklahoma
has made thousands of new friends annually, though

long since departed from Broadway. Porgy And Bess,

an expatriate from "“The American Theater" twice
returned, is curranﬁly bringing joy to mﬁltitudes of
theater lovers throughout Europe. Miller's own Death
Of A Balesman has been translated into mahy languages
and produced in a dozen or so countries -- as well as
the length and breadth of America. The list can be
multiplied many times. Every new play ends its life
in this limited area of New York City? Nonsense:
Miller need not rely on professors of drama, stock

company directors, and little theater people, as he



says, to challenge that statement.

Perhaps the observation, "with practically no
exceptions (the qualification is convenient!) the
new American plays originate on Broadway" is made
on somewhat firmer ground. Strictly speéking, of
course, even most of the new plays "originate" --
that is, are “tried out" -- in theaters outside New
York City, alihough theée are usually looked upon
merely as "rehearsale" for the New York opening.
Further, tﬁeso producﬁlons usually germinate in
producers' offices set up in New York to "feed" the
New York (i.e. "American") Theater. ) )

Novertholeés, excepﬁions may be noted here, too --
as Miller evidently anticipates by his qualiificatlon.

Robert Anderson's second drama, All Summer Long, won

original critlcél acclaim in an initial productlon
in the Washington, D. C., Arena Theater, resulting in
its production on Broadway. Walter Kerr's musical,
Sing Out, Sweet Land, “originated" at Catholic University
in Washington, D. C., ;nd was latér transferred to
Broadway. Two other musicals, Song Of Norway and the
recent musical version of Peter Pan, "originated" on
the West Coast. A number of other oxéeptions ar@
readily avallable.

Having noted the exceptions, however, there is

still room for agreement with much of what Milier has



written. What Miller has evidently intended to

express is the idea that, 1ne§far as the birth and
nurturing of new American drama and dramatic literature
is concerned, this tiny area of New York City 1is,
essentially "The American Theater." Here is where
sctors, oompésorn, playwrights, and directors are "made."
Here, too, 1s established the dramatic literature ihat
will be used and re-used by communlity theater, college
theater, and amateur theatrical groups throughout the
land.

Although non-Broadway theatrical enterprises have
been calied "the tributary theater" -- being, as they
are, the epaining areas for the préfesaional theater's
actors, directors, designers, and writers -- the
Broadway theater itself is no iLess a tributary theater.
The contributions of the New York stage to the success
and growth of the non-Broadway theater are no less
significant than the more obvious contributions made
to the professional theater by the so-cailed tributary
theater. An honest judgment of the two malnstreams
of the American theater would suggest that each 1s
considerably dependent upon tne otner, that each would
suffer a mortal blow if the other were to disappear
completely from the American scene.

This study is concerned with the consideration

of six representative playwrights who are currently



making contributions primarily to the contemporary
professional New York stage and secondarily to the
so-calied tributary theater. Since tnese playwrights
reflect, in some considerabiLe measure, the turmolii
of their times, a brief study of the events of the
past decade during which tney were making their
initial ma jor contributions to the worid of the
theater woulid be appropriate to this study.
The year 1945 was, beyond ail question of doubt,
one of the pivotalL dates in American history. This
was the year the most cataclysmic war in the worid's
history ground to a hait. This was the Year One of
the newest and most fearful weapon ever incorporated
into the arsenals of warring nations -- a single l1ethal
weapon that not only ended a confiict but has continually
and increasingly clouded the retations among nations
and has, in various ways, altered individual ways of
performing daily tasks. The Atomic Age has not alone
brought a new terror into the lives of all peoples --
it has brought, too, the dazzling promise of tremendous
progress in the scientific and medical worids, & promise
that has been only partialiy reaiized in the past decade.
Nineteen forty five is also to be remembered as
the year which removed three towering figures on the
international sceneé in quick succession -- Roosevelt,

Mussolini, and Hitler. In San Francisco the Unlted



Nations was taking shape, filied witn the nope that
the apparent unanimity of desires for peace among the
three Great Powers, the United States, Great Britain,
and the Soviet Union, would find permanent expression
in this successor to The League Of Nations.

In America, the anticipation of a severe post-war
depression resulting from sharp cutbacks on military
orders happily falled to materialize as pent-up demands
for consumer goods quickly filled the economic vacuum.
Am&rlca'a overseas military power was being quickly
diemantiod, troops were pouring back from overseas, and
most of the populace was preparing to meet the future
with high optimiam.

The closing year of the war also found the 1944«45
season on the Broadway stage at its most flourishing
state in more than a decade, both quantitatively and
qualitatively speaking. This season saw 83 new shows
presented on Broadway, plus 14 new shows that closed
out of town (some for lack of theater space in New
York), as compared with 55 new shows in the previous
year. Together with revivals and return engagements,
the total Broadway production mark was over 100 showsa.

By the Variety standard of classifying "hits" as
being those shows which make sloney for the sﬁow's‘
backers and "flops" being those which lose money, the

seagon was likewige better than average, since 24 of
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the 83 new shows were listed as "hits" and 12 of these
as "smash hits" (i.e. big money makers). Included
amohg the "smash hits" were three plays that form a
later part of this stﬁdy: Mary Chase's Harvey,

Tennessee Williams' The Glass Menagerie, and John

Patrick's The Hagty Heart. This was also the year

of & number of memorable musical shows, including

among them Richard Rodgers' and Oscar Hammerstein II's
Carousel, Bloomer Girl by Harold Arlen and E. Y. Harburg,
On The Town with book and lyrics by Betty Comden and
Adolph Green, music by Leonard Bernstein and from an

1dea by Jerome Robbins, Dark Of The Moon by Howard

Richardson and William Berney, Song Of Norway with book

by Milton Lazarus and music arranged from Edward Grelg
by Robert Wright and George Forrest, and Up In Central
Park with book and lyrics by Herbert and Dorothy Fields
and music by Sigmund Romberg. Included, too, were such
excellent dramatic productions as John Hersey's A Bell
For Adano (adapted for the stage by Paul Osborn), Anna
Lucasta by Philip Yordan, The Late George Apley by John

P. Marquand and George S. Kaufman, and I Remember Mama,
adapted by John Van Druten from a novel by Katherilne
Forbes. The 1944-45 geason on Broadway was distingulshed
both from the standpoints of quantity and of quality.

In 1946 the high hopes for international cooperation

began to crumble rapidly and the Western Powers were



becoming irrevocably arraigned against the Russian
colossus, first in the Balkan and Baltic States, next
in a wrangle in the United Nations over the presence

of Russian troops in Iran, and again in a peace
conference that brought an ailmost interminable conflict
in attempting to draw the borders between Yugoslavia
and Italy in the Trieste area.

The international tensions were increasingly making
themselves felt in the lives of individual Americans.
Tension mounted in the Unlited Nations, too, over
increasingly futile efforts to control the use and
manufacture of the atomic bomb. Bernard Baruch,
presenting the United States plan for atomlc control,
forcefully described it as a choice "between the quick
and the dead." 7 4

Throughout the country inflation began to creep
up on the citizenry as consumers' demands continued
unfilled. A series of major etrikes, involving a loss
of 110,700,000 man hours of labor, 4 cut production and
sharply increased prices. The year saw crippling strikes
in the steel industry, the soft coal mines, the rallroads,
the maritime industry, the automobile industry, electrical
equipment industry, and the packling houses. The nation's

3. Bernard M. Baruch, Vital Speeches, XII, p. 546, July 1, 1546

4. New York Times, Sec. 4, p. 10, December 29, 1946




unrest was made manifest in November when, in a
national election, the Republicans won control of
Congress for the first time since 1932.

In the theater the first full post-war year on
Broadway (1945-46) saw a definite dip in the number
of new shows, from 83 in the previous year to 62, of
which only 13 were counted "in the money." Forty-nine
shows falled financially onNBroadway and 33 more
falled on the road. The season also included 12
revivals, including a bill by England's visiting 0Old
Vie Repertory Company. Ten of the revivals were
financially successful.

Included among the hits of -the season were the

exuberant musicals, Annie Get Your Gun by Herbert and

Dorothy Fields and music by Irving Berlin, and Call
Me Mister, with book by Arnold Auerbach and Arnold
B. Horwitt and music by Harold Rome, and equally

diutingulshod dramas, Arnaud d'Usseau and James Gow's

Deep Are The Roots, Garson Kanin's Born Yesterday,
Elmer Rice's Dream Girl, State Of The Union by Howard

Lindsay an& Russel Crouse, and The Magnificent Yankee

by Emmet Lavery. But on the "flops" 1list were some
disturbing signs. Such fine dramas as Anouilh's
Antigone, starring Katherine Cornell, Arthur Laurents'
fine war play, Home Of The Brave which was squeezed out

because of a theater shortage, the deliicate and



10

plcturesque Lute Song, adapted by Will Irwin and Sidney
Howard from a Chinese play (defeated on Broadway by
its own lavish expenditures), the dramatization of

Lillian Smith's Strange Fruit, Robert Sherwood's semi-

war play, The Rugged Path (which closed early because

of the disaffection of the star, Spencer Tracy), >
the dramatization of Franz Werfel's The Song Of
Bernadette, and Tennessee Williama' and Donald Windham's
play, You Touched Me: -- all failed to pay for themselves
desplite being better than average theater.

On the international scene, the year 1947 became
& turmning point, the year in which the break between
the Soviet Union and the West was officially acknowledged.
Beginning in March with the Truman Doctrine, enunclated
by the President for the purpose of " ... preventing
the overthrow of 'democratic governments' anywhere
by outside 1ntervéntion," 6 the conflict became more
irrevocable when Socretafy of State George C. Marshall
launched the Marshall Plan in a speech at Harvard
University on June 5. The intent of the plan, according

" ... the revival of a working

to Secretary Marshall, was
economy in the world so as to permit the emergence of

prolitical and social conditions in which free inatitutions

5. Variety, p. 69, June 5, 1946
6. New York Times, Sec. 4, p. 8, December 238, 1947
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can be built." ! The Soviet reply clearly expressed
the intentions of America's one-time ally. "The U.S.S.R.
will put all efforts into seeing that the Marshall
Plan 18 not realized," said Politburo Member Andrei
Zhadanov, 8 and the Céminform, an abbreviated version
of the recently (1943) disbanded Communist world organ
Comintern, was set up to accomplish that end. The
first action of the Cominform was to foment general
strikes in France and Italy which were immediately
defeated by prompt and vigorous action by the antie-
Communist Governments of those countries.

On the domestic scene there was a sharp drop in
labor troubles, but the passage of the Taft-Hartley
Labor Law by the Republican Congress presented an
issue for the Presidential campalgn in the following
year. Prices continued to rise and President Truman
summoned Congress into a speclal session to reimpose
wage and price controls, but the Congress, being
controlled by a majority of the opposlite political
faith, was little disposed to do his bidding and
passed an ineffective price control law.

Britain, struggling under a rapidly diminishing

dollar supply and a war-weary industrial machine,

T. Ibid.
8. 1Ibid.
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enjoyed a few brief moments of sunshine in & nation-
wide celebration of the marriage of the heiress-
presumptive, Princess Ellzabeth, to the Duke of
Edinburgh.

Along Manhattan's Street of Bright Lights,
however, the 1946—47-theater season gloomily noted a
further drop in the number of new plays produced =--
down to 56, of which only 15 were recorded as hits.

A doubling of revivals from the previous year, to 24,
plus 24 plays that failed to reach New York, made the
total productions 104 for the season. The incidence
of fallures among the revivals was unusually high

(17 out of 24), 15 of these resulting from the failure
of the newly 6rgnn1zed American Repertory Theater

and from the five Shakespeare plays presented by
Donald Wolfit's English Touring Troupe.

The seasén included one success and one fallure
pertinent to this study, Arthur Miller's All My Sons
and John Patrick's The Story Of Mary Surratt. Other

succesges of the’season included Lillian Hellman's

Another Part Of The Forest, Anita Loos' Happy Birthday,

Maxwell Anderson's Joan Of Lorraine and Eugene O'Neill's
last great play,.ggg Iceman Cometh, and two musiéal
fantasies, Brigadoon, with a book by Alan Jay Lerner
and music by Frederick Loewe, and Finian's Rainbow,

with book by E. Y. Harburg and Fred Saidy and music
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by Burton Lane. The season's failures included, in
addition to the Patrick drama, the Elmer Rice-Kurt
Welll musical version of Mr. Rice's olay, Street

Scene, Menotti's twin bill of The Telephone and The

Medlium, and the Sartre imvort, No Exit.

In the 1948 world victure the lines were clearly
drawn and the power of the Soviet Union and the dest
became locked together in a "cold war." The West
European states began the long haul to regain their
pre-war industrial status as the Marshall Plan started
to move into high gear. As their factories began to
resume overation the Western states started also to
taink of security and set up a mutual defense pact in
Brussels in March of 1948. The United States definitely
abandoned 1tg historic non-entanglement o2olicy when
the Senate passed the Vandenberg Resolution affirming
its determinétion to take vart in the North Atlantic
defense with the Brussels Pact nations.

The Soviet Unlon angrily struck back at this
stiffening attitude of the West by imoosing a blockade
on Berlin, an island in the middle of the Russlan
occuvation zone. But thls attempt at »nresgssure on
the West falled when Britain and the United States
Ccreated an airlift which suvnolied 2,100,000 West

Berliners with fuel and food.
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The Russlans suffered another defeat when MLarshal
Tlto of Yugoslavia objected to Soviet dictation and
led Communist Yugoslavia out of the Eastern bloc of
nations.

In the Far East, however, the oicture was ra»nidly
getting grimaer for the West as the Chinese Communist
arnies swedt down from the North and began oushing
Cniang Kai Shek's Nationalist armies against tne
teacnheads of the China coastlands.

At home, the blg news of the year was the
unexvected election victory of Fresident Harry S.
Truman over Thomas E. Dewey desoite the fact that the
President had been deserted by the extreme left
(¥allace) and right (Dixliecrat) wings of his party.
The increasing and odrolonged international tensions
were reflected in the indictment of Alger Hiss, a
former employee of the State Department and advisor
to President Roosevelt at the Yalta Conference, for
verjury, thus ovroviding the Republican Party with a
strong campaign issue and giving impetus to a movement
later to become known as "XcCarthyism."

The New York theater, too, seemed suffering from

some sort of a malaise for the 1947-48 theater year

8aw a still further contraction in the number of new
Shows presented on Broadway. Seventeen of the 52
new plays (four less than the preceding year) in the

theaters paid off in this season, with only eight
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tryouts folding on the road. Tryouts, no less than
those plays which bow on Broadway, represent money-
invested and lost and productions mounted. This
season also included 21 revivals, of which 11 were
successful financially (including seven by the
British D'Oyly Cartes Gilbert and Sullivan Company).
Among thls season's hits significant to this

study was Tennessee Willlams' A Streetcar Named

Desire. Also listed among tﬁe hits were Thomas

Heggen and Joshua Logan's Mister Roberts, William

Wister Haynes Command Decision, Ruth and Augustus

Goetz's The Heiress, Jan de Hartog's Skipper Next
-To God, the musicals Allegro by Rodgers and Hammerstein
and High Button Shoes with book by Stephen Longstreet

and music'by Jule Styne and Sammy Cahn, and three
successful revues, Angel In-The Wings, with music and
words by Bob Hilliard and Carl Sigman and sketches by
Ted Luce, Hank Ladd, and Grace and Paul Hartman,
Inside g;ggé,, with music by Howard Dietz and Arthur
sehwartz ‘nd sketches by Arnold Auerbach, Moss Hart,
and Arnold Horwitt, and Make Mine Manhattan, with
book by Arnold Horwiﬁt and music by Richard Lewine.
The financial failures included J. B. Priestley's
453 Inspector Calls, Michael Myerberg's adaptation

ot‘ﬁear Judés from a story by Robinsén Jeffers, and
Eastward In Eden by Dorothy Gardner.
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The most significant event of the theatrical
geagon came in the closing of the'rabulous Rodgers'

and Hammerstein musical, Oklahoma, after 258 weeks

(five years and two months) of performances, numbering

é, 202. This was just 36 performances less than the
world's record London musical, Chu Chin Chow, but if

the 46 gervicemen's matinees at reduced prices were
added to the figure QOklahoma could be regarded as
establishing a new record for musicals. The musical
was &lso responsible for making The Theatre Guild,
its producing organization, once again a major
influence in the American theater picture.

A feeling of terror struck the heart of America
in 1949 when President Truman announced, "We have
evidence that ... an atomic explosion occﬁrred in
the U.S.S.R." ° The terror was not alleviated when
attempts in the United Nations to control the atomie
bomb came to a complete dead-end and the suspicions
of the good faith of the contending Powers deepened.

In Europe the Berlin blockade was ended after
ten months and 22 days of mutual recriminations, but
the lines of antagonism were drawn tighter as the
Western nations joined in a mutual defense treaty by

81lgning the North Atlantic Pact. Moscow retaliated

9. Ndwﬂggrk Times, Sec. 4, p. 8, December 25, 1949
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by organizing a "Council of Economic Mutual Aid",
designed to 1nteérate East Europe's economy with
Russia's economy. The Soviets began to strike
torror‘into the hearts of their internal opposition
as well. In Hungary, Cardinal Mindszenty, & high
prelate of the Roman Catholic Church, was imoprisoned
for alleged treason and the former chief deputy of
the Hungarian Communist Party was hung. In Bulgaria
the former Vice Premier was executed for alleged
treason and Soviet Marshal Rokosovsky was put in
charge of the armies of Poland. These moves were
apparently made to guard against further "national
Communism™ of the Tito variety, the latter continuing
errectiveiy to dery the Soviet Union with increasing
asslstance from the Unlted States.
In the Far East the West suffered a mortal blow
as all of China fell to Mao Tze-tung's Communist
. armies, and fear was felt by the Wesiern Powers that
all of the povertyestricken nations on China's vast
borders might fall under Communist 1nfluence.and
domination. °
In the United States the trial of Alger Hiss
ended in a hung jury, and a new one was begun. But

the tensions of the “cold war" were increasingly felt

100 Ibidc
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as new and more severe government loyalty checks were
instituted, Congress investigated the exvulsion of
left wing factlons by labor unions, and eleven
leaders of the Amerlcan Communist Party were tried
and convicted of violating tne Smith Act, which made
it a crime to "advocate or teach" the overthrow of
"any Government in the United States by force or
violence." 11

These tensions may or may not have affected the
Broadway scene but the year 1945-49 guffered a sharo
reduction in total productions, verhavs vrincivally
due to the reduction in forelgn touring com»anies.
There was a total of 63 vroductions on Broadway, of
which 43 were straight plays (8 hits), 16 musicals
(6 hits), and four revivals (one hit). One of the
more remarkable aspects of the season was that only
one production closed out of town.

The season was made most memorable by Elia Kazan's
production of Arthur Miller's Death Of A Salesman and
by the introduction of another Rodgers and Hammerstein
musical, South Pacific. But the qualitative caliber
of the season was maintained by other fine productions
as well, for among the season's productions were

S1dney Kingsley's Detective Story, Edward, Ky Son by
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Robert Morley and Noel Langley, Jean Giraudoux's

The Madwoman Of Chaillot, and Robert E. licEnroe's

The Silver Whistle, and the bright musicals, Kiss

Me, Kate, with music and lyrics by Cole Porter and

book by Bella and Samuel Spewack, and Where's Charley?

with a book by George Abbott and music by Ffank
Loesser.

The 1lst of financial failures was equally

distinguished by Tennessee Williams' Summer And Smoke,
a revival of Sidney Howard's They Knew What They

Wanted, and Jean-Paul Sartre's Red Gloves. The

geason also saw the closing of 17 of 21 holdovers

from previous seasons. Born Yesterday, Mr. Roberts,

Highbutton Shoes, and A Streetcar Named Desire continued

to run throughout the whole season.

Nineteen fifty marked the second major turning
point in the post-war era as the "cold war" turned
into a "hot war" with the invasion of South Korea by
the Ruaiian apoﬁsored North Korean Communists in June.
Forced to act quickly in South Korea's defense or

- sacrifice the good faith of 1its alliés around the

world, President Truman took the decision, as Commander-
in-Chief, to send American air and sea forces into
conbat in South Korea immediately. Three days later
American ground troops were ordered into the fight.

Shortly thereafter, the United Nations Security Council
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(the Russian delegate having previously walked out)
asked U. N. ecountries to furnish armed forces to
repel the North Koreans and put General Douglas
MacArthur in command of its troops. 12

During the course of the fighting United Nations'
troops pushed deep lnto North Korea until hordes of
Chinese Communists crossed the border and swamped
the numerically inferior United Nations' troops,
pushing them back again below the 38th paral.iel,
the postwar dividing line between North and South
Korea.

The sudden conflict brought a resurgence of
remilitarization in the United States, a sharp increasse
in the size of the Army, an upping of the military
budget, new materials shortages, and consequent
inflation. 1In December the President declared a
national emergency, applied price and wage controls,
and appointed Charles E. Wilson, head of the General
Electric Corporation, to direct the new Office of
Defense Mobilization. 13

Politics, however, was not forgotten and there
was increased sniping by the Republican minority at
Secretary of State Dean Acheson for “selling Chiang

12. New York Times, Sec. 4, p. 8, December 31, 1950

13. 1Ibid.
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Kail-Shek's China down the river." Senator Joseph
McCarthyﬁcharged that "the State Department 1s
infested with Communists" who "handed over" China
to Mao Tze-tung. 14 | ‘

In Europe, French Foreign Minister Schuman
proposed the Schuman Plan for pooling basic heavy
industries, and talk was timidly begun on the
possibility of rearming Germans and making them a
part of the North Atlantic Defense Alliance.

In the Broadway picture the 19439-50 theater
season hit a new low, both quantatively and qualitatively.
In a total of 56 productions there were 43 new plays
and musicals, eight revivals, and five miscellianeous
shows. The incongruity of the season was that despite
the low caliber of production there were fewer costly
failures than in previous seasons. Seven of the 56
productions were definitely hits and nine were placed
in a "currently uncertain status" by Varlety at the
season's end (May 31, 1950). .

Tﬁe definite hits 1nciuded T. S. ELlot's Cocktail
Party, Glan Carlo Menotti's The Consul, Samuel Taylor's
The Happy Time, and Carson McCuller's Member Of The
Wedd;gg; the long=-running musical Gentlemen Prefer

Bl ondes, another revival of James M. Barrie's Peter
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Pan, Joshua Logan's venture into play writing with

a free adaptatvion of Chekov's Cherry Orchard retitled

The Wisteria Trees, and the Alan Paton-Maxwell Anderson-

Kurt Welll musical, Lost In The Stars.

The season's most promising contribution to
dramatic 11teraiure and hlstory was the arrival of a
new playwright on the Broadway scene. The play; Come
Back, Little Sheba: the playwright; William Inge.
The production was to make a new dramatic star out
of Shirley Booth and brought the promise of a new and
different writing talent to the Broadway scene.

The flnancial fallures of the season included

revivals of George Bernard Shaw's Caesar And Cleopatra and

of Shakespeare's Twelfth Night, ‘a8 well as plays by

lesser mortals, including Ludwig Bemelmen's Now I Lay

Me Down To Sleep, Liliian Heliman's adaptation of
Emmanuel Robies French play, Montéerrat, Jean Giraudoux's
comedy, The Enchanted, and the Robert Sherwood-Irving
Berlin musical, Miss Liberty. Six holdovers continued

their rune through the entire season, and 14 holdovers

cloged (including Born Yesterday, which had been rumning

since the 1945-46 season).
The war in Korea gréund to a stalemate in 1951
but by the year"s end no truce was in sight, despite
The Soviet U. N. delegate's proposal that " ... discussions

mhould be started between the beuigerents.for a cease
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fire ... " 15

A briéf, violent furor was aroused in the United
States when President Truman fired General Dougias
MacArthur from thé Supreme Command of the United
Nations forces in Korea because of insubordination to
the President. The event threatened for awhile to
become a sharp political issue but had already begun
to lose its potency as the year ended.

Politics, however, was rife throughout the year
as the Republicans sharpened the axes for the 1952
Presidential election. Senator Robert A. Taft was
the first hopeful to throw his hat into the ring.
General Eisenhower, commanding the North Atlantic
Treaty Organization forces in Europe, managed to hold
aloof from all political overtures from representatives
of both parties. Senator Joseph McCarthy continued
his allegations of "oro-Communism” in the State
Department and made“a bitter attaék on Defense Secretary
George C. Marshall, accusing him of making common
cause with Stalin. 1© Corruption in the Government
and Washington's "five percenters" (contact men who
made money in éecﬁring government contracts) also formed

& part of the Republican attack on the Administration.

1 5. New York Times, Sec. 4, p. 10, December 30, 1951
A 6. Inid. '
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Eurove continued to debate the Schuman Plan and
varlous plans for rearming Germany, but at year's
end nothing concrete had yet been done atout 1it.
General Eisenhower was slowly forging Western Eurove's
defense forces into a manageable unit, but the still
shaky European economles were being reluctantly
pressed to the limit to accomplish it. In Great
Britain, Winston Churchill once again assumed the
Prime Minlilstership as Labour Frime Minister Clement
Attlee's Party was defeated in a national election.

The American Theater, in the 1950-E1 season,
experienced a remarkable upsurge in stage activity.
Eighty three snows crossed the boards, a figure
pushed up by the 1ille-advised 10-show ANTA Flay
Series (which did, however, vroduce one of the year's
hit shows, Ben Hecht and Charles MacArthur's Twentieth
Century). Of the 83 oroductions, 55 were new plays
and musical shows, 26 were revivals, and two were

return runs (Oklahoma and Where's Charley?). Forty=-

two stralght plays included eight financial hits and
the 13 wmusicals included three hits, in the manner of
Variety.

The musical hits of this season were especlally

memorable, this beilng the season of Guys And Dolls,

& dapted from Damon Runyon stories by Jo Swerling and

<A be Burrows and with music and lyrics by Frank Loesser,
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Call Me Madam, with book by Lindsay and Crouse and

muslc and lyrics by Irving Berlin, and another Rodgers
and Hammersteln production, The King And I. The
straight play hits, generally of more dubious quality,

included F. Hugh Herbert's The Loon Is 3lue, Wolcott

Gibb's Season In The Sun, Clifford Odets' The Country

Girl, Affalrs Of State by Louls Verneuil, Bell, Rook,

And Candle by John Van Druten, and Christopher Fry's

The Lady's Not For Burnine.

This was also the season when »nlays of higher
quality than the nhits listed above were rejected by
the theatergoers. These were to include the Sidney
Kingsley adaptation of Arthur Koestler's novel, Darkness

At Noon, Tennessee Williams' The Roge Tattoo, Billy

Budd, adapted from a story by Herman ilelville ty Louié
O. Coxe and Robert Chavman, Lillian Hellman's The

Autumn Garden, and Betty Smith's A Tree Grows In

Brooklyn.

Four holdovers continued to run througnout the
gseason, 17 holdovers from the previous season closed.

The war in Korea continued stalemated and United
States casualties (killed, wounded, and missing)
totaled nearly 130,000 men as 1952 ended. 17 Peace

talks at Panmunjom were in disagreement over the single

1 7. New York Times, Sec. 4, o. 8, December 2&, 1953
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problem of how to repatriate the war prisoners.

In Europe the progress for the West was much
brighter as the nations set up definite goals for
Western defense, gave West Germany virtual sovereignty,
and approved the Schuman Plan. But progress on these
matters slowed down as the year drew to an end due,
in part, to a revival of old national rivalries,
in part to a relaxing of Russian pressure, and partly
because of the relaxation of pressure from the United
States because of the change in American leadership
and the preoccupation of the nation with its own
election.

The election resulted in the triumph of the
personal popularity of the Republican candidate,
General Dwight D. Eisenhower, although the Democratic
candidaté, Adlai Stevenson, also polled a record
number of votes for a losing candidate. The election
was interpreted as a victory for the liberal and
internationaliast wing of the Republican Party and a
defeat for the right wing, nationalist section of
the Party led by Senator Taft who, however, still
held control in the Senate by virtue of being the
Senate Majority Leader. Senator McCarthy scored a
€triumph when Owen Lattimore, his prime target, was

X ndicted on the charge of lying when he swore he

wwrag not pro-Communist. 18
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In New York theatrical circles the 1951-52
season slumped from the previous year by recording
ten less productions, the ANTA Play Series of the
1950-51 season, which was not repeated, apparently
being the margin of difference. Forty five new
plays and nine new musicals made up the significant
portion of the season's bounty.

Eleven financial‘hlts were counted out of the
73 productions, of which nine were straight plays
and two were musicals. On the whole it was a rather
dramatically weak season. Two of the hit shows were
staged readings, Paul Gregory's production of George
Bernard Shaw's Don Juan In ggl; and Emelyn Williams'

Dicken's Reaé;ngs. The hit plays included Joseph

Kramm's The Shrike, Jun de Hartog's The Fourposter,

by Somerset Mauéham, Point Of No Return by John P.
Marquand and Paul Osborn, and a new success by the

long-absent creator of Harvey entitled Mrs. McThing.

Included, also, was a very successful revival of the

Thurber-Nugent 1939 comedy, The Male Animal.

Musical-wise, it was an exceptlionally disapvolnting
season for of the two financially successful musicals
one was a revival of the old Rodgers and Hart muéical,

Xal Joey, and one was a revue, New Faces, with an

& bundance of new writing, musical, and acting talents.
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Two other musicals, Top Banana, with a book by Hy
Kraft and words and music by Johnny Mercer, and Faint
Your Wagon, with book and lyrics by Alan Jay Lerner
and music by Frederick Loewe, escaped financial
success by a narrow margin. Escaping success by a
wider margin were revivals of Eugene 0'Neill's two

dramas, Anna Christie and Desire Under The Elms,

Barefoot In Athens by Maxwell Anderson, The Grass

Harp by Truman Capote, a revival of George Bernard

Shaw's Saint Joan, and Christopher Fry's Venus

Obsefved, among many, many others.

Nineteen fifty three proved to be a year of
startling developments on many fronts. In Moscow
Joseph Stalin dled and was succeeded by a triumvirate
éomposed of Malenkov, Beria, and Molotov -- which was
soon reduced to two when Beria, accused of being a
"traitor", was arrested and subsequently shot.

) In ihe Far East the Korean conflict ground to

an unéasy truce after more than three years of fighting,
to be followed by a serio-comic "explaining-to and
assorting-of" prisoners of war held by the contending
sides. In S&utheast Asla the French war in Indo-China
against ﬁhe Communist forces of Ho Chl Min moved

into its eighth year, with the French giving signs

o f growing weary of the struggle as the Communists

3 ncreased their gains against the French forces.
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In Europe the NATO (North Atlantic Treaty
Organizatlon) alliance was becoming stronger and
more sure of itself but the French, suffering a
succession of short-lived Governments, continued to
prove adamant about rearming the Germans and failed
to do anything about ratifying the European Defense
Community (EDC) Treaty. The constant shifting of
Governments made a "political football" out of these
lssues and little wés accomplished in France's
external relations. In February, however, the long
deferred Schuman Plan began operation.

On the domestlc scene the nation was deluged
by a series of Congressional investigations of
subversion in the Government, the unions, the schools,
and the churches. One committee tried to call ex-
President Truman before it, but failed in this
attempt because of the Presidentlal immunity provisions
of the national laws. Many of the investligations were
spurred on by Senator Joseph McCarthy, head of one
of the Senate investigating céﬁmittees, who began also
to array himself in opposition to President Eisenhower
by observing that "The Administration's batting average

19

on Communism 1s none too good." The President

disagreed and by the year's end 1t began to look like

19. New York Times, Sec. 4, p. 8, December 27, 1953
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the battle lines were being drawn between the
President and the extreme right wing of his own
Party.

On Broadway, where controversy always rages but
politics 1s generally rather remote, the 1952=53
season was an anomoly in that it staged the fewest
productions (54) of the postwar theater years but
the quality of the theater was noticeably on the
upgrade. This was the year that produced such fine

pleces of theater as Arthur Miller's The Crucible

(which was a financial failure), William Inge's

Picnic, Tennessee Willlams' blzarre Camino Real (also

a financial fallure), Arthur Laurent's Time Of The

Cuckoo, Frederick Knott's Dial M.For-Murder, and the

musicals'londerful gown; with a book by Joseph Fields

and Jerome Chodorov, music by Leonard Bernstein, and
lyrics by Betty Comden and Adolph Green, and Me And
Juliet, an original musical from the production line
of Richard Rodgers and Oscar Hammerstein, II.

It was also a season of a greatly increased
proportion of financial successes, 16 out of the 54
productions going for the money. Of the 54 productions,
31 were new plays and ten were new musicais. The
Ancreasing difficulty in financing shows, due to
Xapidly rising costs of production and operation,

&Zappeared to be a major factor in the decrease in
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productions. An unusually large number of announced
productions could not be financed and never d4id
reach the boards. Ten shows closed out of town.

The international tensions appeared to ease
considerably in 1954 as the new Soviet regime turned
more to internal reform. Their principal manifest
opposition to the West took the form of threats
against the admission of the West German Revublic
into the Western defensive allliance. This step had
not yet been accomplished by the year's end. France
had upset all previously laid plans bj failing to
ratify EDC, whereupon French Premier Mendes-France,
in a quiék series of ingenious moves, got Britain
to abandon her historic insular aloofness and West
Germany to abandon hope for the disputed area of the
Saar, and by the end of the year a set of Paris Pacts,
in effect replacing the EDC plan (to the advantage
of France), were awaiting ratification by the nations
concernod; 20

In the Far East France managed to extricate
herself from the agonizlng elight-year long war in
Indo=China, but only at the high price of abandoning
the rich northern portion of Indo-China to the

Communista, and thereby weakehing her hold on the

—

=20Q. New York Times, Sec. 4, p. 8, December 26, 1954
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southern part of that unhappy state.

On the domestic scene, Senator Robert A. Taft
died during the year and was succeeded as Senate
Ma jority Leader by Senator Wiliiam Knowland of
Caiifornia. The tensions that were lessening abroad
were much increased at home. Senator Joseph McCarthy
made bitter attacks on the Eisenhower Administration
in general and upon the Department of the Army in
particular and a series of unpleasant Congressional
investigaivions followed his charges. Ultlmatucly,
Senator McCarthy was reprimanded by the Senate and
his influence and popularity, very high as the year
began, waned after the Senatorial censure. 21
At year's end Senator McCarthy and Senator Knowland
appeare& to be the leaders of a small group of
extreme right wingers in the Republican Party arrayed
against the much larger Eisenhower forces. An
Eisenhower-Democratic coalition was the 1955 prospect
on legislation relating to defense and foreign affairs.

On Broadway, the season 1953-54 showed a slight
increase in productions over the preceding year with
59 shows being presented. Again, it was a triumph of
quality over quantity, the season being distingulshed

by such excellent shows as the John Patrick adaotatlon
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of the Vern Sneider novel, The Teahouse Of The

August Moon, Robert Anderson's Tea And Symvathy,

The Caine Mutiny Court Martiél, Herman Wouk's own

dramatization from his novel The Caine Mutiny,

Jean Giraudoux's fantasy Ondine, Ruth and Augustus
Goetz's adaptation of Andre Gide's story The
Immorélist, and the prize winning musical, The

Pa jama Game, with a book by George Abbott and Richard

Bissell and music and lyrics by Richard Adler and
Jerry Ross.

Of the 59 shows, 41 were new plays and nine were
new musicals. Thirteen of these 59 shows turned uo
as financlal successes, 11 of them plays and two of
them being musicala. Other shows included in the
hit, or money making, class were T. S. Eliot's The

Confidential Clerk, Norman Krasna's Kind Sir, Samuel

Taylor's Sabrina Falr, The Solid Gold Cadillac by

Howard’Teichman and George 3. Kaufman, Anniversary

Waltz by Jerome Chodorov and Joseph Fields, Liam

0'Brien's The Remarkable Mr. Pennypacker, and the

mﬁsicaHKismet, adapted from Edward Knoblock's vlay
by Charles Lederer and Luther Davis and with music
by Alexander Borodin adapted and arranged by Robert
Wright and George Forrest.

The current year began with the "cold war"

tensions increasing once again as the Chinese Communists
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made threatening gestures in the direction of Formosa,
the seat of the Chinese Nationalist Government wnicn
the Unlted States was sworn to defend. Uncertainty
enveloned the whole nicture over just how far the
allies of tne United States would g» to sunport

the United States' ossition -- particularly since

some of them had already officlally recognized
Communist Cnina. By mid-year the tension had leveled
off and Communist China -- temvorarily, at least --
had modified its former truculent voosture.

In France, the vigorous lendes-France Government
fell and the weakness of the French political structure
agailn became manifest. 1In Great Britain, h»>wever,
the stabllity of the Government was made evident as
¥inston Churcnill turned the reigns of Governmnent
over to the next man in line in the Conservative Farty,
Anthony Eden. The new Prime ilinister promotly called
a national electisn and won a handy victory for the
Conservatlves over the Labour Party.

In Moscow, the Soviet hierarchy was reshuffled
as Premier Malenkov resigned and Marshnal Bulganin
became the Chief of State, with Communist Party Boss
Nikita Khrushchev moving into a strateglc vosition.

Nineteen fifty five has been the year both West
Geraany and Austria have achlieved soverelignty after

long years of occupation by the Big Powers.
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In the United States medical sclience scored a
major triumph as Dr. Jonas Salk's polio vaccine was
found to be an effective combatant against infantile
paralysis.

The New York Theater pilcture was brighter in
the year 1954-55 as four more productions than the
preceding year reached its stages. Of the 63 shows
in this season, 42 were plays and 19 were musicals,
the largest number of musicals.to reach the Broadway
stages since the war. Of the 42 plays, 34 were new
works and eight revivals. An unusually large number
of these plays were adaptations (13) and nine of the
total of 42 plays were imports.

Fourteen of the nineteen musicals were new works,
the other five being revivals (mostly City Center
"light opera" productions). Adaptations figured
iarge among the musicals,'too, with seven of them
being derived from other sources.

The season was unusually successful financlsally
a8 well. By the season's eﬂh 15 of the 63 productions
had paid for themgelves—(though some had lifted
themseivea out of the red by the sale of motion
picture and television rights) and seven were still
in an undetermined status. There were 28 definite
financial failures and 13 other productions (City
Center and Phoenix Theaters) with limited runs, where

successes are not readily célculated in terms of dollars
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and cents.

The 15 financial successes of the season were:
Guy Bolton's adavtation of Marcelle laurette's dranma
Anastasia, the llaxwell Anderson adavtation of William

March's novel The Bad Seed, Sandy Wilson's British

musical The Boy Friend, William Inge's Bus Stop,

— —— — ———— ———

Roof, S. N. Behrman and Joshua Logan's musical
adaptation of Marcel Pagnol's trilogy, Fanny, Sidney

Kingsley's Lunatics And Lovers, the 0l1d Vic »resentation

of Shakesgpeare's A Midsummer Night's Dream, the musical

version of James M. Barrie's Peter Pan, Noel Coward's

Quadrille, N. Richard Naish's The Rainmaker, the Ruth

and Paul Draner Show, bMax Shulman and Robert Paul Smith's

The Tender Trap, the Paul Gregory production of 3 For

Tonignt, and Agatha Christie's Witness For The Prosecution.

In the "undertermined" status at the season's

end were: Ankles Awelgh, a musical with a book by

Guy Bolton and Eddle Davis, music by Sammy Fain, and

lyrics by Dan Shapiro, the musical Damn Yankees with

a book by George Abbott and Douglass ¥alloo and music
and lyrics by Richard Adler and Jerry Ross, The

Desperate Hours, dramatized by Joseoh Hayes from his

own novel, Inherit The Wind by Jerome Lawrence and

Robert E. Lee, Plain And Fancy, with a book by Joseph

Stein and Will Glickman, mnusic by Albert Hague, and
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lyrics by Arnold Horwitt, Seventh Heaven, adapted

from the Austin Strong play by Stella Unger and

Victor Wolfson with music by Victor Young, and

8ilk Stocklings, a musical adaptation of Ninotchka

with a book by George S. Kaufman, Leueen MacGrath,

and Abe Burrows and music and lyrics by Cole Porter.
Among the 28 filnancial fallures were numbered

Robert Anderson's All Summer Long, Christopher Fry's

The Dark Is Light Enough, Clifford Odet's The Flowering

Peach, Roald Dahl's The Honeys, House Of Flowers with

a book by Truman Capote and music by Harold Arlen,

Graham Greene's The Living Room, Gian Carlo Menotti's

prize winning‘musical The Saint Of BEleeker Street,

and Horton Foote's The Traveling Lady.

The City Center had its best season in the ten
year period of its existence with Helen Hayes appearing

in revivals of What Every Woman Knows and The Wisteria

Irees and productions of The Time Of Your Life and The

Fourposter.

A novelty of the 1954-55 season was the televising
of the full stage production of the musical version of
Peter Pan, starring Mary Martin, after the show closed
on Broadway. This event was instrumental in making
the expensive production pay for 1itself and points a
possible bright future for other shows of hligh quality

being assisted 1n this same way.
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This cursory review of the first post-war decade:
reveals that, although there has been a considerable
dropping off in total productions from the pre-war
era, & fairly steady schedule of productions has
been maintained during the ten year period.

The postwar decline in theatrical productions
has been variously ascribed to the advent of television,
higher production and operational costs, shortage of
theaters, high price of tickets, and a shortage of
good play scripts. Exactly how much each of these
factors have affected the legitimate stage would be
difficult, if not impossible, to ascertain, but that
they have affected it, in one degree or another, 1is
undoubted. Television, a major competitor for
spectator interest, has been a distinct threat to all
facets of the entertaimment industry since its arrival
as & mass-entertalnment media in about 1950. Insofar
as 1ta effect on the legitimate theater 1s concerned,
there are two schools of thought concerning it.

George Jean Nathan expresses one point of view by
observing:
Just how television 1s going to discourage
adult theatre-going, as some fish argue, 1is hard
to figure out, since 1t devotes 1itself largely to
plays which have already been shown in the theatre,
which are stale to the theatregoer, and which are
so often in addition so wretchedly done that they
drive him right back to the theatre to see something

decently staged and acted. Those televiewers who
are satisfied with what they see are not theatre
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customer material, and never were. Television

will thus naturally be damaging to the motion

picture boxoffice but, if the theatre has any

sense, 1t will guarantee its future great prosperity

by encouraging 13 with every means, fair or foul,

at 1ts command. <2

On the other hand, many theater-wise people, while

not belaboring television as much as the movie industry
does, have a healthy respect for television's competitive
qualities, if not always 1its artistic standérds. John

MacArthur, as Editor and Publisher of Theatre Arts

Magazine, has his finger on the pulse of the American
Theater. He writes, in an editorial decrying the
decline in theater attendance:

Of course, in most civilized countries 1in the
world the government subsidizes theatre as something
worthwhile, and of course, we subsidlze many of
those countries and therefore indirectly subsidize
theatre elsewhere. We do not want such a subsidy
here. But 1t would seem in the face of increasing
competition from television, if not radio, the
living theatre as well as the movies might expect
cooperation from all elements of show business 1in
just recognition and the 1living theatres essentlal
and continuing contribution to thelr welfare and
betterment ...

The presence of television on the entertainment
scene might be a two-edged sword insofar as the
American theater 1s concerned. Televisions mosat
obvious challenge, of course, 1s in providing visual
entertainment in the comforts of one's own home as

contrasted with the discomforts of the New York

22, @eorge Jean Nathan, The Theatre In The Fiftiles
(New York: Knopf, 1953), pp. 16-17

23, John MacArthur, "An Editorial," Theatre Arts
Magazine, XXXVII, p. 15, October, 1953
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theaters (a considerable and increasing problem),
the problems of‘trafric and parking, of the high
cost and unavallabllity of theater tickets, and the
other harassmenta‘that beset the New York legitimate
theatergoer.

More serious and more insidious, however, 1is
the tendency of television to bastardlze the pubitlc
tastes. Certainly, as George Jean Nathan maintalns,
the adult theatergoer will continue to find his
refuge in the_theater where qualities that can never
be captured in a television production can still be
found. It 1s also true, unfortunately, that many
more people who were occasional theatergoers and
who were often the margin between the success and
failure of a stage production have now completely
succumbed to the cheap, imitative blandishments of
commercial television. Casual observations by
interested persons have been made to the effect that
large numbers of adults in many of the suburban
areas of New York City (always a large source of
New York's theatergoing audience containing, as they
do, higher income and more culturally advanced
populaces) subject themselves to television fare
night after night, often without even exercising the
New Yorker's unique priviliege of making a cholce of

one of sevén channels every half hour. The effect,
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on an indeterminate mass scale, 1s like an opiate.
Like all tastes, whatever they may be, if they are
not assiduously cuicvivated they wither and die on

the vine. Perhaps television's greatest contribution
to the decline of the Americaﬁ stage will be 1in this
steady process of the bastardization of the public
taste.

Not all of televiéion's présence is evil, however,
insofar as its relationabiﬁ to the legitimate stage
is concerned. Television has been invaluable in
taking up the slack in unemployed actors that has
increased as the legitimate stage has contracted. 1In
1950, for exampie, Actors Equity had a membership
of slightly less than 7,000, the largest in its
history up to that time. Only one out of every six
of 1ts members had been employed for as long as slx
months. According to its statlistics, the "average
stage actor" had worked ten weeks during the year and

24 Although an acting career 1is

had earned $825.
still one of the hardest of all professions to break
into, television has succeeded in making the employment
problem somewhat less severe. As far as the New York
end of the plicture 1s concerned, this varies from year

to year, depending upon the current vogue for "live"

or filmed shows, the latter coming primarily from Héllywood.

~—

<4, Lloyd Morris, Curtain Time; The Story Of The
American Theater (New York: Random House, 1953),

p. 366
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Television 1s not only a means of taking up
the slack in theatrical employment. It has also
been the training ground for several actors and
playwrights who have gone on to distinguish themselves
in the theater. Two of the most prominent in the
actling profession are Eva Marie Saint, who debuted
on Broadway in TV writer Horton Foote's drama, A
Irip To Bountiful, after being singularly successful
in a number of television roles and who went on to
win an Academy Award in motion pictures, and Ben
Gazzara who, after numerous television roles, was
seen in a leading role in End As A Man and subsequently
in Tennessee Williams' prize winning play, Cat On A
Hot Tin Roof. Among television writers having made
contributions to the stage are the previously mentioned

Horton Foote, George Axelrod of The Seven Year Itch,

and N. Richard Naish with See The Jaguar and The

Rainmaker.

A possible further compatible relationship between
television and the stage has been tentatively suggested
by the enormously successful telecast during the
current season of the musical production of ggggg Pan
starring Mary Martin. The principal virtue of this
particular production, insofar as the welfare of the
stage 1s concerned, 1s that it pulled an extremely

expensive production out of the red. The significance
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of this fact being that if the financial risks of
stage production can be tempered by the hope of
ultimate television financing the encouragement of
more and better stage productions may result.
Television will probably be 1little disposed to
bankroll mediocrity on the stage when they can produce
it so much more cheaply themselves. More likely is
that the better stage productions will catch théir
eye -- and money -- and all can concelvably turn out
for the best for the theater on Broadway.

In one sure way, however, television is proving
to be Broadway's greatest enemy. In the gradual
appropriation of the New York theater buildings the
television networks are slowly making the New York

theater a vanishing institution. Arthur Miller

notes in his story on The American Theater that "We
have some 32 houses going today in New York as .
against 40 or more ten years ago, and between 70 and
80 in the twenties." 22 Television, to be sure, can
be held only partlaily responsible for this staggl
of affairs. Essentially, it 1s a confllbt between
the commercial and artistic aspects of the picture.
An institution which ends each season with only one-

sixth to one-eighth of its product successful

25, Arthur Miller, "The American Theater," Holiday
Magazine, XVII (January, 1955), p. 92
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financially represents a poor risk to the theater
owner, who ‘1s stlll further blocked from making
profits by zoning ordinances which have heretofore
prevented legitimate theaters from being housed in
an otherwise profitable bullding. Television, on
the other hand, 18 an expanding and profitable
business and networks, unlike individual theatrical
producers, are in a position to offer long term
leases on houses, guaranteeing profits to the owners.
In this way, too, television 1s helping to constrict
the American Theater.

But we should avold looking upon television as
the only threat to the legitimate stage. The same
commercial instinct tna. removes stages from the
legitimate fold and turns them over to televislon
operates also to the demolition of theater bulldlngs
year after year to be replaced by "more protitabie"
office buildings. In the past yeaf alone two New
York theaters, The Empire and The Vanderbilt, have
been replaced by commercial structures. And the
same commercial instinct accounts for the flight
of many of the theater's brightest stars to the
West Coast where pay 1é higher and the security of

a movie contract more avpealing. Stage Door 26 told

26. Edna Ferber and George S. Kaufman, Stage Door
(Garden City, New York: Doubleday, Doran &

Co., 1936)
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the story in 1937, a story that is re-enacted year
after year in the lives of aspiring actors and
actresses. Only the traditions of the theater, the
lure and charm and elusiveness of the theater have
made it in every sense of the word worthy of the
title, "The Fabulous Invalid."

On the positive side of the picture one of the
most interesting phenomena of this most recent
decade of the American Theater 1s the enormous
influence of the Group Theater of the 1930's on the
contemporary theater. Born in rebellion agalnst
the prevailing theater of the thirties, this group
of dedicated actors and directors, led by Harold
Clurman, Lee Strasterg, and Cheryl Crawford, labored
diligently for nearly a decade in an effort that has
made the lights burn much more brightly along the
marquees of Broadway ever since. John Gassner must
surely have had the Group Theater in mind when he
wrote, "The theatre in our time ... becomes luminous
as a rule only when somebody sends a Roman candle
into the night. Illumination in our time, here and
even abroad, results mainly from random, often

eccentric, efforts and is usually tentative." 27

27. John Gassner, The Theatre In Qur Time (New York:
Crown, 1954), p. 445
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In the days wnen the Grouo Theater was electrifying
the theater world with productions of Sidney Kingsley's

Men In White, Clifford Odets' Awake And Sing, Golden

Boy, and Rocket To The iioon, the theater world was

agog over the vigor and originality of its temnestuous
artists. Great as these accomplisnments were, histary
1s more liable to credit the Groun Theater with its
subsequent influence on the theater. In the postwar
decade, long after the Grou» Theater had faded from
the scene, its alumnil were active 1in all parts of

the American theater. Harold Clurman was belng
acclaimed one of the too directors in the tneater.
Clifford Odets was writing more mature and less

radical vlays with The Country Girl and The Flowering

Peach. John Garfleld, iiorrls Carnovsxy, and Luther
Adler were being seen to brilliant advantaze as
actors on Eroadway. Franchot Tone had made a name
for himself in Hollywood and made occasional returns
to Broadway (most recently in Oh, Men: Qh, #omen:).
Elia Kazan had becone tize Numter One director on
Broadway and in motlon pictures. Sanford ilelsner
had done brilliant work in television dramatic
oproduction. Lee Cotb and otners had turned in
consistently fire acting nerformances on Broadway
and in motion pictures. Stella Adler was passing her

art on to otners in a much sought-after acting scnool.
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Cheryl Crawford was a top flight producer on Broadway
-- everywhere the ambitlious little company of the
troubled thirties had been svreading its heritage
and the theater today has been much the richer of
late because of that inspired little company of
actors and directors formed by Harold Clurman, Lee
Strasberg, and Cheryl Crawford back in the Soring

of 1931.

There has been much wailing and wringing of
hands over the decline in theatrical production on
Broadway and 1ts consequent effect on theatrical
enterprise in the United States. Brooks Atkinson
wrote in 1953:

No lover of the theater can read the annual
statistics wlithout a feeling of awful apprehension.
Fewer productions every year, frightening costs
of production and overatlion -- these are the facts
that consistently eat a little further into the
vitality of the theater ... It 18 qulte possible
that the serious play of artistic independence
may die, at least on Broadway, and bequeath the
commercial theater to popular comedles ... popular
melodramas ... and the big musical dramas ...
There 1s no place in our commercilal theater for
interesting plays that do not arguse many thousands
of people to immediate action. 2

The theater lover may share Atkinson's concern
over the threat to the theater of rising éosts of
production and operation. He may, in view of the

record, question Atkinson's assertion concerning

28. Lloyd Morris, quoted in Curtain Time; The Story
Of The American Theater (New York: Random House,

1953), p. 366
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"fewer productions every year." But there is no
evidence to support the assertion "It is quite

possible that the serious play of artistic independence
may die ... ." Since Atkinson wrote these words
Broadway has ﬁeen host to such fine serious plays

of artistic independence as Miller's The Crucible,
Inge's Picnic, Giraudoux's Ondine,iAnderson's Tea

Menotti's musical, The Saint Of Bleeker Street --

to name but a few of the many recent productions of
conslderable artistic integrity.

Drama critics and theater lovers have thelr
moments of despair. When they look apout them and
see the tremendous financlal success of such feather-

welght oroductions as The Moon Is Biue, The Seven

Year Itch, The Fifth Season, and Time Qut For Ginger,

thelr first impulse 1is to take to decrying the
modern trend downward of'the theater. The truth
appears to be somewnat the contrary. The quality
of writing in a substantial portion of today's

theater i1s in.initely suverior to that day when

Why Marry? and The Green Hat and The Student Prince
graced our stages and 200 new productions a year
saw light on Broadway. The twenties, to be sure,

was distinguished by contributions from Eugene O'Neill,
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Philip Barry, Maxwell Anderson, George Kelly and
others. The thirtles saw a number of fine works
from the pens of Anderson, Barry, Sidney Kingsley,
Sidney Howard, Clifford Odets, Robert Sherwood, and
William Saroyan, among others. But the theory is
questionable at best to suggest that any one era
had a monopoly on the best theater writers. The
perspective may cause one to feel -- as so many
contemporary drama critics feel -- that today's
plays and playwrights do not measure up to thé past.
The purpose of the present study is, in a considerable
measure, to put the present picture of the theater,
insofar as the playwrights are concerned, in more
nearly its proper perspective. If, perhaps, no
Eugene O'Neill has appeared on the horlzon of the
current ﬁheater picture in America, there are
nonetheless numerous good reasons for holding that
Tennessee Williams, Arthur Miller, John Patrick,
Mary Chase, William Inge, and Robert Anderson, among
other writers of today, are making sizeable and
enduring contributions to the American Theater.

The man who can come more closely today to
filling the place left by the>late Eugene 0'Neill 1is,
by the common ovinion of the contemporary drama
authorities, a 41 year old poet=-playwright from
Mississippl who calls himself "Tennessee" Williams.
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Over the past ten years ir. Williams has written
three prize winning dramas for the New York stage
and has so revolutionized the theater art of the
current stage that he has come to be recognized as
the "avant-garde" of the contemporary American
theaéer. This siudy willl begin by looking at
Tennessee Williams and his contributions to the

literature of the American theater.



CHAPTER II
TENNESSEE WILLIALIS: AVANT-GARDE OF THE CONTEXPORARY
THEATER

Speak of the literature of the current American
theater and you speak first of Tennessee Williams.

As far removed from the mundane theater of today as
the poetry of Keats is from the verses of Edgar Guest,
Williams, in all of his unorthodox and moody treatment
of the stage, has nevertheless had his plays presented
in performance over 2000 times in Broadway theaters
&lone in the last decade, not to mention hundreds of
performances throughout the country and overseas, and
in motion pictures. Despite the fact that some of

his plays (particularly the two most recent ones) stirs
audiences to wonder "what 1s 1t all about?" the name
of Tennesgsee Williamé 1s still maglc on thé marquees
along Broadway.

Tennessee Willlams 1s, in a manner of speaking,
the “enfant terrible" of the American Theater. Although
an eitremely mild-maﬁnered -- even shy -- 1ndividual in
his personal being his plays refiect nothing at all
of his mild-mannerliness and little of hils shyness,

except for the characters of Laura in The Glass Menagerie,

of Matilda in You Touched Me. and Alma in Summer And

Smoke. Most of his characters are violent, merciless,
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mercenary, volatile, frustrated, and morbid by
frequent turn. Almost without exception the ray

of sweetness and light has never found its way into

a Williams' play. As a dramatist he seems determined

to present all that 1s base and mean in human existence,

though seldom are his characters conceived as deliberately

evil. Rather, they have either become so as a product
of their environment (e.g. Blanche du Boils, Maggle the
Cat) or of personal weakness (e.g. Amanda Wingfield),
rather than evil by deliberate intent. Stanley
Kowalskl might be considered an exception to this
observation, although many profess to see less evil
in Stanley than a passlionate desire to uncover the
truth and bare lies and falsehoods. Thls wrilter
confesses to not seeing Stanley in qulte that light.
He appears to be a deliberately maliclous trouble-maker
with no ideals to speak of, as the rape of Blanche
would strongly indicate.

Williams 18 not a playwright with a smiling face.
Said he, when presented in 1945 with the Drama Critic's

Circle Award for The Glass Menagerie, "I don't think

the eritics will like my future plays és much as this
one. In this play I said all the nice things I have

to say about people. The future things will be harsher."

1. Time, VL (April 23, 1945), p. 88

1
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In this remark Williams sized up his own future plans
very well indeed, but the critics have not measured

up to his judgment of them. For today, almost

wlthout exception, the critics adjudge Tennessee

Williams the Number One writer in the American theater,
however much they occasionally deplore his eccentricities.
Walter Kerr, for examvle, began his criticism of

Camino Real by the remark, "It is this reviewer's

opinion that Tennessee Williams 1s the best playwright
of his generation. It is also the reviewer's opinion

that Camino Real, which opened at the Natiohal Thursday,

1s the worst play yet written by the best playwright
of his generation ... ." 2

The future titan of the American theater was
born in Columbus, Mississippi, on March 26, 1914, the
son of an enterprising shoe salesman. He spent hils
early life in a Rectory, since his parents lived with
Williame' grandfather, an Episcopal minister with
great influence and many friends in the Delta country
of Mississippi. Tennessee Williams maintains that hils
grandfather was one of the three greatest influences
in his early formative years in the shaping of his
later tastes and ideas. He fondly recalls hils

grandfather in these terms; "He had a great love for

poetry and literature, and a wonderful library. He

2. Walter F. Kerr, New York Herald=-Tribune, March 20, 1953
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was an extremely liberal man ... never a fundamentalist.
He didn't disapprove of indulgences of the flesh.
He playéd bridge and enjoyed his cocktail." >
Hls grandfather was representative of-the fading
Southern aristocracy which has gradually been
displaced in the South by a new populatlon with
entirely different vatues. It was while at hils
grandfather's house that Williams came in contact
with the Southern women who have become the Amanda
Wingfields and Alma Winemillers of his plays.
Concerning the distaff emphasis in his plays, Willlams
maintains that Southern women are the only remaining
members of our populace who can speak lyrical dialogue
without sounding high flown. 4
The second great influence in his youth was hls
mother, who coddled him a great deal since he was in
poor health during much of his eariy years. And later,
when he wanted to'go to college, his mother took
whatever she could save from the meager family income
and helped him make his way through school. Willliams,
who is known to be an extremely thoughtful person,

was able to repay her after the success of The Glass

3. Mary Bragglotti, "Away From It All," New York Post,
December 12, 1947 . -

4., Paul Moor, "A Mississipoian Named Termessee,"
Harpers Magazine, CIIIC (July, 1948), p. T1
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Menagerie by signing over to her fifty percent of
the play's profits. The amount of money was considerable.
The third great influence in Tennessee Williams'
life was his sister Rose, who personified to hinm
everything that was beautiful and desireable. While
8till 1n thelr childhood years the Williams family
moved from Mississippil to St. Louis. The move was
a shock for the children. Gone was the gentility of
Delta 1life in the Rectory. In its place was a shabby
home, with windows only in the front and back, on a
shabby street. The father's income from the shoe
factory was not large. Thé two children were snubbed
by the youngsters of private schools, and thelr broad
Southern accents and courtly manners were made fun
of by the children of the public schools. Tennessee
(who was then known by his Christian name of Thomas
Lanler Williams) and his sister began to grow within
themseives and lived much o:f thelr young lives for
each other. After becoming a succesaful playwright,
Termessee Williams was able to recall his childhood
there with much bitterness:

[in St. Louis] we suddenly discovered that
there were two kinds of people, the rich and the
poor, and we belonged more to the latter ... I
remember gangs of klds following me home yelllng
'Sissy' -- and home was not a very pleasant refuge.
It was a perpetually dim little apartment in a
wilderness of 1dentical brick and concrete structures

ese If I had been born to this situation I might
not have resented it deeply. But it was forced
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unon my consciousness at the most gensitive ace
of childhood. It oroduced a snocxk and rebellion
that have grown into an inherent nart of my work. 5

During nis last year in Aississiooi the future
nlaywrigat was criosnled for rearly a2 year by an
extremely severe case of dintheria. Hardly had he
recovered from that wanen ne contracted a cataract
on his right eye, whicnh was not remnoved until after
three costly operations. During these long veriods
of convalescence Willlams says he used to lie back
and let hls romantic imagination run wild, another
gsource of fruitful training for his later career.
During his hign school years in St. Louls he teazan
to find himself as a »noet and writer. He turned
out reamns of poetry "in the manner »f Edna St. Vincent
¥1llay." He also sold a few stories to Weird Stories
Macazine and this encouraged him s> much that when
he graduated from high scnool he decided to take
English composition at the University of Lilssouri.

He soent thnree years at ilissouri. The first
year his grades were very good (except RCTC, walch he
failed). Then he pledged a fraternity, and from then
on his grades tumbled. After three years his father,

discouraged by his lack of progress, called him home

and put him to work on a routine job in the saoe

5. Lincoln Barnett, "Tennessee Williams," Life, XXXIV
(February 16, 1948), o. 118



factory where he earned $65 a month. Tennessee,
romanticlist that he was, chafed under the monotony
of the Job and every night, fortified with black
coffee and cilgarettes, wrote for hours and hours.
This rigorous routine ultimately led to a physical
breakdown and Williams was sent to his grandparent's
home to recover.

When he returned to St. Louls he was still determined
to become a writer. Hls father was not pleased by
the decision but his mother paid his tuition and he
entered Washington University in St. Louis. He turned
out a steady stream of poems and short storlies -=-
and got most of them back from the publishers. His

first produced play was a farce called Cairo, Shanghal,

Bombay: which was presented in Memphis. A year later
a St. touis amateur group, The Mummers, produced his

first serious plays, Candles To The Sun, about coal

miners, and a story laild in a flophouse entitled
Fugitive Kind. Further, a one-act of his won first
prize at Webster's Grove little theater contest.

But when another one-act failed to win even an
honorable mention at Washington University's yearly
English XVI play contest, he withdrew from the
University and enrolled in Prof. Edward Mabie's Drama
Department at the University of Iowa. By waiiing

on tables and getting a few dollars now and then from



his mother, Willlams was finally abtle to secure his
A. B. Degree from Iowa in 10238.

He then toox off for California with a school
teacher friend from New Orleans. 1In California,
when he was not olicking scuabs on a souab farm, he
was pouring out olays and noetry, sending them to
New York as fast as he could write them. In 1939

Story Magazine oublished The Field Of Blue Children,

the first story to be nublisned under the nane of
Tennessee ¥illlams.

There are many versions of tne story about way
the playwright cnanged his name from Thomas Lanier
Willlams to Tennessee Williams. According to one
he discarded the name of Thonas Lanier tecsause he
felt he nad "compromised" it by publishing too nany
voems under 1t in btad imitatlon of Edna St. Vincent
¥illay, so he took the name of Tennessee to remind
himself that a young writer has to defend his stockades
against bands of savages, Just as hls oloneer ancestors
d1d in Tennessee. ©

However, another story reoorts that he changed
his name because it "sounds pompously too much like
#1lliamn Lyon Phelvs." 7 And a third versiosn ex»lains

that his fraternity brothers gave him the name "Tennessee"

6. Wary Braggiotti, "Away From It All," New York Post,
December 12, 1947

7. Tine, VL (Aoril 23, 1945), o. 88
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because of his rich Southern accent and, for all
intents and purposes, it has become his real one.

He 1s even known to sign correspondence to his close
friends with the numeral "10". The odd name has led
Dorothy Parker to exclaim, "Tennessee Williams! I
might as well call myself Palestine Parkeri" &
Whatever the reason for the change in ﬁis name

he was almost immediately successful. In the same

year that he was published in Story Magazine he won

a $300 award in a Group Theater Contest for four

one-act plays entitled American Blues. Even more

important, however, were several letters from literary
agents as a result of the award. He considered all
the letters he received carefully and decided the
one he liked best was from Audrey Wood. This was
probably one of the wisest decisions he ever made.
He traveled to New York from California on the
money received from the award to sign the contract
with Miss Wood and to enroll on a scholarship in an
advance playwriting course then being taught in the
New School Of Social Science by John Gassner and
Theresa Helburn, both influential in The Theatre
Guild. While there Willilams wrote the first draft

of Battle Of Angels. John Gassner thought 1t was

8. Paul Moor, "A Mississippian Named Tennessee,"
Harpers Magazine, CIIIC (July, 1948), p. 65
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the best new script he had seen in five years.
Lawrence Langner of The Theatre Guild took an option
on it. Miss Wood secured a $1000 grant from the
Rockefeller Foundation for him. A production of

Battie Of Angels was scheduled to open the Fall Season

in Boston. A new American playwright was being
launched. Tenneasee Willlams took off for an
interlude in Mexico.

He returned in the Autumn to witness an unhappy

premiere of his first play. Battle Of Angels, the

story of a churchwoman, married to an invalided man,
seducing a philandering poet, was not well attuned

to the prurient eyes and ears of the Boston theatergoers.
Five years afterward, the playwright ruefully recalls

the tragic opening:

I never heard of an audlence getting so
infuriated. They hissed so loud you couldn't
hear the lines, and that made Miriam [Hopkins]
so mad that she began to scream her lines above
the hissing. Then they stamped their feet, and
after a while most of them got up and left,
banging their seats behind them. That play was,
of course, a much better play than thls one
[The Glass Menagerie]. The thing is, you can't
mix up sex and religion, as I did in Battle Of
Angels, but you can always write safely about
mothers. 9

The Boston critics were not much kinder than the

audience. The Globe's.critic called it "one of the

most ineredible dramas ever presented in Boston" 1°

9. "The Talk Of The Town," The New Yorker, XXI (April
- 14, 1945), pp. 18-19

10. Paul Moor; quoted in "A Mississippian Named Tennessee,"
Harpers Magazine, CIIIC (July, 1948), p. 64 .
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and another described it as " ... a halfwit living
a defensive 1ife against preéatory women." 11 Elliot
Norton of the Post, however, said that Mr. Williams'
talent was "most interesting." 12 The Theatre Guild
closed the élay after the two.week tryout period in
Boston with a half-apolegetic, half-prophetic state-
ment in the Boston papers; "“The play was more of a
dlsappointment to us than to-you. Battle Of Angels
turned out badly, but who knows whether the next
one by the same author may not prove a success?" 13
The playwright was obviously stung by the Eitter
criticism. The next five years in his life were to
be a series of ups and downs. He missed a military
career because of a bad heart. In 1941 the Rockefeller
grant was renewed in part, but he was forced to
supplement his income 1in various ways; reciting
bawdy poetry that he himself had written, in Greenwich
Village night clubs, ushering at the Strand movie
theater in Times Square for $17 a week, running
night elevators in a mid-towh hotel, and other menlal
Jobs. Later, when success had engulfed him, Williams
wrote in The New York Times that his 1ife prior to

success was?

11. 1Ibid.
12. Ibid.
13. 1Ibid.



62

s+ One that required endurance, a life of
clawing and scratching along a sheer surface and
holding on tight with raw fingers ... I was not
aware of how much vital energy had gone into this
struggle until the struggle was removed. I was
out on a level plateau with my arms still thrashing -
and my lungs still grabbing at air that no longer
resisted. Thls was security at last ... [but]
security 1s a kind of death, and it can come to
you 1ln a storm of royalty checks beside a kidney-
shaped pool in Beverly Hills or anywhere at all
that is removed from the conditions that made you
an artist ... 1
During this same period of struggle and starvation
Willlams shared a YMCA room with another struggling
artist, Donald Windham. This relationship led to a
dramatic collaboration on a short story by D. H.
Lawrence entitled You Touched Me:, a story of a drunken
retired sea captain who tries to'marry his shy daughter
off to his adopted son in the face of bitter ovpositlion
from his puritanical and mendacious slster. The play
was completed durilng this period and was presented
in 1943 at both the Cleveland and Pasadena Playhouses.
While Willliams was ushering at the Strand theater
his indefatiguable agent, Audrey Wood, in cooperation
with the Rockefeller Foundation, secured a six-month
writing contract for him with M-G-M studios in Hollywood
at §233 a week. He was told to look over The Sun Is
My Undoing by Margaret Steen as his first project,

which he dutifully did, only to discover that plans

14. Lincoln Barnett, "Tennessee Williams," Life, XXXIV
(February 16, 1954), p. 124 .
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had changed when he arrived in Hollywood. He was

then assigned to Marriage Is A Private Affair, to

be written for Lana Turner. The studlo was quilte

impressed by the dlalogue he had prepared for Marrlage

Is A Private Affair, but felt it wasn't quite "right"
for Miss Turner and they rejected the.script. ' |
After the two abortive starts Williams then

showed the studio executives an original scenarilo he
had prepared about a Southern woman of declining
gentility. The studio wasn't interested and suggested
he work on a story for Margéret O'Brien. Williams
told them what he thought of child stars, whereupon
the studio retired him from his writing chores. He
withdrew to the beach, continued to collect $233 a
week for the remainder of his contract, and set to
work developing his original scenarlo.

When the task was completed he returned to New
York and reluctantly turned the script over to Audrey
Wood with the remark, "Just another one of those old
uncommercial plays of ﬁine.“ 15 But the agent was
8o moved by the script thatishe refused to let anyone
read it until she could think of someone who would
do the seript justice. After three weeks of consideration

she suddenly thought of Eddie Dowling's deeply realized

15. Paul Moor, quoted in "A Mississippian Named Tennessee,"
Harpers Magazine, CIIIC (July, 1948), p. 67




64

production of Paul Vincent Carroll's Shadow And

Substance. She sent the script to him and he bought
1t lmmediately. No one else ever had a chance to

read The Glass Menagerie.

The play, Williams admits, 1s partly blographical.
Amanda Wingfield 1s, with noticeable modifications,
his own mother. The son is Williams himself, with
recollections of the monotony of his work in the shoe
factory and his fierce desire at that time to fly
away from it all. And Laura 1s his sister Rose, who
really did have a menagerie of glass animals in her
room in order to keep her mind off the squalor of
her surroundings, including the alley outside her
window where prowling dogs tore aiiey cats to pleces
night after night. Williams recailed, atrter the
plLay was written, that the Little glass animals:

.+. came to represent in my memory all the
softest emotlions that belong to recollections of
things past. They stood for all the small and
tender things that relieve the austere pattern
of life and make it endurable to the sensitive.
The areaway where the cats were torn to pleces
[(behind the house] was one thing -- my sister's
white curtains and tiny menagerie of glass were
another. Somewhere between them was the world
we lived in.

Another recollection, dating even further back

to his 1life in his grandfather's house was attributed

16. - Lincoln Barnett, "Tennessee Williams," Life, XXXIV
(February 16, 1948), p. 118 )
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to the insoiration for Battle Of Angels, but apnlies

wilth equal aptness to The Glass Menagerie. He wrote:

I remenber a lady named Laura Young .... She
was sonething cool and green in a sulnhurous
landscape. But tnere was a shadow uvon her.
There was something the matter wita her. For
that reason we called upon her more frequently
than anyone else. She loved me. 1 adored her.
She 1lived 1n a white house near an orcnasrd and
in an arch tetween two rooms there were hung somne
vpendants of glass, tnat were a thousand colors.
'That is a prism,’' she said. She 1ifted me and
told me to shake them. Wnen I did they made a
delicate music.

This orism became a play. L7

The Glass Menagerie has been called, for the

"a memory play." To

obvious reasons of context,
Williamns it 1s all of that, and if the characters

are oathetic (as 4manda 1s), or touching (as is Laura),
or restless (as 1s the son), or comoassionate (as

the Gentleman Caller), that 1s surely because these
were the fonder menories that inhatlted the o»oet-
vlaywright's mind. Thenceforth, those memnorles were

to be out behind him and the more evil aspects of

life, as he encountered it, were to flow from his
talented mind.

The Chicago nremlere of The Glass Yenagerle was
attended by all kinds of mishans, including the
calculated reluctance of Eddie Dowling's ourtner,
Louis Singer, to even have the curtain go uv on the

—_— - e——— ————

17. Paul Moor, "A Kisslssippian Narned Tepnessee,"
Harpers \acazine, CII1IC (July, 1%4&), p. 64
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play. But by ovening night all had been settled,
only to find that the house hadn't even been sold
out for opening night: The Chicago critics were
ecstatic over the performance. Ashton Stevens
wrote; "From neighboring seats I heard William
Saroyan.mentloned, and Paul Vincent Carroll, and
Sean 0'Casey, and even a playwright named Barrie.
But the only author's name I could think of was
Tennessee Williams,'whose magic is all his own." 18
The Chicago public, at first, was not ecstétlc.
For several days the box office lagged. Then the
eritics began to scold the theatergoers in their
columns. The box office picked up. When the show

was ready to move to New York after three and a half

months in Chicago, The Glass Menagerie was SRO.

When the play was ready to open in New York
the critics and the public alike were in an anticipatory
mood, not alone because of the enthusiastic stories
that had been emanating from Chicago about the play
but also because it was to mark the return to the
New York stage of a long-absent sweetheart of the
theater, Laurette Taylor. There was no disapvointment
on either score on the evening of April 1, 1945, when

the curtains went down at the Playhouse Theater on

18. 1Ibid., p. 68
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the first of 563 New York performances of The Glass

Menagerie.

Tennessee Williams' The Glass Menagerie 1s
an enchanting play. Hardly anything haopens in
it and 1t 1s as quiet as quiet can be -- yet, when
one leaves the Playhouse and meets reality on the
48th Street sidewalk, one realizes_that some kind
of hyonotism has been at work ...

wrote John Chavman of the Daily News.

The craftsmanship -- the playwrighting, which
is memorable; the playacting, which 1s flawless;
and the production, which is inimitable -- makes
of The Glass Menagerie a masterpiece of make-believe ...

applauded Robert Garland in the Journal-American.

Not since Saroyan's My Hearts In The Highlands
dropped into town one day in the Soring of 1939,
has there been a production as encouraging to
those who believe in the theatre as a form of
significant expression and not exclusively as an
entertainment racket ...

sald Rosamond Gilder in Theatre Arts.

In The Glass Menagerie (a lovely title), you
will see a very touching vlay, made to seem even
better than it i1s because of a really magnificent
performance by Laurette Taylor ... Tennessee Williams
has caotured a brief but poignant period in four o2
lives, no negligible accomvlishment on any stage ...

obsgserved Wolcott Gibbs in The New Yorker.

Many critics found many different things in

Tennessee Williams' first Broadway production. One

saw humor in it:

19.
20.
2l.
22,

John Chapman, New York Daily News, April 2, 1945

20

Robert Garland, New York Journal-American, April 2, 1945

Rosamond Gilder, Theatre Arts, XXIX (June, 1945), p. 325

Wolcott Gibbs, The New Yorker, XXI (April 7, 1945), p. 40
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Mr. Williams has put .some laughs in The Glassg
Menagerie but they are laughs growing out of a
situation. They are not Broadway wisecracks. When
you laugh the characters would be, in real life,
surorised that what they sald struck you as funny;
they are creatures caught in the most ordinary but
the most terrible of tragedies -- that of trying
to live when they have no sensible reason for
thelr living ...

Another found that " ... what he has accomplished is

the creation of fouf walloping parts which, by virtue

of

his cast, results in the exhibition of the art of

vlaying and no play." 2% St111 another found a bit

of

of

the past all through the production:

The new play by Tennessee Williams ... has
the haunting quality of an unhappy dream. Four
frustrated versons grove for a handrail in the
fog of their own disabilities, but since this 1is
Williams and not Saroyan any hove that they find
their way out 1s left to be built up in our own
lmagination. The form 1s the one adapted from
the Chinese by Thornton Wilder in Qur Town wilthout
visual framing and by Van Druten in I Remember
Mama with its charming plctures ...

A rourth was »uzzled briefly by the play's lack
actions

The lack of action in The Glass Menagerie 1s
a bit baffling at first, but 1t becomes of no
consequence as soon as one gets to know the family.
Thelr life 1s brought on the stage in a dreamy,
informal manner sultable to reminiscences, and
though the script describes a pathetic sétuation,
it is always underlined with humor ... 2

230
24,
250

26.

Burton Rascoe, New York World-Telegram, April 2, 1945

Kappo Phelan, The Commonweal, XXXXII (April 20, 194%5), p. 17

Euphemla Van Rensselaer Wyatt, Catholic ¥orld, CLXI
(kZay, 1945), p. 166

Otis L. Gurnsey, Jr., New York Herald-Tribune, April 2, 1945
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The 1deal that Williams was trying to achileve,
according to the playwright himself, was a static
drama, "a play whose interest does not depend on |
1nciden£ or situation but holds its audience through
the revelation of quiet and ordinary truths." 27
In effect, this would seem to mean the play ﬁas
concelved to dramatlize the subjective experiences
of the characters -- to get under the surface of the
characters rather than outward manifestations of

character and conflict. Eugene 0'Neill achieved

this same sort of 1dea in The Great God Brown by

using masks to project the inner character. Here
Tennessee Willlams, while his objectlive 1s the same,
uses a somewhat different approach. He has chosen
virtually to stoo the action of the entire drama --
the static drama -- while he probes the inner recesses
of his characters. One observer of the contemporary
theatrical scene has written:

The most remarkable feature of the work of
the younger playwrights was theilr use of the
stage in a new way to dramatize the subjectlive
experience of their characters. This effort to
bring to light the hidden worlds in which
individuals live -- often sharply unllke the
supposedly "real" world which they inhablt --
was first exemplified in 1945 by Tennessee Williams'
The Glass Menagerie ... Williams uses the device
of making the son, long after hls escape, a
narrator who addresses the audience; the play
takes place in his memory. This enabled Willlams
to ignore the conventions of realistlc drama

27. Harry Gilroy, "A Playwright Named Tennessee,' New

York Times Magazine, December 7, 1947, p. 19
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and thereby concentrate and sharpen his tragedy
of frustration on the planes of inward and outward
life. 28
A few years later this same trend can be observed
in another young playwright, Arthur Miller, as he
combines the reality of Willy Loman's everyday existence
with the fantasies and self—delusioﬁs he conjures

up in his own mind. In actual practise, however,

Death Of A Salesman is more directly related to Williams'

second successful play, A Streetcar Named Desire, wherein
the actlon progresses simultaneously with the subjective
probing. In this respect alone both A Streetcar

Named Desire and Death Of A Salesman marked a distinctive

advance over the dramatic technique Williams used in

The Glass lMenagerie. Elia Kazan spoke in this same

vein when, while directing Camino Realt, he remarked:

No one appreclates how much A Streetcar Named
Desire did to open the avenue to a less lilteral
approach toward the theatre. Because of Streetcar
we had Death Of A Salesman. Now we all hope people
are ready for this [Camino Reall].

Another characteristic of Williams' writing style
that was to manifest itself ever more strongly in
subsequent Williams' dramas was reveaied initially

in The Glass Menagerie -- his penchant for dramatic

28. Lloyd Morris, Curtain Time; The Story Of The American
Theater (New York: Random House, 1953), p. 361

29. Henry Hewes, "Tennessee Williams -- Last Of Our Solid
Gold Bohemians," Saturday Review Of Literature,
XXXVI (March 28, 1953), p. 26
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symbollism. In Camino Real it reached its peak -- an

entirely symbolistlic drama filled with symbolistic

characters. In The Glass Menagerie the very titLe

was a symbol, as Williams subsequently related
(ef. note 15), a symbol of the frarility and isolation
of Laura's being. Within the menagerie itself the
unicorn,§1n i1ts lonely singularity, personifies the
loneliness of the characters in the ptay. Even in
the staging, the gauze curtain that covers somne of
the scenes 18 symboliec of the distance the narrator
has put between himself and his mother and sister
-- a distance measured in time and in space.

Among the critics present at the New York opening

of The Glass Menagerie were some "yea-buts" -- those

who were intrigued by what the neﬁcomer had to say
and how he sald 1it, but had some reservations about
the play itseif. John Mason Brown, for example,
found 1t to be a play with " ... high ... shimmering
virtues" and 1s " ... blessed with imagination" and
possesséd of "maﬁy lovely moments." 30 But, séys Mr.
Brown:
Full though hils heart is, Mr. Williams' drama
sometimes vroves empty. I found that it lost my

interest even while it held my admiration ...

Perhavs this was because, unlike Cheknov, lir.

30. John Mason Brown, "Seein% Things," Saturday Review
Of Literature, XXVIII (April 14, 1945), p. 35
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Williams vermits us to become unconfortabdbly
consclous of now slight is the incident upon which
he has based his play. Perhavs it is because his
dialogue 1s not always active enough to compensate
for the lack of action in hils story. Perhavs it
is because he allows us to know too much too early
about all of his characters exceot the charmingly
written and played Gentleman Caller. Perhaps 1t
i1s because Miss Taylor is off-stage for so long

a 8cene in the second act. Or perhads, as I have
hinted, it 1s because the oraise the play had won
in advance had led me to exvect that miracle which
is every critic's hove ...

Joseph Wood Krutch, writing in a similar "yes-but"
mood, observes:

... nothing which I am about to say should be
taken as denying the fact that The Glasgs Menagerie
is a remarkable play and its autnor a man of
extraordinary talent. But there 1s no use falling
to mention that hls weaknessesg are as patent as
his gifts, or that very good writing and very bad
writing have seldom been as consvicuous in the
script of one play. It has a hard, substantial
core of shrewd observation and deft, economical
characterization. But this hard core 1s enveloped
in a fuzzy haze of pretentlious, sentimental,
pseudo-poetic verbilage which I can compare only
to the gauze screens of various degrees of filmy
opacity which are annoyingly raised and lowered
during the course of the physical action 1ln order
to suggest memory, the pathos of distance, and
I know not what else. How a man capable of writing
ag firm as 1s some of that in thils play can on
other occasions abandon himself to such descriptive
passages as that in which a young man is descrlbed
-- in Oscar Wilde's worst style -- as 'like white
china' is a mystery. Moreover, the incongrulty
is almost as conspicuous between personages as
it 1s between passages ...

Whatever the criticisms, a new playwright had

been launched. There remained now to be seen whether

31. Ibid.
32, Joseph Wood Krutch, The Nation, CLX (April 14, 1945), p. 424
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the new star on the horizon was going to continue
with, and ilmprove upon, his initial playwriting
success or whether he, 1ike certaln playwrights
before him (notably William Saroyan and Clifford
Odets) would flash across the sky and quickly fade
away. The public was to have its answer in a
continuous succession of controversial plays from
the pen of Tennessee Williams. The playwright from
Mississippl 1s not one to take his successes seriously.
Playwriting 1s his business, his life, his being.
No time is to be taken off to spend the income.
The play is the thing.

Even prior to The Glass Menagerie Williams had
written some half dozen other full length plays and

nearly 20 one-acters, including 27 Wagons Full Of

Cotton, This Property Is Condemned, Portrait Of A

'Madonna, The Purificatlon, The Lady Of Larkspur

Lotion, The Last Of My Solid Gold Watches, and the

award winning collection of four one-acts collectively

titled American Blues, which included one play bearing

the title Ten Blocks On The Camino Real, later to be

expanded into a full length play.

Included, also, in this extensive number of
theater pieces was the aforementioned You Touched Me.
which was to become the author's next offering on

Broadway. It was rushed into production, no doubt,
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to take advantage of the continuing success of The

Glass Menagerie, and opened on the evening of

September 25, 1945.
The eritics were rather cool. True, The Glass
Menagerle was a difficult first play to top. But

You Touched Me: hardly seemed the proper play to

attempt 1t. One of the critlics fumed:
ees 1t 18 something of a mystery (or isn't
i1t?) why the playwright allowed its production
.o+ I can only say that the writing seemed to me
foolish indeed and the production vastly overweighted
by speclous direction and a most busy architectual
set by Motley ... 33
And another cryptically remarked, “Few romantic
comedies have elther soared with sé'much message or
stooped to so many monkeyshines." 34
You Touched Me: was the first (and, up to the
present, only) colléborative effort'by Tennessee
Williams. It was also the first time he had treated
a story that was not original with him. It was not
& happy choice. In the reading, You Touched Mgl
seems a singularlj disjointed play. The characﬁers
-= unlike so many of Williams' characters -- seem
only half-apprehended and nevér going anywhere and

the symbolism gets quite out of hand. One observer

33. Kappo Phelan, The Commonweal, XIIL (October 12, 1945),

p. 623 v .
34, Time, XXXXVI (October 8, 1945), p. 77
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wryly remarks about the excess of symtolism:

Playwrignts Williams and Windham are ssaoboxing
for Life, Growth, Fulfillment and the future.
They set these abstractions u» in an Englisn
country house, and arrange a natch against
Stagnatlion, Snobbishness, and the Status Quo,
Frudishness, and Decay .... The trouble with such
highly contrasted symbols is that they themselves
are virtually burlesques: almnost everything tne
0ld man does smacxs of melodrama, almost everything
the old soak does sumacks of farce.

To attempt to evaluate Willlams' plays ty their
reading 1s not quite fair to thne olaywright since
there 13 a theatricalism about his dramas that can
be anonreciated only by nhearing and seelng them
verformed in a stage setting. One of the critics
dem>nstrated tanls fact for, wnen he first saw Tne

Glass (lenagerie, he wrote:

There's 1little drubt that Tennessee ¥illiams
1s a playwrignt to be reckoned with in tire current
theater. Not only wnere night-tefore-last's Tne
Glass lenagerie 1s concerned, but als» when his
locally unoroduced You Touched ile. 1s taken into
consideration. He writes deftly and well. And,
which 1s more important, he has somethingz definlte

to say and knows how to> say it definitely .... 3

But, after seeing You Touched .c. on the stage, the

gsame critic ruefully observed:

Nobody, not even Guthrie ilcClintic, has any
right to produce a »o20o5r play as well as ¥You
Touched ie: 1s produced. For a long time, you
can't make uo your mind whether it is any good

35. Ibid., po. 77-T8

36. Robert Garland, New York Journal-american, aoril 2,

1945
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or ndt .... Until well along into the ow»ening
stanza, Ole lMassa Guthrie had me almnost fooled.

Almost, but not quite. For it slowly but
surely dawned uopon me tnat tnere was less in You
Toucned Je. tnan met the eye and ear. At the
sane time, and contradictorily, there was too
much going on. Too much talking. Too0 much
acting. Too much story-telling. Too aucn
gesticulating. Too much pausing for effect.

Ioo much posing. Too much clitbing atout the
scenery. Too much everytning but »nlay ....

You Touched iie., although »receding The Glass

fenazerie 1in conmoosition, has tne sane gny, witandrawn
woman in the character of Matilda Rockley wno was

to apnear as Laura ¥ingfield 1in Tne Glass lienagerie,

Alma Winemiller in Sumner And Smoke, and, to some

extent, Blanche du Bols in A Streetcar Named Desire.

The pvrincioal voint of difference 1s that iMatilda
Rockley 13 an English, rather than a Soutnern, girl.

Some of tne critics had difficulty on agreeing
uoon Just what kind of a play it was. Joseoh Wwood
Krutch says:

«++ the thing which distingulshes thne olay
fron the usual treatments of siailar stories is
the fact that it 1s told, not from tne standooint
of romantic comedy (as claimed ty the authors),
but as an intense, half-symtolical dramna in which
boy=-getting-girl seems intended to reoresent thne
triumoh of good over evil.

But to Stark Ysung, the story was different.

Says Mr. Young: "A1l in all, this is a romantic

27. Robert Garland, New York Journal=-American, deotember
26, 1945

38, Joseoh Wiod Krutch, The Nation, CLXI (October 6, 154%),
0. 349
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comedy, with perhaps farcical leanings -- though
this cannot be quite clear; it may be the acting
more than the writing -- and through the scenes
runs a hint of subtler implication, which may be
the playwrights' or may be Lawrence." 39

A third reQiewer was completely.bewildered:

s+ Mr. Willlams and his collaborator ...
have contrived ... an odd work of sex and symbolism
which but for 1its many serious set-sveeches, might
pardonably be mistaken for a species of farce
or burlesque. The point of theilr message, I'm
afraid, 1s decidedly damaged by the broad strokes,
the black-and-whiteness, the consclous or unconscious
buffonery of their playwriting: it 1s imvossible
to take what actually goes on seriously, and not
quite possible =-- in view of what it 1s supvoosed
to mean -- to laugh it off. The authors themselves
have apparently taken a midway posiﬁion by dubbing
You Touched Me! a romantic comedy. “0

A fourth expfessed bewilderment in a similar vein:

This sounds as if it might have the makings
of a farce somewhere, and now and then that's just
what it is. But only now and then. Most of the
time the authors have their theslis to think of,
but some of the time they don't seem to be thinking
clearly about much of anything, and the result is
that You Touched Me: boils down to a hopelessly
confused patchwork of a play whose 'romantic
comedy' seems very strained indeed, and whose
efforts to preach Life and Growth to the English
amid destruction and devastation often seems not
only oddly pretentious but downright presumotious ... 41

But there were kind words, too, for the drama

39. Stark %oung, The New Republic, CXIII (October 8, 1545),
p. 469

40. Louls Kronenberger, Pi, September 26, 1945
41. Wilella Waldorf, New York Post, September 26, 1945
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wrought by these two collaborators. Howard Barnes,
viewing it in a comparative light, remarked:

The theater 1s becoming literate and imaginative
again. You Touched Me.: ... i3 no great shakes as
& plece of dramatle construction, but this Tennessee
Williams-Donald Windham play has heart and considerable
eloquence. Compared to other eﬁrly season offerings,
it is extremely satisfying ... 42

And John Chapman, after conceding that ... at times

[1t] becomes almost too tenuous and occasionally

verges upon the precious ..."

observes, more affirmatively:
They do not use humor as a bludgeon; they

use 1t lightly and deftly. They try once or twice

to volce some message or other about the world of

the future, but since nobody alive seems to have

any concrete vlan for tomorrow they cannoﬁ be too

harshly blamed for sounding mixed up ... 43

You Touched Me! was neilther an unqualified success

nor an abysmal fallure. It ran for 109 performances,
not sufficient to make it a financilal success but a
respectable run by Broadway standards. Undoubtedly,
some of 1ts drawing power was due to the continuing

success of The Glass Menagerie and the aura around

the name of Tennessee Willliams. But others were
intrigued by the fragileness of the tale of the English
country girl and her sensitive lover, some were drawn
by the rambunctious performance of Edmund Gwenn as the

drunken Captain Rockley, and some, no doubt, were

42, Howard Barnes, New York Herald-Tribune, September 26, 1945

43, John Chapman, New York Daily News, September 26, 1945
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attracted by the idea of a D. H. Lawrence story
beilng adapted to the theater. The play was to be
the only collaborative effort by Tennessee Williams.
Since that time he has 8o successfully traveled his
own original pvath that another collaboration appears
quite unlikely.

Tennessee Williams has a mind that will not lie
fallow long. During the next two years (1946-47)
he was working aimost simultaneously on two plays,
one of which was to solidly establish him as a playwright
of the highest taient. Although his extensive
production of one-act and longer plays would suggest
that Willlams 1s an extremely facile playwright, the
truth 1s Just the opposite. He devotes a year to a
year and a half on his major plays and makes three
or four drafts of each play. His prodigious outout
1s more attributable to his diligence than to his
facility, for Willilams dwells constantly in a worlid
of romantic dreams and ideas. The observation of
veople and the recording of his observatlons on paper
and on the stage 1s Witilams' whole existence. The
world has profited from his diligence.

The world of the theater was seldom more richly
rewarded than on the evening of December 3, 1947, when
an obscure streetcar from the Vieux Carre in New

Orleans became immortalized on the stage of the Ethel
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Barrymore Theater in New York. A Streetcar Narned

Desire became the drama that not only proved that

Tennessee Williams was a playwright but a playwright

of the first order. A Streetcar Named Desire was
no longer a down-payment on a career. With this
vlay the account was vald in full.

A Streetcar Named Desire 1s, in some measure,

a revised version of The Glass Menagerie. In Blanche

du Bois 1s a Southern woman of declining gentility,

as 1s Amanda in The Glasgs Menagerie. In Stan Kowalskl

1s the resisting force embodied in the son in lMenagerie.
Blanche's sultor in Streetcar 1s the counterpart of

The Genﬂleman Caller in the earlier play. And Stella
and Laura are the passive elements in the two plays.

But beyond that comparison, all resemblance ends.

For, whereas The Glass Menagerie 1s a passive, static

drama that simply probed the lives of the four
characters in the search for "the qulet and ordinary

truths," A Streetcar Named Desire has moments of

violencé and terror and the characters are not simoly
probed but laid bare. Gone are the still glass
animals and in thelr place the raucous action of the
poker game. Gone the breathless pauses of a shy

love and in 1ts stead the brutality of a rape scene.

A Streetcar Named Desire is the dynamic version of

The Glass ifenagerie and, because of that fact, it 1is
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more theater and a superior vlay.

The playwright is still enamoured of symbols --
which, indeed, becomes a poet. In this drama, as in
his first success, the title symbollzes the play.
One observer explains:

The play's title evokes Blanche's neurotic
creed that sentient desire, not Jjust.mere living,
1s the opvosite of death. Her opening line fore-
shadows the whole play: 'They told me to take a
streetcar named Desire, transfer to one called
Cemetery, and get off at Elysian Fielg& oo !
This is typical Williams' symbolism.

In his subsequent drama, Camino Real, Williams

was to run wild with his symbolical references. One
eritic, seeking to discover the playwright's fascination
for symbols, recelved the reply: A

To me, using a symbol 1s just a way of saying
a thing more vividly and dramatically than I could
otherwise. For instance, the hotel proprietors
dropping Casanova's shabby portmanteau of fraglle
memories out the window [1n Camino Real] 1s a
clearer expression of an i1dea than you might be
able to do with a thousand words. However, I
don't believe in using symbols unless they clarify ...

45

Since Williams' favorite playwrights are Anton Chekhov
and Garcla Loréa the dramatist's extensive use of
symbols 18 further readlly expiainable. The symbol

is clearly the device of the poet and would seem a
proper, 1f sometimes abused, device for the talents

of poet-playwright Tennessee Willlams.

44, Paul Moor, "A Mississipoian Named Tennessee,"
Harvers Magazine, CIIIC (July, 1948), p. 69

45, Henry Hewes, "Termessee Willlams -- Last Of our Solid
Gold Bohemians, Saturday Review Of Literature, XXXVI
(iarch 28, 1953), p. 26
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Williams has termed A Streetcar Named Desire "a

tragedy of incomprehension," 46 an exceptionally apt
description of the play, for essentially the tragedy
of the story does lie in the inability of Stanley to
understand the degenerative forces in Blanche's

1ife, the inabllity of Blanche to substitute the
contentment of her sister's life for her lost
"gentility," the inability of Blanche's suitor to
feconcile himself with the traglc conéequences of
Blanche's past. Unlike the stern tragedies of

Arthur ﬁiller, where the tragic act 1s carried to

its ultimate end (death), Williams' tragedies leave
thelir characters writhing in the aéony of thelr own
misfortunes, misunderstandings, and»mistrusts.

For Williams, the drama 1s never ended with a gunshot,
a crackup, a hanging, -- the tragedy continues after
the audlience leaves the theater, as 1f the audlence
were walking out into the actual existence of a tragic
reality -- a symbol of sorts in its own right.

The question may arlse as to whether playwright
Williams has intended to be sympathetic to his forlorn
heroine or whether he has remained aloof and coldly
impersonal as he watches Blanche sink to her comdlete

degradation. The Times critic sees it in Williams' favor:

46. Paul Moor, "A Mississippian Named Tennessee,"
Harpers lMagazine, CIIIC (July, 1948), p. 69
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To her brother-in-law [Blanche] is an
unforgiveable liar. But 1t 1s soon apparent
to the theatergoer that in Mr. Williams' eyes
she 1s one of the dispossessed whose experience
has unfitted her for reality; and although his
attitude toward her 1s merciful, he does not
spare her or the playgoer. For the events of
Streetcar lead to a painful conclusion which he
does not try to avoid. Although Blanche cannot
face the truth, Mr. Williams does in the most 4
imaginative and perceptive play he has written ... 7

But the Herald-Tribune critic, enjoying the play

as a whole, takes exceotion to the writer's "lack
of sympathy." He says: '

On two counts, it 1s somewhat disappointing.
The talented author mignt well have foreshortened
some of his scenes 1n a chlarascuro of death and
deslre, humiliation and insanity. And he might
have crowded the final stanzas of the work with
a bit more symvathy. They are curiously touching,
but they lack ﬁqme of the nobility that defines
high tragedy. 8

The Post's critic feels somewhat the same way
about 1t: |

.o« hls doomed heroines are so helplessly enmeshed
in thelr fate they cannot put uv a properly dramatic
battle against 1t.

There is something a little embarassing about
watcning the torment of as helpless a victim of
a playwright's brooding imagination as the heroine
of A Streetcar Named Desire, particularly when her
downfall is studied with almost loving detaill.
The result is that the play has a painful, rather
pitiful quality aovout it. Yet its characters are
so knowingly and understandably presented, the
vividness of its life 1s so compelling, and the
theatrical skill of its vortrait of spiritual and

47. Brooks Atkinson, New York Times, December 4, 1947

48. Howard Barnes, New York Heraid-Tribune, December 4, 1547




84

moral decay so lmoressive that it never ceases
to be effective and vowerful ...

Perhaps it can best be exoressed by the playwright
himself. He says:

Every artist has a baslc premise pervading
his wnole life, and that premise can orovide the
lmpulse for everything he creates. For me the
dominating premise has teen the need for understanding
and tenderness and fortitude among individuals
trapped by circumstances. =0

Williams apparently justifies critic Atkinson's
Judgment of him in this instance.

Another intelligent critic of the American theater
sees the following element in the plays of Tennessee
Williams:

The outstanding quality of Tennessee Williams'
writing 1s his sensitivity to human suffering, his
sympathy with those he sees as doomed to inevitable
destruction as one soclal order gives way to another.
Just as Chekhov's three sisters could never reach
any real Moscow, so Wiliilams' Amandas and Blanches
cannot shake off the obsession of an extinct
gentility. iir. Williams sees his orotagonists
surrounded by a more ruthless worid than Chekhov,
but then how many revolutions and world wars have
rolied around the globe since the first axe blows
were struck at the off-stage cherry trees. 5l

And John Gassner remarks, in a similar vein:

Without possessing Miller's socially directed
attitude Williams, too, has been concerned with
the dream mechanisms of unfortunate characters who
try to create and preserve 1deal images of themselves.

49. Richard Watts, Jr., New York Post, December 4, 1G47

50. Lincoln Barnett, "Tennessee Williams," Life, XXIV
(February 16, 1948), p. 116

51. Rosamond Gilder, "Art And Industry; Tne U. S.
Theatre Today," World Theatre, I (1950, No. 1), p. 29
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Like Milier, he regards their delusions with
compassionate interest as pathetic defenses
against the frustration or shinwreck of their
lives. 5

Although it is necessary to reach back to Lorca
and Chekhov to trace the real roots of Williams'
vast, some critics profess to see some elementsAof
the style and manner of Clifford Odets and William
Saroyan in the work of Tennessee '{illiams. 1In a
comparative study with Saroyan, John klason Brown says:

Mr. Williams 1s a more meticulous craftsman
[than Saroyan]. His is a manifestly slower, less
impromptu manner of writing. His attitude toward
his peovle 13 as merciless as ¥r. Saroyan's 1is
naive. He 1s without i1llusions. His men and
women are not large and svirited and noble, or
basically good. They are small and mean; above
all, frustrated. He sees them as he believes
they are, not as they woutd like to be or as he
would 1like to have them. They have no secrets
from him or from us when he is through with them.
They may have little sweetness, but they are
all lighted ... 53

The same critic writes; .++ 1In some resvects

[§treetcar 18] the most probing play to have been

written since Clifford Odets wrote Awake And Sing ..." 5%

Rare, indeed, 1s the play that wins thne unanimous
pralse of the critics without any exceotions. A

Streetcar Named Desire did not escape the censure of

some of the alisle-sitters. The drama critic of the

52. John Gassner, The Theatre In Qur Times (New York:
Crown, 1954), pp. 348-49

5%. John liason Brown, "Seeing Things," Saturday Review
Of Literature, XXX (December 27, 1947), o. 22

54. 1Ibid.
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Catholic World fairly sputtered:

An obscene nightmare framed in the dingy
browns of a dilapidated house of the Quarter in
New Orleans ... 'I want to die in the clean seas,'
cries Blanche. 'I want to get in the clean air,’
wasgs my one desire.

Tennessee Williams has genius but it needs
purification. The acting has genius, too ...

The Streetcar Named Desire takes one on a [
trip that makes Medea seem like a pleasure ride. =5

Robert Coleman of the New York Daily Mirror had his

doubts, too:

Tennessee Williams has not written a top-flight
play in A Streetcar Naned Desire. It 1is eplsodic
and strangely static desvite the violence ... But
he has written a dreany, poetic, moodful vehicle
for a fine cast ...

The characters that Williams has coralled in
A Streetcar Named Deslire are a moroniec, tedious
and pathetic lot. Vicious or stupid, they are
the sort that you would flee from gastily in real
1ife. Politely, if possible ... O

Nearly two years later the Williams' drama was
assembled on a London stage under the snérp direction
of Sir Lawrence Olivier in a production starring the
director's wife, Vivian Leigh, in the tragic role
of Blancﬁe du Bols. London patrons stormed the box
office for the ovening performance, standing all night

in a block-long queue. The London critics heaved

55. Euphemia Van Rensselaer Wyatt, Catholic World,
CLXVI (January, 1948), pp. 358=59

56. Robert Coleman, New York Daily Mirror, December 4,
1947
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pralses upon Olivier and Miss Leigh, but were not so
sure about tne play. While some of them found some
things to praise atout the Williams' script others
felt compelled to observe, "I feel as 1f I had
crawled through a garbage heap ..." and "Blatent,
crude sex ... " 27 ~

Across the Channel, 1in Parls, Un Tramway Nomme

Deslr was glven the costliest production ever accorded

an American play in France. Jean Cocteau, the director,
added a number of original and irrelevent touches,
including a burlesque stri»n tease through the transparent
scenery during the rape scene. The Parls pubtlic was
enthuslastic about the production and stormed the box
office. Said the Paris theater manager, "The greatest
sensation the American theater has ever given France." 58
Growled the critic of the Paris newspaver, Le Figaro:
Stripteases, bizarre morbidities, riots,

drunken orgies, poker parties, shriekings, erotlicism

+.. Obscenitles and rapes, with Jjust a bit of

sexual deviation tossed in for good measure ...

Two years of fighting in line before countless

theaters in two hemlspheres for this traamway seems

a strange kind of lunacy. °>°

Less than a year after the succesaful ovremiere

of A Streetcar Named Desire another original play under

57. Quoted in Time, LIV (October 31, 1949), p. 54
58. 1Ibid.

59. Ibid.
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the signature of Tennessee Williams was presented on
Broadway. With an advance sale of over $100,000, the

Largo Jones' production of Williams' Summer And Smoke

moved into the llusic Box Theater on West 45th Street
on the evening of October 6, 1948. The shadow of

A Streetcar Named Desire fell across the new drama.

The onus of a smash success early in his theatrical
career was to plague the playwright in this and
succeeding dramas. Tne play did not live up to the
public's exvectations for the author. It ran for
100 performances.

Sunner And Smoke 1s as fragile and diavhanous

as 1its tltlé, marked on one brief occasion only by a
sharp and shocking flareuv of action when the elder
doctor 1is shot. Otherwise, it 1s concerned with a
shy and inhibited Southern minister's daughter
painfully in love from childhood wifh the wastral
son of the next door doctor. The shock of his father's
death reforms the young doctor wnile she, at the
same time striving to achieve hils standards, becomes
as tne young doctor once was. The vlaywright tells
the story swiftly and deftly with hls characteristic
imagistic style in the eleventh scene of une L2-scene
play:

Alma: .. Is it -- impossible now?

John: I don't think I know what you mean.



Alma:

John:

Alma:
John:

Alma:

John:?

€9

You know what I mean, atl right! So

be honest with me. One time I said

'no' to something. You may remember the
time, and all that demented howling from
the cock-fight? But now I have changed

my mind, or tne girl who said 'no,' she
doesn'. exist any more, she died last
summer -- suffocated in smoke from sonething
on fire inside her. No, she doesn't live
now, but she left me her ring =-- You see?
This one you adnired, the topaz ring set

in pearls ... And she sald to me when she
slivpred this ring on my finger -- "Remember
I dled empty-handed, and so make sure that
your hands have gomething in them:" (She
droovs ner gloves. She clasvs his head
again in her hands.) I said, 'But what
about »ride?' -- She said, 'Forget about
pride whenever it stands between you and
what you must have.' (He takes hold of

her wrists.) And then I said, 'But what

if he doesn't want me?' I don't know what
she said then. I'm not sure whether she
sald anything or not -- her 1lios stopped
moving -- yes, I think she stopoed breathing:
(He gently removes her craving hands from
his face.) No? (He shakes his head in
dumb suffering.) Then the answer is 'no'!

(Forcing himself to sveak) I have a respect
for the truth, and I have a resoect for

you -= go I'd better sveak honestly if

you want me.to speak. (Alma nods slightly.)
You've won the argument that we had between
Us8e. -

What -- argument?
The one about the chart.

Oh -- the chart.

(She turns from. him and wanders across
to the chart. She gazes up at it with
closed eyes, and her hands clasved 1n
front of her.)

It shows that we're not a vackage of rose
leaves, that every interior inch of us 1is
taken up with something ugly and functional
and no room seems to be left for anything
else in there.



Alma:

John:

Alma:

John:

Almas
" John:

90

No e

But I've come around to your way of thinking,
that something else 1s in there, an immaterial
sonething -- as thin as smoke =-- which all
of those ugly machines combine to produce
and that's thelr whole reason for being.

It can't be seen so it can't be shown on

the chart. But 1it's there, just the same,
and knowing it's there -- why, then the
whole thing -- this -- this unfathomable
exverlience of ours -- takes on a new value,
like some =-- some wildly romantic work in

a laboratory. Don't you see?

Yes, I see: ... You needn't try to comfort

me. I haven't come here on any but equal
terms. You said, let's talk truthfully.

Well, let's do. Unsparingly, truthfully,

even shamelessly, then: It's no longer a
gecret that I love you. It never was. I
loved you as long ago as the time I asked

you to read the stone angel's name with

your fingers. Yes, I remember the long
afternoons of our childhood, when I had to stay
indoors to practice my music -- and heard
your playmates calling you, 'Johnny, Johnny.'
How 1t went through me, just to hear your
name called. ... I've lived next door to

you all the days of my life, a weak and
divided person who stood in adoring awe of
your singleness, of your strength. And that
is my story: Now I wish you would tell me

-- why didn't it hapoen between us? Why did I
fall? Why did you come almost close enough --
and no closer?

Whenever we've gotten together, the three
or four times that we have ...

As few as that?

It's only teen three or four times that we've

-- come face to face. And each of those times --
we seemed to be trying to find something in

each other without knowing what it was tnat

we wanted to find. It wasn't a body hunger
although -- I acted as if I thought it might

be the night I wasn't a gentleman -- at the
Casino -- it wasn't the physical you that

I really wanted.



Alma:
John
Alma:
John:
Alma:

Johns

Alma:

o1

I know, you've already ...

You didn't have that to give me.
Not at that time.

You had something else to give.

What d41d I have?

(John strikes a match. Unconsciously he
holds his curved palm over the flame of

the match to warm it. It is a long kitchen
match and it makes a good flame. They both
stare at it with a sorrowful understanding
that 1s still verplexed. It 1s about to
turn his fingers. She leans forward and
blows it out, then she puts on her gloves.)

You couldn't name it and I couldn't recognize
1t. I thought it was Just a Puritanical

ice that glittered 1like flame. But now I
belleve it was flame, mistaken for ice. I
still don't understand it, but I know it

was there, Just as I know that your eyes and
your volce are the two most beautiful things
I've ever known -- and als> the warmest,
although they don't seem to be set in your
body at all ...

You talk as if my body had ceased to exilst
for you, John, in spite of the fact that
you've just counted my pulse. Yes, that's
it! You tried to avoid it, but you've told
me -plainly. The tables have turned, yes,
the tables have turned with a vengeance.
You've come around to my old way of thinking
and-I to yours like two people exchanging a
call on each other at the same time, and
each finding the other one gone out, the
door locked against him and no one to answer
the bell! (She laughs.) I came here to
tell you that being a gentleman doesn't

seem important to me any more, but you're
telling me I've got to remain a lady. (She
laughs rather violently.) The tables have
turned with a vengeance. -- The ailr in here
smells of ether -- It's making me dizzy ...

Summer And Smoke is an oddly constructed vlay. Aside

from the unorthodox construction used by Willlams in
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dividing his vplay into two parts and 12 scenes, the
placing of the scene of climactic action in the seventh
scene of the play and dribbling the action out for

five remaining scenes makes all that comes after

appear somewhat anti-climactic. Further, the playwright's
device of making the scene of/highest dramatic action

in the show not involve directly the two principal
characters 1s, if not completely foreign, at least an
unusual approach.

But Williams, as usual, 1s not writing a play of
violence and terror but of the tragedy of characters
who cannot adjust to the strain of being mature human
beings. The shock of the death of the father was less
& climactic scene of action in Williams' writing
dimension than a device to affect the pérsonal
relationships of the two protagonists. Accevted on

its own basis, Summer And Smoke 1s a fraglle, tragic

drama of frustration and heartbreak.

Part of the weakness of Summer And Smoke as a

stage play may have been due to its directlon. Harold
Clurman 1is especially acute as a critic in analysing
the shortcomings of staging a play. Concerning Summer
And Smoke, he writes:

It is the function of the director of a play
as subtly difficult as Summer And Smoke to articulate
a coherent interpretation which the audlence can
actually gee. It is evident that such an interpreta-
tion never existed in regard to this vlay. The
production, in fact, provides an examdle of how
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a group of talented people, when there is no
firm hand to guilde them, may contribute to a
play wholeheartedly but without valid effect ... 60

When Summer And Snoke was done on Broadway with

the extravagances of a Broadway production and
Margaret Phillios as the star the vnlay was not a
critical success. But when, aporoximnately four years
later, it was revived on a much more limited scale

in the Greenwich Village Circle-In-The-Square arena
production directed by Jose Quintero and starring
Geraldine Page, the show was generally much better
recelved by the critics and enjoyed an extended run
in the small Village theater. Direction may have
been a part of the problem of tne original ovroduction.
The extraordinarily luminous performance of kiiss rsage
In the revival accounted in no small measure for the
success of that production.

Joseph Wood Krutch, with three Williams' cases
of frustrated Southern female gentility behind hiam,
makes a very percentive analysis of this character
and the playwright's aporoach to it in his review

of Summer And Smoke in the Nation:

In both cases [Streetcar and Sumzer And Snoke]
the tragedy llies, not in the fact that the herolne
resists, but in the fact that she has so little to
resist with. 'Gentility' 1s the only form of
1dealism or spirituality accessible to her;
perhaps, Mr. Williams seems to be saying, the
only form now accessible to anyone, and our culture

60. Harold Clurman, The New Republic, CXIX (October 25,
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1s ugly Just because we have no living equivalent
for what 1s by now a mere quaint anachronism. If
I read him aright, he 1s not so much ridiculing

" his Southern 'ladies' and Southern 'gentlemen'
a8 he 1s reproaching the rest of the world for
having found no equivalent of what theilr ladghood
and their gentlemanliness once represented. ©l

John Gassner, one of Wiliiams' original teachers,
had some harsh things to say atout Williams uvon the

azpearance of Sumner And Smoke:

In truth, I very much fear that Summner And
Smoke only brings out the weaknesseg 1 have
suspected in its autnor for a long time -- an
insufficient exertion of intellect to matech his
svlendid talent for humanizing characters and a
fondness for capltalized Art that falls somewhat
short of maturity.

If virtue were properly rewarded, Sumner And
Smoke would be a masterpiece, lnstead of being
simoly a worthy work that fails to come off ...

. Mr. Willliams had much to show us but little to
tell us this time. Reallity concerned him as
strongly as ever before, but he could place no
positive interpretation on it. He had mucn to
deplore in the life he was evoking but nothing
to promote and nothing to challenge. A notable
piece of dramatic writing was abtorted in Summer
And Smoke, not by an author's dishonest opractice
in ineptness, nor by a lack.of those virtues for
which Williams is distinguisned from other
playwrights, but by an inanition of the bloodstream
that characterizes our generation.

The critic of The Commonweal found avproximately

the same deficiency in the work:

It 1s fairly safe to conclude that this
Tennessee Williams' variation is early stuff and,
despite one or two excellent performances, not
seriously worth 1ts present production. It is

61. Joseoh Wood Krutch, The Nation, CLXVII (October 23,

62. John Gassner, Forum, CX (December, 1948), p. 353
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dull; over-finagled on the setting side; vastly
overdressed on the costume side; crammed with a

kind of nursery symbolism; and offers, finally,

no apprehensible progression in the writer's

work -- certainly no clue to his conscious.mind ... 63

The New York Times' eritic, however, is almost

always to be found in Williams' corner, even when,
on rare occasions, he finds 1t necessary to gently

slap his wrists. Concerning Sumner And Snoke, Lir.

Atkinson launches into vaens of opraise for the

playwright's talent:

Although Tennessee Williams writes a gentle
style, he has a vlercing eye. In Summer And Smoke
.+« he looks again into the dark corners of the
human heart, and what he sees 1s terrifying. This
is a tone voem 1n the genre of The Glass lMenagerile
and A Streetcar Named Desgire ... again the insight
into character is almost unbearably lucid. Although
it derives from comvassion, it is cruel in 1its
inslistence on the truth. Mr. Wiltiams is full of
scorn for the rootless peovle he pities. He will
not raise a finger to spare them from misery ...

As a poet Lr. Williams 1s less concerned with
events than with adventures of the spirit ... Mr.
Williams writes brief scenes, generally for a few
characters. But he 1s a writer of superb grace
and allusiveness, always catching the shape and
sound of 1deas rather than their literal meaning.
As the title suggests, Summer And Smoke deals in
truths that are insubstantial. But as Mr. Willlams
sees 1t, these are the truths that are most profound
and the most painful, for they separate people who
should logically be together and glve 1life 1ts
savage whims, and its wanton destructlveness.
Although he 1s dealing in impulses that cannot
be literally defined, the twin themes of hls tone
poem are clearly stated: spirit and flesh, order
and anarchy. He has caught them in the troubled
brooding of two human hearts ...

63. Kappo Phelan, The Commonweal, IL (October 29, 1548), p. 68
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Mr. Willlams and his two princinal actors
have performed the miracle of translating a drab
corner of 1life into something that 1s tremulous
with beauty.

Mr. Atkinson's revort was distinctly in the

minority. To the Dailly News critic, "The new Tennessee

Williams' drama, Summer And SmoXe, is a Juvenile and

sadly delinquent efrort. lawkish, murky, maudlin,

and monotonous." 29 A4nd tne Journal-American critic

reported that "Last night ... wisecrackers called it

A Kiddy-Kar Called Conversation. It 1s a somewhat

better play than that, with pretty patches of hifalutin'

writing ... but A Kiddy-Kar Called Conversation certainly

does give you a good ideal" 66  Another of the newsvaper
critics observed that "So.érdinary are these neovle,
and so intangible their significance, that the vlay
comes out in performance more lixe Nirvana and ectoolasm
than even summer and smoke." 67

Only one of the newspaber critics went along
with ir. Atkinson's evaluation of the play. Robert

Coleman, who was aistinctly unimoressed by A Streetcar

Named Desire (page 86) remarked, "Though Summer And

64. Brooks Atkinson, New York Times, October 7, 1948

65. John Chapman, Mew York Daily News, October 7, 1948

66. Robert Garland, New York Journal-American, October
7, 1948

67. William Hawkins, New York World-Telegram, October
7, 1948
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Smoke may prove less vopular than previous Williams'
works, it is in our ovinion, by all odds, his best
script. It evlidences growth and maturity in one

of our finest playwrizhts ... " 68

Summer And Smoke was the Eeglnnlng of a number

of not=too«successful plays on Broadway by Tennessee
Williams. It was not until 1955 that he was to come
into his own once again.

Declining gentility and Southern womanhood was
put aside when Maureen Stapleton, as the tempestuous
Serafina Delle Rose, took up residence at the Martin
Beck Theater in Tennessee Williams' next play, The

Roge Tattoo, on February 4, 1951. -But the spirit

of frustration was still hovering over the Williams'
play as the plous Serafina, troubled by the faithfuiness
of her late husband, binds her hands to the future
until the symbol (always a symbol) of the rose tattoo
and the village gossivs frees her for her more
natural talents.

The South 1s still here, but it 1s another and
completely different South from that of his preceding
plays. In The Rose Tattoo the Gulf Coast, povulated

by colorful and rowdy Sicilian fisher-folk, 1is the
center of the action. Despite the setting, the play

18 predominately foreign in tone, reflecting Williams'

68. Robert Coleman, New Yorkx Daily Mirror, October 7, 1948




soJurn in Italy while he was writing the play.

The soringboard for the play 1s said to be taken
from T. S. Eliot's translation of Anabasis: "... the
streams are 1in tﬁeir beds like the cries of wémen and
this world has more beauty than a ram's skin vainted red." 69
The symbolism of the line with the red of the rose 1is,
adnittedly, a blt obscure to this writer, but Williams'
symbols, despite his protestations of innocence, do not
always manifest themselves clearly.

The drama critics of the New York newspavers are
generally considered to be the most influential external
influence (separate from the vlay itaself) on the success
or failure of a show, since they have a more direct
and immedliate access to the New York theatergoers
attentions than the critics in the veriodicals. The

occasion of ﬁhe premiere of The Rose Tattoo found these

seven gentlemen almost evenly divided in their critical
Judgments (a not unusual situation in the critical
fraternity). Three of the gentlemen of the press
expressed generally favorable opinions, two disliked
the show, and two were of a "yes-and-no" mind. The
favorable reviews were to be fourd in the Times,

Herald-Tribune, and Dally News.

From Brooks Atkinson of The Times came the opinion:

69. Robert Coleman, New York Daily Mirror, February 5, 1951
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«ee hls folk comedy about a Sicilian family
living on the Gulf Coast is original, imaginative
and tender. It 1s the liveliest idyll written
for the stage in some time ...

As a play, The Rose Tattoo lacks the intensity
of The Glasgs iienagerie, A Streetcar Named Desire, and
Summner And Smoke. It moves along loosely and
loquaciously. But to those of us who were afraid
that Mr. Williams had been imprisoned within a
formula it is esveclally gratifying. For this 1s
a comic play that 1s also conpassionate and
appreclative. Some of it is hilarious; those
gusty and volatile Sicllians blow hot and cold
at bewildering speed.

But Mr. Williams does not condescend to them.
The Rose Tattoo is not written from the outside.
Nr. Williams admires their vitality and their
native understanding, and delights in their
wholesomeness. The love affair between the widow
and the truck driver is not far from low comedy.
But there is a love affalr between the widow's
daughter and a sallor that has all the lyric-
rapture and sincerity of young poetry. As sheer
writing it is one of the finest things Mr. Willlams
has done. Forget the sorawling workmanshlp of the
play as a whole. The respect for character and
the quality of the writing are Mr. Willlams at the
too of his form ...

..+ this 18 a haopy occasion in the theatre.
Mr. Williams can compose in the halcyon style as
well as the somber one. Now we can be sure that he
is a permanent source of enjoyment in the theatre. 7

John Chapman, of the Daily News, had a few

reservations, but his was a oredominantly favorable

criticlism:

Tennessee Williams has fairly out-Saroyaned
the amiable Armenian named William in his newest
play ... There also 18 more than a touch of Steinbeck

in [1t] ...

70. Brooks Atkinson, New York Timeg, February 5, 1951
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But the play 1s no imitation; it 1is all
Tennessee Williams, and it reveals again his
preoccupation with baffled and love-hungry peovle.
Its mood 1s comic, not trazic, and its humor is
first-r‘ate e oo .

Mr. Williams' human insight 1s unimpaired
and his atility to write vivid scenes 1is, as always,
exceptlional. But his notion of play construction
1s still his own and The Rose Tattoo does not go
in any one direction very long at a time ... There
1s also too much meaningless business involving a
neighborhood witch and the pursult of a goat ...

Otis Gurnsey, Jr., writing for the Herald-Tribune,

also had some misgivings in a review that labeled

The Rose Tattoo "certainly the finest new American

play of the season:"

Tennessee Williams' visits to Italy have
borne rich frult in The Rose Tattoo, an excellently
wrltten and brilliantly acted comedy-drama of
Sicillan-Americans at the lMartin Beck ... the new
work shuttles between »assion and humor as it
studies a set of characters living under tin
roofs on the Gulf Coast. It 1s not as vaoborous
as drevious Williams' scripts; there is substance
in these peoole and thelir emotions, as though the
dreamer has been subjected to a maturing agent.
There are erratic monents and weaznesses in
construction, but these do not matter much in wnat
18 certainly the finest new American olay of the
season.

The Rose Tattoo 1s curiously disconnected,
as if the playwrigat had changed his mind 1in
medias res ... but in the courtship of Serafina
and Manglacavallo -- in Sicillan origin the wife
of a 'baron' and the grandson of a village 1diot
-- 1t.is a subtle and beautiful piece of theater ...

Not everything in The Rose Tattoo 1s exactly
right, btut its flaws are petty compared to its
virtues. It throws more than mere credit on Williams,

T1.

John Chavnman, New Yorkx Daily News, February 5, 1951
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188 Stapleton, Wallach and the other csllaborators;
i1t 1s a rare and warm exverience, distinguisned in
form and striking in effect. 12

The eritics of the Journal-American and Daily

Mirror saw nothing good about the play excevt the
verformance of Maureen Stanleton as Seratina Delle Rose.

Robert Coleman of the Daily Mirror orotested:

We know of no modern playwright who can
create moods like Tennessee ¥Williams. But, unfortun-
ately, Williams is oprone to create his moods on
a level of frustration and neuroticism. Even when
he tries to be affirmative, he is usually negative.
And we belleve that tne world today needs moral
affirmation and not negation ...

We can only say that Williams, in paraphrasing
Ellot and Xenopohon, has taken a Journey downward
to the very depths of human degradation. He has
penned a play that has moments of comprassion,
beauty and sheer nastiness.

In the last act of The Rose Tattoo, for
instance, a lecher drovs an unmentionable article
on the stage. And there are episodes that can be
construed as sacreligious. Personally, we were
revolted. We do not think these dubious elements
add anything to a confused vlay. Rather, we
believe they are going to antagonize decent
playgoers ...

The Journal-American drama critic also had some

harsh words to say about Williams' new drama:

Miss Stavmleton, in particular, delivered one
of the most arduous and exacting verformances of
the year but regrettably the theme 1s thin,
frequently offensive and never sufficlently provocative.

72. Otis L. Guernsey, Jr., New York Herald-Tribune,
February 5, 1951

73. Robert Coleman, lew York Daily Mirror, February 5, 1951
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wany persons, amnong them Mr. Shakesneare,
have devised a drama around the single idea of
a seduction but the more successful have done it
with greater taste and ingenuity. Never before,
to my knowledge, has a rather simple biological
sltuation involved so many extraneous characters
and so many words =-- or been so vretentisusly
elevated ...

I don't think Rose Tattoo 1s a good show,
but I'm looking forward to seeing these new
players back on the boards iﬂ gsomething more
worthy of their abilities. 7

In the World-Telegram William Hawkins welighed

the good against the bad in The Rose Tattoo and

decided that:

In its favor the play has atmosphere and
warmth. Its theme seems fresh and engrossing, and
most of the talents involved in the production are
youthful.

On the other hand the humor often seems glued
to the surface, and passages of the play are
endlessly chatty and revetitious. This is particularly
true of the second act where the widow keeps up
a clamor of every notion that comes into her head,
and her new sultor resoonds with brashly pronounced

Eags 00
«ss he 13 again dealing with a neurotic woman.
The difference is that here his mood 1s humorous
and the ending 1s relaxed and happy s.. /9
And Richard Watts, Jr., of the Post, was touched
somewhat unfavorably by the playwright's use of

symbols and portions of his broad, heavy humor:

«e+ my chief reaction to it is one of dis-
appointment. There are some excellient individual

T4. John McClain, New York Journal-American, February 5, 1951

75. William Hawkins, New York World-Telegram, February 5, 19°1




103

scenes, written wlth warmth, understanding and

a kind of lyric, veasant simvlicity, and, indeed,
almost the entire second act is delightful in its
mingling of humor and compassion ...

As long as lMr. Williams 1s describing the
somewhat rowdy but wistful romance between his
Sicilian heroine and a melancholy truck driver
wlth an inferiority complex, he writes with
admirable humor, compassion and simplicity. He
i1s also in fine form telling of the passionate
daughter and a virginal young sallor. But,
unfortunately, he 1s not satisfied with his
dramatic simplicity. The somewhat self-consclous
poet in him demands symbolism, and so he has
added the symbol of the rose tattoo, and it 1is
here that it strikes me he has come perilously
near to burlesque ...

.+« Furthermore, the humor frequently seems
far too heavily broadened for comfort ...

... The Rose Tattoo is only intermittently
satisfactory. (0O

The general consensus of opinion in New York 1s
that the most influential of the newspaper critlcs

are those of The Times and the Heraid-Tribune since

they reach the largest segment of the theater-going
public. The two favorable reviews 1n these newsvapers
were possibly partilally responsible for carrying The

Rose Tattoo through a respectable run of 306 performances.

In the printed version of The Rose Tattoo

Tennessee Williams prefaced the drama with an extended

philosophical treatise on The Timeless World Of A Play,

taking his theme from a line in one of Carson YcCuller's

76. Richard Watts, Jr., New York Post, February 5, 1951
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poems, "Time, the endless idiot, runs screaming 'round
the world." 77 He might have been writing the

preface for his next play, Camino Real, which followed

The Rose Tattoo on Broadway by about two years. For,

in a foreward to the later play, published in the

Sunday Times before Camino Real's ovening, Williams
wrote: ‘

More than any other work that I have done,
this play has seemed to me like the construction
of another world, a separate existence. Of course,
1t 1s nothing more nor less than my conception
of the time and world that I live in, and 1its
peovle are mostly archetypes of certaln basic
attitudes and qualities with those mutations that
would occur if they had continued along the goad
to thls hypothetical terminal point in 1it. 7

With the playwright's exvlanation so reaaily
avallable 1t is strange that many peovle left the
play wondering "what 1t was all acout." The playwrizht
goes on to exvlain; "My desire was to.glve these
audiences my own sense of sometning wild and
unrestricted that ran like water in the mountains, or
clouds changing shapve in the gaie, or the continually
dissolving and transforming imaczes of a dream." 79

The play, then, was clearly comnosed to cfeate
in the individual mind in the audience whatever each

wished to carry away from the verformance. This

writer recelived the imoression when attending the

T8. Tennessee Witilams, Foreward to Camino Real
(New York: New Directions, L953), ». viil

‘(vy. Ibld., o. ix



105

performance of Canino Real in New York that those

present were elther completely intrigued by the

entire proceedings (as this writer was) or wnolly

puzzled and disgusted by it. A reconnoitering of

the lobby between the acts and at the end of the

vlay revealed all kinds of ex»lanations, no two alike.
The truth, in this observer's opinion, is that

Camino Real 1s a play to be seen -- not to be

explained or read. Camino Real is a theatrical tour

de force, a spectacle in spangles, a visual impression.
Never should the play be studled, nelther as poetic
nor dramatic literature, for it is not that at all.
Why Williams went to the trouble of making extensive
revisions in the play for the published version is
somewhat difficult to understand. The playwright
himself has written in an "Afterword" to the play:

ese In my dissident opinion, a play in a book
1s only the shadow of a play and not even a clear
shadow of it. Those who did not like Camino Real
on the stage will not be likely to form a higher
opinion of it in print, for of all the works I
have written, this one was meant most for the
vulgarity of performance. The vrinted script of
a play 1s hardly more than an architect's blue- 20
print of a house not yet buillt or bullt and destroyed.

Wolcott Gibbs, no doubt, was speaking with Just
a 1little "tongue-in-cheek" attitude when, in searching

for meaniﬁgs in Camino Reél, he confesses:

80. Tennessee Williams, "Afterword," Camino Real
(New Yorks: New Directions, 1953), p. xii
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All that I can deduce from it is (1) a clean-
living American boy 1s better than any decadent
foreigner, living or dead; (2) no man's aspirations,
such as flghting for notaing, are too absurd to
command a certaliln amount of respect, at least from
women; and (3) pawnbrokers arg always in the market
for outsize golden hearts ... S1

which this writer would add, with at least as much

"tongue-in-cheek", that Mr. Gibb's impressions are

Just as valid as the next man's impressions.

If Wolcott Gibbs must have his fun, the drama

critic of Newsweek is very serious:

It 1s reasonable to suvvose that Tennessee
Williams thought that he had something to say in
his latest play, and that he thought he was saying
1t. It isn't possible that he was deliberately
playing an elaborate, depressing Joke under the
cloak of murky symbolism. Judging from the
out-of-town revorts, and from a limited reaction
on opening night at New York's National Theater,
there are veople who know preclsely what the
playwright had in mind. But for the theatergoer
of only normal 1intelligence and tolerance, the
end result is a grand slam of bafflement and
boredom, and a defeating sense of watching sggething
that should be hapvening and never does ...

Brooks Atkinson seems to more nearly catch the

spirit of the Williams' drama when he reports:

oo Since Camino Real i1s a kind of cosmic
fantasy, one must not interpret it literally.
But to.one theatregoer it seems to be the mirror
of Mr. Williams' concept of 1life -- a dark mirror,
full of black and apvalling lmages ...

e+ Mr. Williams' pessimism is frigntening.
Camino Real goes beyond melancholy into melancholia.

81.

82'

Wolcott Gibbs, The New Yorker, XXIX (March 28, 1953),
Pe 69

T. H. Wenning, Newsweek, XXXXI, (iarch 30, 1953), p. 63
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For the fantasies that boil through the central
plaza of the play have a psycopathic bitterness
in then.

Still, this 1s what Mr. Williams thinks, and
i1t has to be reckoned with. In the first place,
he 18 honest atout it. He does not hide behind
any of the usual formalities. Some of it 1is
explicit enough to be revolting. In the second
place, Nr. Williams 1s an artist. Breaking with
the realistic theatre entirely, he has now written
a long incantation with a long cast of characters
and a constant flow of mood and exverience and
the great mass of 1t 1s lucid and pertinent.

People who say they do not understand it may
be unwilling to hear the terrible things it
records about an odious no-man's land between
the desert and the sea. A sensitive, virtuoso
writer, Mr. Williams knows how to create an
intelligible world. As theatre, Camino Real 1s
as eloquent and rhythmic as a piece of music ... 53

But the prevaliling critical opinion was strongly

against Camino Real. One critic saw it as "... an

enormous jumble of five cent nhilosovhy, $3.98 words,
ballet, music, symbolism, allegory, oretentiousness,
portentiousness, lackwit humor, existentialism and

overall bushwah ..." 84 Another bemoaned the fact

that?

+.o our most distinguished playwright, one of
our best directors, and a large portion of the
intellectual audience should have conspired in
80 flagrant a dramatic abortion 1is, I should say,
another tragic illustration of thg malign state
of our present cultural climate. S5

83. Brooks Atkinson, New York Times, lLiarch 20, 1953

84. John Chapman, New York Daily News, March 20, 1953

85. Richard Hayes, The Commonweal, LVIII (Aoril 17, 1953),
p. 52
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And another quickly dismissed Camino Real as "... full

of sound and fury, signifying very little ..." 85

The avant-garde of the current school of<Amer1can
playwrights appears to have move a bit too rapidly
in the development of his dramatic technique for
the comprehension of much of even the most sovnisticated
theater audiences. Speaking after the oroduction of

sald of Camino Real; "Well, I think I was entitled

to that one. Every aﬁthor has to do something like
that sometime in his writing career. It was a kind
of literary cartharsis ..." 87

Camino Real closed at a large financial loss

after 60 performances at the National Tneater. This
was the shortest run for any Williams' olay on Broadway.

When Cat On A Hot Tin Roof ovened at the iorosco

Theater in March, 1955, the unorthodox theatricality
that had btecome Tennessee Williamsg' trademark was
instantly recognizable. Williams ﬁad once again
written a slashing, vicious, relentless, searing
drama in a style that had become almost Williams' own.

"Cat On A Hot Tin Roof is Mr. Williams' finest

drama. It faces and sneaks the truth," €8 was the

!

86. Richard Watts, Jr., New Yoru Post, uarca 20, 192

87. Arthur B. Waters, "Tennessee Williams: Ten Years
Later," Theatre Arts, XXXIX (July, 1958), po. 96

8. Brooks Aikinson, New York Times, .arch 25, 1955
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unequivocal word from Williams' admirer at The Ti:es.

"Fer and away the finest olay of tne year," 89

was
the positive verdict from Newsweek. "It is a oowerful
and provocative evening; you are torh between
fascination and revulsion, btut you are held," 0

renorted the Journal-American aisle-sitter.

These verdlicts were underlined when first the
New York Drama Critics' Circle, then the Fulitzer
Frize committee, bestowed their 1955 awards on Cat

On A Hot Tin Roof as the best new drama of the year.

After elght years of grovoing, of experimentation with
form, of non-obeisance to proletarian public theatrical
tastes, Tennessee Williams had produced a resounding
triumph for unconventional theater artistry.

In one tenuous sense Cat Cn A Hot Tin Roof

represents a long reaching back to The Glass lMenagerie,

where characters are probed and nothing much else

hapoens. As with all Williasms' plays, Cat On A Hot

Tin Roof 1s obsessed with the ﬁotives of the characters

-- characters quite removed from the average tneatergoer's
circle of acquaintances. However much sordidness,
sickness, mendacity, and viclousness there 1s in

everyday 1ife that a verson may encounter, seldom does

89. T. H. Wenning, liewsweek, VL (April 4, 1955), p. S4

90. John icClain, New York Journal-Amnerican, karch 25, 1855
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1t coill up and strike with the vower that 7Tilliams
packs into a two hour drama. The situation of the
play 1s as 1f Williams were to take all of the evils
of the world that enter a verson's existence in a
six month or one year period and deftly weave them
into two hours of theater. The audience says, "but
this 1s not so!" And Williams replies, "But this
18 so. I have simply sved up the picturé some
thirty or sixty times or so and edited out the
non-essentials.”" By this token Williams comes to
be known as a "theatrical writer" -- a writer who
1ntensif1és and, hence, shocks tﬁe enotions of the
audience. Louls Kronenberger writes:

A sengse of the theater is one of Flaywright
Wililams' greatest gifts, as it i1s a part of
Director Kazan's genius. But perhaps their constant
dual reliance on so galvanlc but gaudy a virtue
finally turns it into something of a vice. The
play [Gat] » in exchange for abounding in theatrical
trapdoors, loses the slow, relentless, stalrcase
climb of drama. Too much explodes, too little
uncoils; much more is highlighted than truly
plumbed ... The disturbed veople in Cat On A Hot

Tin Roof seldom become truly disturbing; the
audience merely reacts where it should be made

to respond.

But others see Williams' theatrical sense

serving him in good stead in Cat On A Hot Tin Roof.
Walter Kerr 1s one who sees no "theatrical trap
doors" standing in the way of a searing evening of

dramaﬁ

91. Louls Kronenberger, Time, LXV (April 4, 1955), p. 96
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Brilliant scenes, scenes of sudden and
lashing dramatic power break open ... Throughout
the play images of searing intensity hold you fast
to 1ts elusive narrative ... Tnere 1s, 1lndeed, no
one moment in the even1n$ when the stinging
accuracy of kr. Willlams ear for human speech,
or director Elia Kazan's passion for brutal but

truthful statement, 1s -not compellingly in evidence ... 9

Richard Watts, Jr.,.1ls equally moved by the

play's "enormous theatrical power":

Cat On A Hot Tin Roof is a play of tremendous
dramatic impact. There are many other tnings to
be sald of Tennessee Williams' tormented and
tormenting new drama, with i1ts emotional intensity,
its almost sadistic probing into lost souls, 1ts
neurotic brooding, its insight into decadence, and
1ts torrent of language both lyric and lewd. But
the main lmpression that emerges from a first
viewing of Elia Kazan's entirely brilliant production,
which had a tense opening verformance at the
Morosco Theater last night, is of that enormous
theatrical power ...

feeling of theatrical power 1n one sense because 1it

literally throws itself at the audience =-- even to

the point of being performed on a stage that extends

out into the auditorium. The first two acts break

down into a series of monologues which are often

thrown directly out into the audience, the characters

baring their faults for all to see. The theatrical

shock generated can perhaps be compared to having

a person walk into a crowded room, pull out a gun,

and announce, "I've just murdered my wife." 1In the

92.
93.

Walter F. Kerr, New York Herald-Tribune, lilarch 25, 1955

Richard Watts, Jr., New York Post, March 25, 1955

2
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production the shock 1s generated from the first
moment when liaggle the Cat rusnes from offstage to
the downstage tio of the vrojecting staze proclaiming
that something was soillled on her dress, and proceeds
to take her dress off.

In Maggie the Cat ¥illiams has brought to his
newest play a tougher image of Blanche du Bols. The
playwright says of his two disparate Southern heroines:

Blanche du Bols and iMargaret share certain

attributes, notably strongly passionate natures,
but they are really as unlike as a moth and an
eagle. Both find themnseives brought into turbulent,
headlong collision with the rock of life, tbtut
whereas Blanche 1s weak and vitiful -- almost a
mental case -- %argaret is sturdy, strong and
resiliant ... 2

The characters here are naked vortraits, not

subtle portraltures as they are in The Glags lienagerie.

There are, on the surface, unaotivated violences,

unlike those in A Streetcar Named Desire. Here are

turbulent and catty characters, unllike those in

Summner And Smoke. Here the characters are sly and

devious, unlike the complicated, but disarming,

Serafina in The Rose Tattoo. Here are real and

intelligible people, unlike the caricatures in

Camino Real. The experience of witnessing Cat On A

Hot Tin Roof 1s like sitting in the front row of the

94. Arthur B. Waters, "Tennessee Williamg: Ten Years
Later," Tneatre Arts, XXXIX (July, 1955), oo. 73 & 96
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theater and looking at the characters on stage
through high powered fleld glasses.

The nakedness of the play extends not alone to
the portraits but to the language of the play and
the makeun of the stage as well. The turbulent
characters have vplenty of room in wnich to be
turbulent. The nakedness and rawness of the language
provides plenty of room in which to fall.

There 138 atout C2t On A Hot Tin Roof an air of

artificiality -- the artificiality of such namnes as
"Big Daddy" and "Big Mama", the artificlality of the
éctor tnro%ing the remarké into the audience, the
artiriciality of ilae leading tue cnlldren in "Skinamarinka=-
dinka-dink, Skinimarinka-do, ¥e love you" routine

with Big Daddy, the artificlality of a sﬁage setting
that 1s at the same time interior and exterior. The
stage 1s, of course, an artificial invention for
lnaginatlive arrangement, and if the production anoears
artificial in this instance the reason may be that
Williams and Kazan are making a legitimate use of a
device beyond the conventional acceptance of that
device. Here 1s where Willlams brings the new, the
challenging<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>