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日本語要旨 

 
現実を抱き締める 

――テネシー・ウィリアムズとエドワード・オールビーの劇に見る自己の葛藤 

 
序章 現実と向き合うこと、現実を描くこと 

 序章では、まずテネシー・ウィリアムズとエドワード・オールビーの家庭環境

について振り返る。いずれの作家の幼少期も不幸なものだったが、家族は二人に

とってのミューズとなった。彼らの作品の中には家族を連想させる人物が多く

登場することが共通点として挙げられる。 

 また、二人の共通点としては同性愛者であることも挙げられる。このこともま

た、二人を家族と疎遠にした要因の一つである。 

 両親を信頼出来ないどころか彼らに拒絶されることで、二人の作家は「自分と

は何者か」という問いに晒されただろう。本論では彼らが向き合い続けた現実と

いうものとの関わり方について時系列的に作品を分析することで考察していく。

ここでいう現実とは、「変えられない環境の中での自己」と定義づける。「何者で

あるか」と「何者でありたいか」との大きな溝を描きながら、二人の作家が劇作

と人生を通じて、どのように現実と向き合っていったかについて検証していく。 

 
第一章 初期の成功作における現実と幻想 

 第一章では、ウィリアムズの『欲望という名の電車』とオールビーの『ヴァー

ジニア・ウルフなんて怖くない』を扱い、初期の成功作において規範から逸脱し

ているとされている登場人物がいかに現実から逃れ、幻想に縋ろうとしていた

かについて論じている。 

 まずは『欲望という名の電車』において、ブランチの抱く欲望について分析す

る。同性愛者であった夫アランの死後、ブランチは多くの男性と肉体関係を持つ。

ブランチは淑女の振る舞いとセクシャルな振る舞いを織り交ぜながらミッチに

迫るが、これはブランチが心を癒せる場所を探しているからである。また、新聞

集金の少年にブランチはキスをするが、これは若くして死んだアランの姿を彼

に求めていたからである。最終的にブランチは幻想の世界に入り込んでしまう
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が、そこは本作の有名な台詞が示唆するように死者のための「楽園」であり、愛

する者を愛することができる穏やかな場所であると考えられる。ウィリアムズ

の初期の作品で描かれる同性愛者は、死を選ぶほかなかった。異性愛者でありな

がら性的に規範から逸脱していたブランチは、同性愛者の望みである「愛する者

を愛せる場所」である幻想の世界、死後の楽園へと向かったのだ。 

 次に『ヴァージニア・ウルフなんて怖くない』を分析した。本作では、二組の

夫婦が夜通し行う宴が舞台である。また、ホスト側の夫婦、大学学長の娘マーサ

と歴史学部准教授ジョージは架空の息子を育てており、明日が彼の 21 歳の誕生

日だということが発覚する。本論では宴の中でゲームを行われる順番に沿って

分析して、最終的には架空の息子を殺すことについて考察する。第一、第二のゲ

ームは口頭で行われるフィクション作りのゲームであり、語り手は聞き手の知

られたくない過去を作り話のような体で暴露する。第三のゲームはホステスを

犯そうというもので、ゲスト夫婦の夫、生物学部教員のニックが挑戦するが、失

敗する。ここではニックの大学組織の一員としての野心と、マーサがその野心の

客体として利用されてきたという事実が見えてくる。最終ゲームでは、マーサが

息子を育て上げた過程を語り、同時にジョージがレクイエムを唱え、最後には彼

が事故で死んだと宣言する。ジョージはマーサを見て、夫婦で作り上げたフィク

ションが現実の世界に侵入し始めていることに気付き、フィクションそのもの

を壊す。最終的には怯えながらも子どもがいない、望まれた理想的な家庭を築け

ない自分たちの現実を受け入れながら寄り添う夫婦の姿が映し出される。 

 本章の二作を分析して分かるのは、ウィリアムズとオールビーがそれぞれ初

期の作品において、現実対幻想の争いを描いて観客に受け入れられていたこと

である。 

 
第二章 失敗の中で 

 第二章ではウィリアムズの『二人芝居』とオールビーの『ダビュークから来た

婦人』を扱い、キャリア中期の失敗作について考察している。初期の作品が現実

対幻想の構図を取っているとすると、ここでは現実対現実の攻防が映し出され

ている。 

 『二人芝居』は劇作家兼役者のフェリスと役者クレアの兄妹が、二人きりで劇
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中劇「二人芝居」を行うものである。舞台上には必要なプロップが足りておらず、

フェリスは観客に想像力を用いるよう依頼し、フェリスとクレアは口頭でト書

きを読み上げるような形で動きを説明しながら劇中劇を続ける。フェリスは劇

中劇が始まる前、クレアに「作品に没入することが大事」であると告げている。

その一方で、上演時は自分が演じていることに意識的な台詞が続く。この矛盾が

解決するのは、フェリスが劇中劇の劇作家として存在している場合のみである。

また、同様にクレアは劇中劇の共同制作者であると自ら宣言している。つまり、

本作で重要なのは二人が即興で劇中劇を制作しているという点である。劇中劇

の中の二人の状況は枠組み劇の二人の状況とパラレルをなす。特に劇中劇の二

人が家から出られないという点と、枠組み劇の二人が劇場に閉じ込められてい

るという点が類似している。寒さと暗さの増す中、フェリスとクレアは一度中止

した劇中劇を再度上演することを決め、その中に没入していく。これは二人が劇

中劇の現実を生きることで枠組み劇の現実に対抗して生き延びようとしている

ことを示す。本作は何度も書き直しを経ているが、ウィリアムズも劇作を続ける

ことで生き延びようとしていたと分析できる。 

 『ダビュークから来た婦人』では、闖入者のエリザベスとオスカーに注目して、

二人が他の登場人物と関わり合う第二幕をパラレル・ワールドが交錯する場と

仮定して考察する。死を目前にしたジョーは、疎遠な母と、彼女の死を受け入れ

られない夫サムに不満を隠せない。二人の闖入者は彼女の母と夫に成り代わり、

ジョーの最期の願いを叶える。オールビーいわく本作はいかに現実が当事者の

必要としているもので決められていくか、そして現実の持つ複数性について扱

った作品だと説明している。エリザベスとオスカーはジョーとサムの世界に挑

戦するパラレル・ワールドの住人であるが、同時にジョーに無限の代替世界の可

能性があるということを示すエージェントとしても機能していることに自覚的

である。終盤にジョーが死を迎えることによって、ジョーを中心軸としたパラレ

ル・ワールドは消え、死が世界の終わりと結び付けられる。 

ウィリアムズとオールビーは本章にて扱った二作で複数の現実というものを

描いたが、謎を多く残す作品は観客や批評家に受け入れられなかった。しかし彼

らは現実の複数性、重層性について描き続け、次章で説明する晩年作に辿りつく

のである。 
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第三章 全てがついに終わるとき 

 第三章ではウィリアムズとオールビーがそれぞれ苦難の時期を乗り越えて書

いた晩年の作品を扱う。ウィリアムズの『曇ったもの、澄んだもの』とオールビ

ーの『三人の背の高い女たち』は自伝的・伝記的な作品であり、二人が中期作品

で複数の現実を戦わせたところから、次第に自分自身に起こったあらゆる出来

事を受け止められるようになったことを分析していく。 

 『曇ったもの、澄んだもの』は若き作家オーガストをウィリアムズのオルター

エゴとして、ウィリアムズの初めての同性の恋人であるキップと、その連れ合い

として創作されたクレアとの三人で過ごした時間を舞台とする。それは 1940 年

のことであるが、舞台上にはそれ以前やそれ以後にウィリアムズの人生に関わ

った人物も登場し、作中の時間が自由浮動的に描かれていることが分かる。実際、

舞台の時代設定については 1940 年と 1980 年の両方であることが書かれている。

作中、オーガストは「延期されたパレードを待ち侘びている子どものような気分

になる」と言うが、このパレードの意味を時間軸の自由浮動性と併せて考察して

いく。パレードは白内障で曇ったオーガストの片目が象徴する欲望だけではな

く、もう一方の澄んだ目が象徴する愛情も揃って初めてやってくるものであり、

本作が 1980 年の視点から 1940 年の出来事及びオーガスト/ウィリアムズの人

生の中の出会いを振り返っているものだとすると、1940 年のオーガストはパレ

ードを待つだけではなく、パレードを率いる当事者であると考えられる。本作は

ウィリアムズの『回想録』とは別の回想録として、彼の愛と欲望の日々及びそこ

に残る美しさや懺悔の気持ちさえも結晶化したものであると結論付けた。 

 『三人の背の高い女たち』はオールビーの養母の人生について書かれた作品で

ある。本作は決して養母に対する復讐作ではないとオールビーは主張する。しか

し、作中では養母が年齢とともに衰えていく様子や彼女が粉々に砕け散るとい

った表現があり、第二幕では 92 歳の A、52 歳の B、26 歳の C という三つの年

齢の違う姿として養母は描き出され、互いを否定し合う姿も見られる。ここには

養母の解体が象徴的に描き出されている。オールビー自身の若き日の姿も登場

するが、彼と A との関わりは主題としての養母の強さ、引いては生前の養母の

強権的な姿を映し出すものである。分析を進めることで、本作はオールビーが養
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母の希望や絶望、期待や喪失など、良いことも悪いことも含めて彼女の人生を丸

ごと描き出したものであることが分かる。 

 この章で扱った二作はどちらも二人の劇作家たちが円熟した頃に書かれたも

のであり、人生の現実そのものと向き合ったことによって可能になったもので

ある。これまで幻想や代替的な現実と争ってきた彼らの現実は、ようやく良きも

悪しきも含めて受け入れられるものとなる。 

 
結論 現実「そのもの」と向き合い、抱き締める 

 人生とは受け入れがたい状況を人に突きつけるものである。幼い頃から家庭

環境などに恵まれなかったウィリアムズとオールビーは、その不幸を作品へと

織り込んでいる。繰り返しにはなるが、本論文において現実とは「変えられない

環境」ではなく「その中での自己」である。二人の作家は人生の旅路の中で葛藤

を重ね、ついに自分自身を受け入れられる存在へと変貌させていく。彼らは執筆

を通してその時その時の現実との向き合い方を表現し、晩年には現実を抱きし

められる存在へとなっていったのである。 
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Synopsis  

 

Embracing Real i ty :  Struggles  o f  Sel f  in  the  Plays o f  

Tennessee Wil l iams and Edward Albee  

 

   Tennessee Wil l iams and Edward Albee do not  share their  

successful  years,  but  they  have  things  in  common when we 

look into  their  personal  l ives.  For  instance,  both playwrights 

were not  able to  rely  on their  parents since their  chi ldhood.  

Wil l iams ’ father  was violent  and a lcohol i c  and Albee  was 

adopted into the  Albee family  but  was not  loved by his 

adopt ive parents.  They made their  bitter experiences through 

their  unpleasant  chi ldhood into their  muses .  Both Wi l l iams 

and Albee  depicted distressed female characters  who resemble 

their  family  members.  Another aspect  they  have  in common is  

that  they were homosexual .  This was another reason for them 

not  being  able to  get  along with their  famil ies.   

   Being  denied love and a f fect ion from their  parents,  both 

playwrights must have been confronted by  an existential  

question:  “Who am I?”  This thesis  aims to  discuss how they 

tackled real i ty,  or  in other words,  themselves in an 

unchangeable si tuat ion,  by examining six  plays,  three o f  each,  

in chronological  order.  

   Chapter 1  examines how the  characters  f ind re fuge from 

their  real i ty.  Blanche in A Streetcar Named Desire and Martha 

and George in Who ’s  Afraid o f  Virginia Wool f?  cannot achieve 

or return to  what  i s  required to  be  normal  or  ideal .  To escape  

from real i ty,  they create an i l lusionary  world,  magical  for  

Blanche and f i ct ional  for the married couple .   

Blanche ’s  desire i s  o ften recognized as  physical  and sexual .  
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However,  she i s  l ooking for a  sa fe  environment where she can 

think about her  dead husband Al lan.  Al lan was a  homosexual  

and Blanche ’s  reject ion o f  him drove him to  suic ide .  At  the end 

o f  the  play,  Blanche f inds  refuge in  her  i l lusionary world .  

Blanche i s  at  Elysian Fields,  a  paradise for the dead.  There,  

she can love  Al lan as she l ikes.  By portraying the disaster o f  

the  heterosexual  female character  Blanche,  Wil l iams shows 

how homosexuals wish for  an Elysium where  they  can love  and 

be as  their  true selves.    

Martha and George  invite  Nick and Honey  to  their  house 

at  the  midnight  right  before  their  imaginary son ’s  21s t  

b irthday.  The two couples play  four games but  they are 

unpleasant and hurting  instead of  fun and entertaining.  The 

f i rst  two games show how George and Martha are good at  

creating f i ct ion.  The third game shows Nick ’s  ambition to  win 

the  rat  race  at  the  col lege he  and George  work at  and how 

Martha,  the col lege  president ’s  daughter,  has  been object i f i ed 

as a  step for success .  The f inal  game deals with Martha and 

George ’s  son.  As Martha gives a  speech about how the boy was 

brought up,  George chants  requiem in Latin.  The f i ct ional  son 

is  ki l led by George,  who real izes that  what was f i ct ion i s  

gnawing into  real i ty.  At  the  end,  Martha and George  are le ft  

without the shelter o f  f i c t ion,  f r ightened but closer  together  

than ever.   

Though the endings di f fer for the characters in the plays,  

both plays  show an attempt not  to  look direct ly  at  how the  

characters  do  not  meet  the  norms.  Wil l iams and Albee ’s  early,  

successful  plays  are batt le f ields in which real i ty  f ights 

i l lusion.  

   By  the t ime the playwrights  reached their  mid-career  crisi s ,  
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the batt les  change to  real i ty  against  real i ty.  Chapter 2  takes  

a  look at  these batt les.   

The Two-Character Play wri tten by Wil l iams may seem l ike  

i t  has another real i ty -against - f i ct ion structure ,  but  for Fel i ce  

and Clare,  writ ing and acting the play-within-the-play,  “The 

Two-Character  Play,”  i s  by  no means f i ct ional .  The sibl ings  are 

engaged in producing  the  play  in  order  to  f ight  the cold  and 

deserted environment they are put in .  Their desire  to  survive  

is  shown in how they choose  the  real i ty  o f  “The Two-Character  

Play”  which they  make instead o f  the harsh real i ty  in  the  

frame play.   

The Lady from Dubuque,  writ ten by Albee,  deals with 

paral lel  worlds ,  an infini ty  o f  real i t ies .  Jo  i s  about  to  die  from 

i l lness  and she feels  anger towards her estranged mother  and 

her  husband Sam who cannot understand that  she  wi l l  be  

released from anguish only  by  death.  The two intruders,  

El izabeth and Oscar,  are mysterious,  but  they come to Jo to  

give  her  what she wishes for:  love and understanding .  Jo ’s  

surroundings f ight  to  dominate  one  another,  and her  real i ty  

changes at  the last  minute.  El izabeth and Oscar indeed come 

to  Jo ’s  deathbed as  an intruder  from a  paral le l  world,  but  they  

seem to  understand that  they  are only a  possible  al ternative.  

Their role  as  agents  who show Jo her  inf ini t ive possibi l i t ies 

depict  Albee ’s  intention to  wri te  the  play as  a  question about 

our  real i ty.   

The two plays  dealt  wi th  in this  chapter  were  fai lures,  but  

Wil l iams and Albee  both kept on wri t ing,  experimenting with 

dramaturgic structures.  They were also f ighting real i ty  by  

producing real i t ies.  

   Chapter 3  i s  where the  batt le  f inal ly  ends.  Real i ty  becomes 
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something to  embrace,  not  f ight  against .  Wil l iams and Albee  

overcame the f iascos and moved onto (auto)biographical  plays.  

   Something Cloudy,  Something Clear i s  the  most  

autobiographical  play  Wil l iams ever  wrote.  August ,  a  st i l l  

unsuccessful  young wri ter,  serves as  Wil l iams ’ a lter  ego .  Other 

characters  except  for  Clare  are  al l  adopted from Wil l iams ’ real  

l i fe .  Set  in both 1940 and 1980,  the  t ime f low in this  play  i s  

not  l inear  and f loats around as August  looks  back at  his  past .  

By taking the parade metaphor  August  uses  into consideration,  

we see how he  wanted to  ful f i l l  both his  sexual  desire and love-

seeking heart .  This play i s  a  memoir in which Wil l iams 

crystal l i zes his  past  experiences.  

   Three  Tal l  Women more  o f  a  biographical  play  o f  Albee ’s  

adopt ive mother  Frances  than an autobiographical  play.  

Though the  mother and the son did  not  get  along ,  Albee  did  

not  intend to  wri te  this  play as a  revenge.  Nevertheless,  he 

breaks his  adoptive mother  into three  di f ferent female 

characters ,  A,  B,  and C.  Dif ferent in age,  the three denies each 

other,  showing Albee ’s  dismantl ing o f  Frances.  Sti l l ,  as  we 

read closely,  i t  becomes clear  that  Albee  has depicted Frances ’ 

whole  l i fe  including both her  good and bad experiences.   

   Wil l iams and Albee  both reached a  point  where  they can 

think and write  about real i ty  as something to  reconci le  wi th.  

They have made themselves into someone who can embrace  

their  past ,  present ,  and perhaps the future by continuing  to  

face real i ty  in  their  careers.  



Embracing Real i ty :  Struggles  o f  Sel f  in  the  Plays o f  
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Int roduct ion:  Fac ing and  Depict ing  Rea l i ty  
 

Al though  thei r  popular  and  success fu l  years  do  not  over lap,  
Tennessee  Wi l l i ams  (1922–1983)  and  Edward  Albee  (1928–2016) 
do  cur ious ly  share  severa l  o ther  aspects .  Fir s t ,  l e t  us  t ake  a  look  
at  the ir  persona l  h is tory . 1  

Both  p laywr ights  su f fered  int ra fami l ia l  t roub le  ever  s ince 
thei r  chi ldhood.  Born in  Columbus ,  Miss is s ippi ,  Wi l l iams  grew 
up in  a  peacefu l  Southern  town where  h i s  grandfather  served  as  
a  rector .  Due to  Wi l l i ams ’  father ’ s  job  a t  a  shoe company ,  the  
fami ly  had  to  l eave  h i s  grandparents  and  move  to  S t .  Louis .  The 
t roub les  s tarted then.  The new,  noisy  env ironment  shat tered 
Wil l i ams ’  and  hi s  s i s ter  Rose’s  de l i ca te  menta l  s tate .  The i r  father  
was  a l coho l i c  and v io lent ,  and both  parents  were  hos t i le  toward  
each other .  In  1943,  a fter  su f fer ing from menta l  i l lness  and  
misunderstanding  o f  her  s ta te  by  her  parents ,  especia l ly  her  
fa ther ,  Rose was  forced to  undergo a  lobotomy.  Wi l l i ams ,  away  
from home at  that  t ime,  was  not  ab le  to  save  her .   

Compared  to  Wi l l iams ’  l i fe ,  A lbee ’s  began quite  di f ferent ly .  
Right  a fter  he  was  born ,  h i s  mother  gave  h im away to  an 
orphanage ,  and  the wea l thy  couple  of  Reed  and Frances  A lbee  
adopted  h im as  their  on ly  chi ld .  I t  was  through  hi s  grandfather ,  
one  o f  the  co- founders  o f  a  vaudev i l le  theater  cha in  throughout  
the  U.S . ,  that  A lbee  f i rs t  s tepped into  the  wor ld  o f  drama and at  
an  ear ly  age .  What  he  l acked  was  the love  and  a f fect ion  a  chi ld 
so  young may  wish  for .  His  father  d id  not  care  about  h im,  and  his  
mother  was  so  dominat ing that  they  never  had  a  t ru ly  good 
re lat ionsh ip .  

Despi te  the ir  di f ferent  c i rcumstances ,  both  Wi l l iams  and 
Albee  ev ident ly  shared unpleasant  chi ldhoods .  But  they  made 
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thei r  b i t ter  exper iences  into  thei r  muses  and  channe led them into  
thei r  a r t .  S ince  thei r  in tra fami l ia l  s t ruggles  inspired  most  o f  
thei r  work ,  i t  i s  not  surpr is ing  that  many  o f  the ir  characters  
resemble  the ir  fami ly  members .  A lbee ’s  American  Dream is  
“f i l l ed with  re ferences  to  scenes  f rom Albee ’s  l i fe”  (Gussow 140–
1).  For  Albee ,  h is  adopt ive  mother ,  Frances  A lbee ,  was  a  (most ly  
unp leasant)  muse .  Though many di s t ressed women appear  in  h i s  
p lays ,  i t  i s  not  surpr i s ing that  they  a l l  somewhat  resemble  
Frances .  In  fact ,  Three  Tal l  Women,  which I  wi l l  d i scuss  in  
chapter  three ,  i s  actual ly  a  p lay  about  Frances ’  l i fe .  

Though  Wil l iams was  more  autob iographica l  in  h is  work  than 
Albee— he once sa id,  famously ,  “Blanche i s  me”— he a lso  has  a  
muse f rom hi s  fami ly  who appears  in  many o f  h i s  p lays :  Rose .  
Even i f  we  look  beyond The Glass  Menager ie ,  in  which  Laura  i s  
obvious ly  insp ired  by  Rose ,  h is  o ther  p lays  a l so  have  menta l ly  
unstab le  female  characters  who share  some resemblances  with  
Rose.  The Two-Character  Play ,  which I  wi l l  d i scuss  in  chapter  2 ,  
focuses  on a  d is t ressed  bro ther  and s is ter  who  f ind themselves  in  
a  desperate  s i tuat ion  they  are  incapable  o f  escaping.  The  s i s ter  
Clare  i s  eas i ly  upset  and  seems  to  have  been  in  a  sani tar ium 
before .  Thus ,  ev ident ly ,  that  Wi l l i ams  and Albee  drew some o f  
thei r  characters  f rom the  women in  their  fami l ies  i s  another  
feature  they  share .  

Another  aspect  they  have  in  common,  as  anyone who 
spec ia l i zes  in  American Drama would  know,  i s  that  they  were  
homosexual ,  wh ich was  a l so  another  reason they  cou ld not  get  
a long with  thei r  fami l i es .  For  be ing  so  phys ica l ly  and  menta l ly  
weak ,  Wil l iams’  f a ther  cas t iga ted him,  ca l l ing h im a  s i s sy  or  
“Miss  Nancy”  (“Chronology”  1010).  A lbee ’s  mother  cut  h im out  
of  her  grand wi l l ,  a  fact  he  on ly  rea l i zed  a f ter  her  death ,  the  
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reason  for  which ,  i t  i s  sa id ,  was  her  inabi l i t y  to  accept  h is  
sexual i ty .  However ,  whi le  they  were  both  homosexual ,  s ince  they  
belonged to  di f ferent  per iods  in  h is tory ,  they  di f fered  in  the way 
they  accepted and revea led the ir  sexual i ty .  Unt i l  Wil l iams ’  
Memoirs  came out  in  1975,  Wi l l i ams was  a  c loseted gay .  A lbee ,  
who  belonged  to  a  new era ,  was  more open.  What  i s  cur ious  about  
these  facts  i s  that  whi le  Wi l l i ams  chal lenged  the  audience  with  
h is  homosexual  characters  (as  we  wi l l  see  in  chapter  1) ,  Albee  
se ldom dea l t  wi th  homosexua l i ty  in  h is  p lays— though he did 
come out  as  gay ,  that  did  not  mean he was  a  queer  p laywr ight  and  
instead stuck  to  the  subject  o f  dysfunct iona l  fami l i es .  Whi le  
Wi l l i ams a l so  did wr i te  about  fami l i es ,  he  was  more  incl ined  to  
wr i te  about  people  who were margina l i zed  due  to  their  menta l  
instabi l i ty  or  i l lnesses .  Both  p laywrights  thus  focused on what  
t roub led  them most  in  thei r  l ives .  

Both  Wi l l i ams  and Albee  were  unable  to  t rust  thei r  parents  
and  denied  thei r  love  and  at tent ion ,  so  they  must  have  been 
confronted by  that  fami l i ar  exi stent ia l  quest ion:  “Who am I?”  
This  thes i s  a ims  to  di scuss  the  rea l i ty  o f  the  two playwr ights  that  
so  t roubled  them,  the rea l i ty  with  which ,  in  the end,  they  
reconci led .  

S ince  rea l i ty  can  be  def ined  in  a  mul t i tude  o f  ways ,  i t  i s  
important  to  di scuss  how i t  i s  used  in  th i s  thes is .  To begin  from 
def in i t ion ,  rea l i ty  i s  their  se lves .  This  app l ies  to  both  the 
characters  in  the p lays  and the p laywrights  who created  them. To  
be more preci se ,  by  rea l i t y ,  I  mean the ir  se lves  which,  despi te  
thei r  wi l l  to  do  so ,  they  cannot  change .  Many  o f  the ir  characters  
are  thrown into  s i tuat ions  where  they  become margina l i zed  or  
cannot  fu l f i l l  the i r  wi sh .  The conf l i ct  between who they  actual ly  
are  and  who they  should/want  to  be  i s  a  conf l i ct  that  i s  fea tured 
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in  severa l  o f  Wi l l i ams and Albee ’s  p lays .  This  thes is  s tudies  s i x  
p lays ,  three  from each  p laywright ,  and l ines  them up  in  
chronologica l  order .  In  three  chapters ,  I  wi l l  examine  how 
Wi l l i ams  and Albee  tack led  the exi s tent ia l  quest ion they  were  
confronted with .  

In  chapter  1 ,  I  wi l l  d iscuss  Wil l i am’s  A Streetcar  Named 
Desi re  (1947) and Albee ’s  Who’s  Afra id  o f  Virg inia  Wool f?  
(1962) .  Al though these  two plays  are  apart  in  the sense  o f  the ir  
product ion years ,  they  were  both  wri t ten when their  wr i ters  were  
in  thei r  mid-30s .  Both  p lay s  enjoyed Broadway  success  and are  
renowned as  one o f  their  major  works .  Both  p lays  have  characters ,  
predominant ly  female  characters ,  who do  not  f i t  in to  what  soc ie ty  
cons iders  idea l .  As  dev iators ,  they  t ry  to  escape  rea l i t y  by  us ing  
thei r  imaginat ion  and cra ft ing i l lus ions  or  f i c t ions  that  wi l l  
accommodate  thei r  des i red  se lves .  

In  chapter  2 ,  I  wi l l  focus  on  two  plays  that ,  co incident ly ,  
ended wi th  only  12  per formances:  Wi l l i ams ’  The  Two-Character  
Play  (1975) and Albee ’ s  The Lady from Dubuque (1980) .  They 
were  apparent  fa i lures ,  but  the  authors ’  s t ruggles  in  cra ft ing  
these  p lays  are  wor thwhi le  to  cons ider .  To a  certa in extent ,  
d i scuss ing  these  p lays  demand a  detour  into  the  idea  o f  
metawr i t ing .  When they  were  working on these  p lays ,  Wi l l iams 
and Albee  were  in  a  di f f i cu l t  per iod  in  the ir  careers  and personal  
l ives .  S imi lar ly ,  the  characters  in  both  p lays  s t ruggle  against  
thei r  envi ronment  and at tempt  to  f ind  or  choose  a l ternat ive  
s i tuat ions  that  a l ign wi th  the ir  needs  and des ires .  S ince these  two  
plays  were  wr i t ten  severa l  years  a f ter  the  s tart  o f  the i r  careers ,  
a t  a  t ime  when they  were  mired  in  a  per iod  o f  di f f i cu l ty ,  analyz ing 
these  p lays  revea l s  the  surv iva l  s t rateg ies  Wi l l iams  and Albee 
employed  to  dea l  wi th  the ir  t roubles .  
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In  chapter  3 ,  the  di scuss ion  wi l l  proceed  to  the  late  p lays :  
Wil l i ams ’  Someth ing  Cloudy ,  Something  Clear  (1981)— one o f  
h is  most  autobiographica l  p lays ,  wi th  a lmost  a l l  the  characters ,  
except  one ,  drawn f rom h is  l i fe— and Albee’s  Three Tal l  Women 
(1991) ,  which ,  despi te  i t s  autob iographica l  features ,  i s  ra ther  a  
b iograph ica l  p lay  about  Frances .  In  the  two  plays ,  we  can  see  how 
Wi l l i ams and Albee f ina l l y  embraced  the  s i tuat ions  they  were  put  
in  and  how they  managed to  surv ive  there— in o ther  words ,  their  
“rea l i ty”— throughout  thei r  l ives .  

When I  say  “embraced,”  I  mean that  they  accepted themse lves ,  
including  thei r  f l aws ,  fa i lures ,  and  re ject ions .  But  i t  does  not  
mean that  they  compromised— they did not  give  up on themselves  
or  the ir  surroundings .  Instead ,  they  managed to  make thei r  se lves  
into  people  (or  maybe  we  can  a lmost  say  characters)  who surv ived 
thei r  rea l i t i es .  In  other  words ,  Wi l l i ams and Albee created their  
rea l i t i es ,  thei r  t rue  se lves ,  into  something  unchangeable  but  
acceptab le .  Here ,  “acceptable”  does  not  mean  behaving  l i ke  
Blanche  or  Martha  and indulg ing  themselves  in  i l lu s ions .  Instead ,  
i t  means  that  they  reconci led  with  a l l  the ir  t roubles ,  prob lems ,  
f l aws ,  and  fa i lu res ;  that  they  came face  to  face  with  what  
di s turbed them,  accepted them as  part  o f  thei r  se lves ,  and 
t rans formed them into  art .   

To embrace rea l i ty  i s  not  easy .  Even  for  these  two grand 
playwrights ,  i t  took  a  l i fe t ime.  In  th i s  thes i s ,  I  hope  to  i l lu strate  
how they  s t ruggled  with  thei r  se lves ,  how these  s t ruggles  
mani fes t  in  the ir  p lays ,  and  how they  f ina l ly  overcame them and 
embraced  the rea l i ty  o f  themselves .   
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Chapter  1  
Rea l i ty  and  I l lus ion in  the  Ear ly  Successes  

 
Int roduct ion  

 
   Tennessee  Wi l l iams and Edward  A lbee  both  rose  to  s tardom 
as  p laywr ights  ear ly  in  thei r  careers .  The two  p lays  d i scussed  in  
th is  chapter  a re  among the ir  most  important  works .   
   On Broadway ,  success  means  audience  acceptance .  Nei ther  
Wi l l i ams  nor  Albee was  obsessed wi th  commercia l  success ,  but  
thei r  works  were  we lcomed by  the audience .  The two  p lays  
di scussed  in  th is  chapter  deal  wi th  norm consciousness .  Al though 
both  p lays  have  characters  who  deviate  f rom the norm,  the  
audience  loved  these  characters .  This  i s  because  their  dev ia t ion 
and the  ending  they  meet  did  not  harm or  threaten  what  most  
people  be l i eve  should  be the norm.  B lanche  in  A  St reetcar  Named 
Desi re  i s  a  sexua l  dev iant ,  but  a t  the  end  o f  the  p lay ,  she  i s  
t rapped in  her  wor ld  o f  magic .  Martha in  Who’s  Afraid of  Virg inia  
Wool f?  knows  that  an  “ idea l”  fami ly  needs  chi ldren ,  but  she  i s  
not  b lessed with  any .  At  the  end  of  the  p lay ,  she  loses  the 
imaginary  son  she  and her  husband,  George ,  c reated ,  and i s  le f t  
to  face  rea l i ty  defenseless .   

This  chapter  di scusses  how these  characters  are  to rmented by  
rea l i ty  and how they  erect  i l lus ions  to  res i s t  i t .  The  d iscuss ion  
wi l l  proceed  with  how the p laywrights  incorporate  the  rea l i ty  o f  
the  deviants  into  thei r  works  to  create  characters .  

 
1  The  Final  Dest inat ion o f  A  Streetcar  Named Desire :   

Magic  and the  Des ire  o f  B lanche as  a  “Sexua l  Deviator”  
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   In  A  St reetcar  Named Desi re ,  a s  in  other  Wi l l iams ’  
masterp ieces ,  there  i s  a  deceased  homosexua l  who  does  not  
appear  on  stage :  B lanche ’s  la te  husband,  A l l an  Grey .  As a  
beaut i fu l  poet ,  he  shares  a  s imi la r i ty  with  Sebast ian  Venable  of  
Suddenly  Last  Summer.  Al l an ,  who  commits  su ic ide  a f ter  Blanche  
re ject s  h im ,  a l so  shares  some s imi la r i t i es  wi th  Skipper  from Cat  
on  a  Hot  Tin  Roof  ,  who ,  a f ter  be ing  re jected  by  h is  best  f r i end,  
Brick ,  chooses  to  die .  Al though  Wil l iams h imsel f  s tated  that  he  
did not  fee l  the  need  to  make  homosexua l i ty  a  theme in h is  p lays  
(Spoto  319) ,  inv i s ib le  queer  characters  are  neverthe less  present  
in  h i s  ear ly  works .  
   What  di s t ingu i shes  Al lan f rom Skipper  or  Sebast ian  i s  that  
the  lat ter  two  characters  have  prominent  ro les .  A l l an  i s  bare ly  
there  in  the  p lay ,  and  the  f i lm vers ion  does  not  even  address  h i s  
homosexual i ty .  He i s  inv is ib le  and  bare ly  ment ioned,  and  hi s  
homosexual  e lement  i s  inconsp icuous ,  which  makes  i t  d i f f i cu l t  
for  the  audience  to  regi ster  h i s  importance to  the  p lay .  
   S treetcar  seems  much more  l ike  the story  o f  Blanche ’s  
downfal l ,  and reading c lose ly ,  i t  can be sa id  that  i t  i s ,  rather  than  
a  queer  p lay ,  an extremely  heterosexua l  p iece .  When Blanche 
appears  on s tage for  the  f i rs t  t ime,  she behaves  as  a  Southern  
bel le ,  symbol i zed  by  her  a l l -white  costume,  but  th i s  image  i s  
contradicted  by  her  debauchery ,  which  i s  revealed  l ater  in  the  
p lay .  This  contrad ict ion between what  i s  idea l  and  what  i s  rea l  
gradua l ly  dr ives  her  to  a  menta l  breakdown.  As  the  p lay  
progresses ,  i t  becomes  c lear  that  B lanche ,  be fore  she  arr ives  in  
New Or leans  to  v i s i t  Ste l la ,  had physica l  re la t ions  wi th  severa l  
men night  a f ter  n ight .  I t  i s  thus  not  surpr i s ing that  the  “des i re”  
ment ioned in  the  p lay ’s  t i t l e  seems  to  have  taken  over  B lanche.  
   However ,  we  must  not  forget  that  Blanche ’s  downfa l l  beg ins  



8 
 

wi th  the death  o f  A l l an,  a  homosexua l  character .  When we 
interpret  Blanche ’s  des i re  through Al lan ’s  ex istence ,  we can see  
her  heartbreak ing  psycho logica l  des i re  for  fantasy ,  which  cannot  
be  expla ined  by  physica l  o r  sexual  des i re  a lone .  In  th i s  sect ion ,  I  
wi l l  dec ipher  how Wi l l i ams weaves  homosexua l  des i re  into  
Streetcar  through Blanche ,  who  i s  bo th  heterosexual  and 
“sexual ly  dev iant .”  
 

1 .1  Repet i t ion o f  A l l an ’s  Su icide :   
The Varsouviana  Polka  and Despa ir  

 
   Fi rs t ,  I  wi l l  analyze  Allan ’s  suic ide .  In  the  s i xth  act ,  she  te l l s  
Mitch  that  a fter  she f inds  out  about  A l lan ’s  homosexual i ty ,  she  
impuls ive ly  accuses  h im by  te l l ing  h im,  “ I  saw!  I  know!  You  
disgust  me… ” (Streetcar  528)  on  a  dance  f loor .  Al l an  runs  
outs ide and  shoots  h i s  head  o f f  wi th  a  revo lver .   
   For  Blanche ,  A l lan  i s  not  just  any  husband but ,  accord ing  to 
Ste l l a ,  a  boy  she a lmost  worsh ipped and adored  (St reetcar  533).  
As Al lan ’s  wi fe ,  Blanche  probably  never  suspected  that  her  
husband might  be  a  homosexual .  However ,  though i t  i s  not  c lear ly  
expla ined,  Blanche seems to  have  witnessed  a  d is t ress ing scene 
of  h i s  in f idel i ty .  
 

BLANCHE: [… ] Then I  found out .  In  the  wors t  o f  a l l  
poss ib le  ways .  By coming suddenly  into  a  room that  I  
thought  was  empty— which  wasn’ t  empty ,  but  had two  
people  in  i t… the  boy  I  had  marr ied  and  an  o lder  man  
who  had  been hi s  fr iends  for  years .  (St reetcar  527)  

 
As  a  Southern  bel l e ,  Blanche must  not  have  been ab le  to  reconci le  
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wi th  Allan’s  homosexual i ty .  Blanche ’s  th inking ,  as  El i a  Kazan 
interpret s  i t ,  i s  condit ioned by  the t radi t ional  Southern idea  that  
women have to  obey  men and be  protected  by  them (Murphy,  
Wi l l i ams  and Kazan  35) .  Men,  whi le  hav ing  more  freedom,  are  
a lso  ob l igated  to  ensure  the sa fe ty  of  the ir  wives  and  fami l ies .  
This  i s  a  typ ica l ly  heterosexual  and  pat r ia rchal  way  of  th inking.  
Senata  Karo l ina  Bauer-Brisk i  descr ibes  Blanche ’s  l i fe  as  fo l lows:  
 

   A l though her  persona l i ty  i s ,  to  a  cer ta in  extent ,  
respons ib le  fo r  her  catas trophe ,  i t  i s  important  to  bear  
in  mind that  her  exper ience with  Al lan had a  major  
impact  on  the  course  o f  her  future  l i fe .  Had Al lan  been  
heterosexual ,  th ings  wou ld  have  turned  out  di f ferent ly  
and Blanche  might  have  been ab le  to  l ead  a  per fect ly  
normal  and happy  l i fe .  (Bauer-Bri sk i  47)  

 
What  dras t i ca l ly  changes  Blanche ’s  l i fe  i s  Allan’s  homosexual i ty .  
I f  he  were  a  heterosexua l ,  Blanche ’s  l i fe  could  have  been 
per fect ly  normal  and  happy .  In  1949,  at  the  London premiere  o f  
the  p lay ,  owing to  Lord Chamber la in ’ s  censorship ,  A l l an i s  found 
in  the  “empty  room”  w i th ,  ins tead of  an  o lder  man,  an  Afr i can-
American woman (Hooper  74) .  Of  course ,  f inding  her  beloved 
husband having  an a f fa i r  wi th  a  d i f ferent  woman may shock  
Blanche .  Moreover ,  Afr i can  Americans  were  seen  as  servants  for  
Blanche  at  that  t ime,  so  she cou ld  have  interpreted  the a f fa i r  a s  
di sgracefu l  and degrading.  However ,  Blanche  herse l f  i s  not  new 
to  a f fa i rs  and l i a i sons .  
 

BLANCHE (Picking up a  la rge  envelope containing  more  
papers) :  There  are  thousands  o f  papers ,  s t re tching back  
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over  hundreds  o f  years ,  a f fect ing Bel le  Reve as ,  p iece  
by  piece ,  our  improvident  grandfathers  and  fathers  and  
uncles  and  brothers  exchanged the  land  for  their  ep ic  
forn icat ions— to put  i t  p la in ly !  (She  removes  her  
g lasses  with  an  exhausted  l augh .) .  (Streetcar  490)  

 
When Stan ley  asks  Blanche  about  the  loss  o f  Be l le  Reve ,  where  
the  s i s ters  grew up,  B lanche answers  as  above ,  say ing  that  her  
male  ancestors ’  in f ide l i t ies  were  the cause . 1  Cons ider ing that  
Blanche  has  seen  men act  in  that  way,  i f  she  had  seen  Al lan  with 
a  woman,  she  might  not  have been so  cr i t i ca l l y  damaged as  in  the 
or igina l ,  uncensored  p lay .   
   However ,  i t  i s  not  A l l an ’s  homosexual i ty  i t se l f  that  throws 
Blanche into  ut ter  despa ir .  As  I  a l ready ment ioned,  Al lan ’s  
suic ide i s  caused  by  Blanche ’s  cast igat ion .  As  Mark  L i l ly  points  
out ,  the  t ragedy o f  Blanche and Al lan i s  l ike  that  o f  Sk ipper  and  
Brick  in  Cat  on  a  Hot  Tin Roof  (Li l l y  117) .  In  Cat ,  Br ick  res is t s  
his  best  fr i end  Skipper ’s  confess ion  that  he  might  be  a  
homosexual ,  dr iv ing Skipper  to  h i s  a l cohol  and drug  addict ion 
and hi s  se l f -destruct ive  end.  
 

BRICK:  Yes!— I  le ft  out  a  long-distance  ca l l  which  I  had  
from Skipper ,  in  which he made a  drunken confess ion  
to  me and on which I  hang up!— las t  t ime we spoke to  
each  other  in  our  l ives…  

(Muted r ing  s tops  as  someone answers  phone in  a  so f t ,  
indi st inct  vo ice  in  ha l l . )  
B IG DADDY: You  hung up?  
BRICK:  Hung up .  Jesus !  Wel l—  
B IG DADDY:  Anyhow now!— we have  t racked  down the 



11 
 

l ie  wi th  which  you’re  d isgusted and which  you  are  
drink ing  to  k i l l  your  d isgust  wi th ,  Br ick .  You  been 
pass ing  the  buck .  This  disgust  wi th  mendaci ty  i s  
d i sgust  wi th  yourse l f .  

  You!— dug the  grave  o f  your  fr iend  and k icked  him in 
i t !— before  you ’d  face  t ruth  with  h im!  (Cat  951;  
under l ine  mine)  

 
What  i s  noteworthy  about  th is  incident  i s  not  only  that  Br ick ’s  
re ject ion  leads  to  Skipper ’s  death  but  a lso  that  Br ick  h imsel f  
becomes  an  a lcoho l i c  as  a  resu l t .  The  reason  for  Br ick ’s  re ject ion  
can be t raced back  to  the homophobia  preva i l ing in  the publ i c  
mind.  Br ick  judges  h is  bes t  fr iend not  by  what  he  th inks  about  
Skipper  h imse l f  but  instead  by  us ing  soc ie ta l  common sense  and 
then re ject ing  h im as  a  dev iator .  Both  B lanche and Br ick ,  despi te  
the  di f ferences  in  thei r  re lat ionships ,  fe l t  a f fect ion  for  Al l an  and  
Skipper ,  who  they  would  not  have re jected  i f  they  had  seen  them 
as  indiv idual s .  What  prevented  them from doing  so  i s  the  
homophobia  just i f i ed by  a  heterosexual  ideo logy .  To work  
through  his  gui l t  over  le t t ing  h i s  best  fr i end  d ie  th i s  way,  Br ick  
becomes  an a l coho l i c .  
   In Blanche ’s  case ,  having re jected A lan ,  she  cannot  shake o f f  
the  gui l t  o f  k i l l ing  h im,  and  her  l i fe ,  haunted by  A l lan ’s  death ,  
begins  to  fa l l  apar t .  When Al lan  commit ted  suic ide ,  Varsouv iana  
Polka  was  p lay ing on the  dance f loor ,  and  s ince  B lanche did  not  
direct ly  see  the  scene  o f  the  su ic ide ,  her  memory  o f  the  incident  
i s  o f  the  polka  and the gunshot  that  interrupted  i t .  Al though a  
deta i l ed exp lanat ion o f  th i s  event  does  not  appear  unt i l  scene s i x ,  
the  polka  i s  a l ready p lay ing  a t  the  end  o f  scene  one ,  which  shows  
how Blanche  i s  constant ly  haunted by  th i s  incident .  When Stan ley  
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asks  her  what  happened to  her  deceased  husband,  Blanche ’s  
react ion makes  the audience aware of  how much th i s  t ragedy has  
af fected  her .  
 

STANLEY:  [… ] You were  marr ied once ,  weren’t  you?  
(The music  o f  the  polka  r i ses  up ,  fa int  in  the  di s tance.)  

BLANCHE:  Yes .  When I  was  qui te  young.  
STANLEY:  What  happened?  
BLANCHE:  The  boy— the  boy  died .  (She  s inks  back  

down.)  I ’m a fra id  I ’m— going to  be  s ick !  
(Her  head  fa l l s  on  her  arms .) .  (St reetcar  482)  

 
This  dia logue  appears  at  the  end  o f  scene  one ,  but  the  top ic  i s  
not  carr ied  over  to  the  second.  At  th i s  point ,  the  polka  i s  p layed ,  
and  the audience can  see  how the  topic  o f  her  husband di sturbs  
Blanche .  This  set s  the  s tage  fo r  her  future  behavior  and  her  
explanat ion o f  the  incident  with  A l lan in  scene  s i x .  
   Michael  S .  D.  Hooper  refers  to  the  repeated  po lka  as  fo l lows :  
 

He  [Al lan]  may  be  a  dead  homosexua l ,  out  o f  s ight  to  
the  audience  and  symbol i c  of  a  c loseted  exis tence,  but  
Wi l l i ams  ins is t  on  hi s  cont inu ing  in f luence  through  the 
Varsouv iana ,  the  gunshot  and the  locomotive  that  a l l  
power fu l l y  d isp lace  the moment  with  the memory of  
di sc losure  and  bet raya l .  (Hooper  74)  

 
In  the p lay ,  A l l an ’s  t ragedy occurred more  than  ten  years  ago ,  
but  in  the  intervening  years ,  Blanche  must  have  heard  the  polka  
in  her  head  many  t imes .  In  the  play ’ s  second hal f ,  even  a fter  the  
ident i ty  o f  the  music  has  been revea led ,  the  polka  s t i l l  p lays ,  but  
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i t  i s  p lay ing  dur ing the scenes  that  show Blanche t rapped both  
phys ica l ly  and menta l ly .  Blanche  must  have re l ived Allan ’s  
suic ide,  a  symbol  o f  bet raya l  and  gui l t ,  over  and  over  aga in  
dur ing  these  years ,  and  i t  i s  not  hard  to  imagine  that  she  i s  
menta l ly  t rapped.   
 

1 .2  Fi l l ing  the  Emptiness :  A Means  Named Des ire  
 

   A fter  los ing  Al lan ,  Blanche  i s  tormented by  emptiness .  Ste l l a  
expla ins  to  her  husband,  “ I  th ink  Blanche  didn’t  just  love  h im but  
worshipped the  ground he  wa lked  on!  Adored  him and thought  
him a lmost  too  f ine  to  be  human!”  (Streetcar  533) .  Blanche  loved  
Al lan  so  much she de i f i ed  h im,  and  s imply  los ing  h im would  have  
been  enough  to  throw her  into  despair ,  so  the  gu i l t  o f  being the  
ca ta lys t  fo r  h is  death  weighs  heavi ly  on  her .  
   To  f i l l  the  emptiness  l e f t  in  the  wake  o f  Allan’s  death ,  B lanche  
becomes  physica l l y  invo lved  with  men she  does  not  know.  
 

BLANCHE: [… ] Yes ,  I  had many int imacies  with  
s t rangers .  After  the  death  o f  A l l an— int imacies  with  
s t rangers  was  a l l  I  seemed able  to  f i l l  my empty  heart  
wi th… I think  i t  was  panic ,  just  panic ,  that  drove me  
from one  p lace  to  another ,  hunt ing  for  protect ion— here  
and there ,  in  the most— unl ike ly  p laces— even,  at  l a s t ,  
in  a  seventeen-year-o ld  boy  but— somebody wrote  the  
super intendent  about  i t— “This  woman is  moral ly  unf i t  
for  her  pos i t ion!”  (Streetcar  545-6 ;  under l ines  mine)  

 
I t  i s  important  to  note  that  B lanche ’s  debauchery  begins  
immediate ly  a fter  Al l an ’s  death  and cont inues  unt i l  her  ar r iva l  in  
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New Orleans .  In  o ther  words ,  she  has  a lso  exper ienced  the loss  
of  Bel le  Reve  dur ing that  t ime,  and  the ef fect s  o f  that  lo ss  a re  
a lso  ev ident  in  her  messed-up l i fe .  As  for  why  Blanche goes  from 
one  man to  another ,  i t  i s  necessary  to  consider  the  cases  o f  both  
Al lan  and  Bel le  Reve .  
   First ,  we  wi l l  examine the  loss  of  Be l le  Reve  and  Blanche ’s  
lust fu l  l i fe .  Al though  Blanche  grew up in  an  e legant  upper-c lass  
fami ly ,  the  loss  o f  Bel le  Reve br ings  an end to  the  beaut i fu l  
Southern  l i fe  she  was  accus tomed to .  S igni  Fa lk  descr ibes  
Wil l i ams ’  wr i t ing  of  the  Southern  l ady  as  fo l lows:  
 

   They  are  a l l  ou t  o f  touch  with  the  wor ld  around them,  
and they  l ive  in  wor lds  o f  their  own making:  one o f  so ft  
sent imenta l  dreams  about  their  own charms ,  or  one  
about  thei r  own past  successes  with  men.  In  some cases ,  
because o f  the  conf l ic t  wi th in themselves ,  they  are  
unaware o f  thei r  own unseemly  behavior .  (Falk  71)  

 
I t  seems  to  have  been  important  for  Blanche ,  who  frequent ly  
worr ies  about  her  appearance ,  to  cont inue  to  be  des i red  by  men.  
Youth  and beauty  symbol i ze  the g lory  of  her  happier  days .  In  
addi t ion ,  s ta rt ing with  the death  o f  her  parents ,  people  die  one  
af ter  another  in  Bel le  Reve ,  which  makes  B lanche say ,  “Why,  the  
Grim Reaper  had put  up  hi s  tent  on  our  doorstep! . . .Ste l l a .  Be l le  
Reve was  h i s  headquar ters !”  (Streetcar  480) .The  pervas ive  scent  
of  death  act s  as  a  reminder  o f  ag ing  and decay ,  and  so  i t  might  
have  been  necessary  for  her  to  keep confi rming her  youth  and  
unchanging  charm in order  to  escape the  horror . 2  

   A fter  Be l le  Reve  i s  f ina l l y  mortgaged,  Blanche  l ives  in  a  
second-c lass  hote l ,  the  Hotel  Flamingo ,  fa l l ing  complete ly  out  o f  
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the  upper  c lass  to  which she  was  born ,  l iv ing on  a  meager  
teaching job  sa lary .  Ra ised as  a  Southern  lady,  her  a im was  to  l i ve  
under  the pro tect ion  o f  men.  So ,  hav ing  lost  her  once e legant  
l i festy le ,  she must  have  been desperate  to  f ind someone  to  marry .  
   But  how to  f ind a  proper  man for  marr iage and  secur i ty?  That  
i s  her  problem.  Brenda Murphy ,  not ing Blanche ’s  cont inuing  
obsess ion  with  her  appearance ,  o ffers  the  fo l lowing observat ion  
about  the  re lat ionships  she  forms  wi th  men:  
 

   To  convey  her  bel ie f  that  protect ion  can  only  be  found 
through  men,  and  men can  only  be  acqui red  through  
sexual  at t ract iveness ,  Blanche ’s  near  obsess ion  with  her  
appearance needed to  be obvious  to  the audience.  
(Wi l l i ams  and Kazan  37;  under l ine  mine)  

 
From what  B lanche knows  o f  the  Bel le  Reve men,  the  women they  
want  are  the sexual l y  at t ract ive  ones .  So ,  in  her  haste  to  get  
marr ied ,  and  because  she  wants  to  exhibi t  her  at t ract iveness  and  
have  someone  rescue  her  f rom her  miserable  s i tuat ion ,  she  d ives  
into  re lat ions  with  severa l  men.  This  could  mean that  she was  
t ry ing  to  rebui ld  her  l i fe  us ing  men’s  des i res ,  not  her  own sexual  
des i re .  In  other  words ,  for  B lanche ,  phys ica l  des i re  i s  not  so  much  
a  th ing that  she  has  or  wishes  to  fu l f i l l  but  ra ther  a  means  she  
uses  to  achieve her  other  a ims  which  der ive  from her  heart .  
   She  acts  on  th is  idea  that  men are  at t racted  to  women with  
sexual  at t ract iveness  ever  s ince  she  arr ives  in  New Orleans  and  
set s  her  eyes  on  Mitch .  Blanche  somet imes  appeals  to  her  
sexual i ty  to  ga in  Mitch ’s  at tent ion ,  who respect s  her  more than  
Stanley  and  the  other  men.  In  expla ining Blanche ’s  sexual  des i res ,  
Bauer-Bri sk i  uses  her  interact ions  with  Mitch  as  an  example .  
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Fi rs t ,  on  the  poker  night  when Blanche  f i r s t  meets  Mitch ,  she  
de l iberate ly  changes  her  c lo thes  in  a  p lace  where  her  s i lhouette  
and  sexual  appeal  are  c lear ly  v is ib le  to  the  men.  Fur thermore ,  
when she  inv i tes  Mitch  to  Ste l la  and Stan ley ’s  house,  she  speaks  
to  h im in French ,  o ffer ing di rect  and  seduct ive  words ,  certa in  
that  he  wi l l  not  unders tand them.  Bauer-Bri sk i  thus  be l ieves  that  
Blanche i s  a l so  t ry ing  to  get  into  a  physica l  re lat ionship  with  h im 
(Bauer-Brisk i  55) .  S ince  B lanche ’s  past  lewd l i fe  i s  la ter  revealed  
to  Mi tch ,  and  s ince Blanche re ject s  h im when he  t r ies  to  get  
sexual ly  invo lved  with  her  wi thout  marr iage ,  i t  i s  s t i l l  d i f f icu l t  to  
bel ieve  that  B lanche i s  s imply  approaching Mitch and  other  men 
to  quench her  th i rst  as  an oversexed woman.  With  that  sa id ,  I  
must  agree  that  Blanche  i s ,  wi thout  a  doubt ,  consc ious ly  
emphasiz ing  her  sexua l i ty .  
   On the  other  hand,  Blanche  somet imes  appears  to  Mitch as  a  
chaste  Southern lady ,  mot ivated not  only  because  she s t i l l  w ishes  
to  th ink  o f  herse l f  as  a  pure  lady ,  but  a l so  because she  
understands  that  a  woman’s  va lue  i s  enhanced  by  her  
unwi l l ingness  to  immediate ly  give  into  a  man’s  needs .  
 

BLANCHE: [… ] Mitch— Mitch i s  coming a t  seven.  I  guess  
I  am just  fee l ing  nervous  about  our  re lat ions .  (She  
begins  to  ta lk  rapidly  and breath less ly . )  He hasn ’ t  got ten  
a  th ing but  a  goodnight  k is s ,  that ’s  a l l  I  have  given him,  
Ste l l a .  I  want  h is  respect .  And men don’t  want  anyth ing  
they  get  too  easy .  But  on the other  hand men lose  
interest  quick ly .  Espec ia l ly  when the gi r l  i s  over— thi rty .  
They  th ink  a  gi r l  over  th i r ty  ought  to— the  vulgar  term 
is— “put  out .”  … And I— I ’m not  “put t ing  out .”  Of  course  
he— he  doesn ’ t  know— I  mean I  haven’t  in formed him—
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o f  my rea l  age !  (St reetcar  517;  under l ine  mine)  
 
However ,  Blanche  s t ruggles  to  win  Mitch  over  by  combining  her  
v i rgina l ,  l ady l ike  demeanor  with  her  sexual ly  appea l ing  behavior .  
 Let  us  t ake  another  look  at  why  Blanche  wants  Mitch .  Of  course ,  
as  I  have  a l ready  ment ioned,  the  main reason i s  that  she  needs  a  
marr iage partner  to  s tabi l i ze  her  l i fe ,  but  when we  get  down to  
i t ,  B lanche herse l f  te l l s  us  that  her  t rue des i re  i s  deep  in  her  
heart .  She says  that  “ [she  wants]  to  breathe quiet ly  again!”  
(St reetcar  517)  and  fee ls  that  Mitch  “seemed to  be  gent le— a  
cle ft  in  the  rock  o f  a  wor ld  that  [she]  could  h ide  in!”  (Streetcar  
546) .  She th inks  she can f ind she l ter  and rest  by  marry ing Mitch .  
Marry ing  him wi l l  he lp  her  f ind  an envi ronment  to  ca lm her  
nerves ,  which  have been on  edge for  severa l  years .  Accord ing  to  
Bauer-Bri sk i ,  Blanche i s  not  at t racted to  Mitch  himse l f .  
 

   B lanche nei ther  loves  Mitch  nor  des i res  h im 
phys ica l ly .  She i s  a f ter  the  funct ion he cou ld  take on ,  in  
other  words ,  be  her  husband and take  care  o f  her ,  so  that  
she  wou ld  not  have  to  worry  about  anything  anymore .  
(Bauer-Bri sk i  87)  

 
Phi l ip  C.  Kol in  a lso  h ighl ights  that  Mi tch ’s  mascul ini ty  i s  
incomplete  (Kol in  135–6) .  This  suggest s  why  Blanche ,  though  
she  does  not  love  Mitch ,  s t i l l  wants  h im to  consider  her  sexual ly  
at t ract ive .   
 

1 .3  A  Virg in  with  Desi re :  Obsess ion  with  “Youth”  
 
   For  Blanche ,  the  loss  o f  her  job ,  her  home,  and the  re f inement  
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she  had s ince chi ldhood s ignal  the  co l lapse  o f  her  wor ld ,  a  sure ly  
heavy  burden.  St i l l ,  what  cont inues  to  torment  her  more  than 
anything  i s ,  a s  we  can  see  from the  repeated  Varsouviana  po lka ,  
Allan ’s  death .  From here  on ,  we wi l l  cont inue our  di scuss ion of  
Al l an ’s  death  and  Blanche ’s  debauchery .  
   We have  just  confi rmed that  B lanche  has  physica l  re la t ions  
with  a  number  o f  men and seduces  Mi tch  to  ga in  the f inancia l  
and  emot iona l  s tabi l i ty  that  marr iage  could  br ing.  What  th is  does  
not  exp la in ,  however ,  i s  the  re lat ionsh ip  with  her  17-year-o ld  
s tudent ,  which resu l t s  in  her  d ismissa l .  That  B lanche would  
approach her  s tudent  for  a  she l ter  o r  a  su i table  marr iage par tner  
i s  hard  to  bel ieve .  
   Fur thermore ,  her  approach  to  the young man who comes  to  
co l l ec t  money  for  the  Evening  Star  i s  un l ike ly  to  be  the  resu l t  o f  
her  search for  a  husband.  Though h is  age  and appearance are  not  
descr ibed ,  B lanche ’s  descr ipt ion o f  h im as  a  “chi ld”  suggest s  that  
he i s  a l so  qui te  young.  
   Some,  such as  Murphy ,  s t i l l  cons ider  that  the  idea  o f  
Blanche ’s  access  to  young men who  are  not  capab le  o f  being  her  
spouse  i s  l inked  to  the  intens i ty  of  her  sexual  des i re .  This  
behavior ,  Murphy  highl ights ,  o f fers  the  audience  the  impress ion  
that  she  i s  seducing every  man she  meets  (Wil l iams and Kazan  
42) .  However ,  there  may  be  other  interpreta t ions  as  to  why  she  
i s  so  s t rongly  concerned  with  the  “youth”  o f  the  men she meets .  
   Roxana Stuart  asked Wi l l iams  i f  he  thought  Blanche was  
seeing A l lan  in  the young men.  Wi l l iams denied th i s ,  reply ing  
that  B lanche was  imagin ing  how Al lan  seduced  young men 
(Londré ,  “St reetcar”  58).  The  idea  that  Blanche  has  re la t ionships  
with  severa l  men act s  out  re lat ionships  among gay  men l ike  A l lan  
can  be l inked  to  Wi l l i ams ’  own sexua l  h i s tory ,  the  t ruth  o f  which 
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i s  revealed in  Memoirs .  However ,  when Blanche witnesses  Al l an 
with  an  o lder  man,  she does  not  know whether  he has  had  
re lat ionsh ips  with  men younger  than h imsel f .  Presumably ,  
Blanche  did  not  witness  Al lan ’s  homosexual  encounters  severa l  
t imes ,  and i t  seems unnatura l  that  she would imagine a  
re lat ionsh ip  between her  husband and a  younger  man.  Here ,  I  
would  l ike  to  proceed  with  the  idea  that ,  a s  S tuart  says ,  Blanche  
was seek ing  A l lan ’s  presence  through young men.  
   B lanche  repeated ly  ca l l s  the  man who comes  to  co l l ect  the  
Evening  Star  as  the  “young man”  (St reetcar  518–9) .  
 

BLANCHE:  [… ] Young man!  Young,  young,  young man!  
Has  anyone  ever  to ld  you that  you  look  l ike  a  Pr ince  out  
of  the  Arabian  Nights?  (St reetcar  519)  

 
   That  she  re fers  to  h im as  “young”  sugges ts  that  she i s  c lear ly  
focusing on  hi s  youth.  The  s tage di rect ions  a l so  re fer  to  h im as  
“ the  young man”  (St reetcar  518–20) ,  suggest ing  that  Wi l l iams  
consc ious ly  emphasizes  the  character ’ s  youth.  Furthermore ,  in  
the  d ia logue that  fo l lows ,  B lanche says :  
 

BLANCHE:  [… ] Now run a long,  now,  quick ly !  I t  would  
be  nice  to  keep  you,  but  I ’ve  got  to  be  good— and keep  my  
hands  o f f  chi ldren…  (St reetcar  520)  

 
Blanche i s  aware  that  she pre fers  young men.  This ,  o f  course ,  
leads  to  her  re la t ionship  wi th  her  17-year-o ld  pupi l ,  which  leads  
to  her  dismissa l .  
   Georges -Claude Gui lbert ,  whi le  showing some understanding  
of  the  argument  that  B lanche i s  act ing  l ike  A l l an  and  male  
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homosexual s  and  of  the  exchange  between Stuar t  and  Wi l l i ams  I  
ment ioned ear l ie r ,  takes  another  pos i t ion .  
 

   When she debauched her  pupi l  back  home,  she was  no  
doubt  pursuing  A l lan ’s  youth  through h im.  The  beaut i fu l  
young man co l l ect ing  for  the  Evening  Star  reminds  her  o f  
Allan .  (Gui lbert  109)  

 
Guilbert  in terprets  Blanche ’ s  affa i rs  wi th  young men as  her  
seeking Al lan ,  po int ing  out  that  when Blanche re fers  to  her  
husband,  she rare ly  ca l l s  h im by  h i s  name and never  re fers  to  h im 
as  a  “man.”  Instead ,  she  re fers  to  h im as  “ the  boy”  (Streetcar  
482) or  “young husband”  (Streetcar  490) .  Blanche ,  who was  
s ixteen  when she  marr ied ,  descr ibes  herse l f  as  “a  very  young gi r l”  
(St reetcar  527) ,  so  f rom her  point  of  v iew,  they  were  probab ly  
chi ldren  when they  marr ied . 3  Her  emphas is  on  the youth o f  her  
pupi l  and  the  young man indica tes  that  she  has  Al lan in  mind.  
   In  addi t ion ,  when Blanche ta lks  to  S tanley  about  ast ro logy ,  
she  te l l s  him about  her  s ign ,  Vi rgo .  This  s ign represents  v i rgini ty ,  
so  Stan ley ,  who a l ready knows  her  past ,  l aughs  a t  her .  St i l l ,  she  
says  that  in  her  heart ,  she  has  never  to ld  a  l i e  (St reetcar  546) .  
Guilbert ,  recognizing  that  Wi l l iams ’  intent ions  cannot  be  
confi rmed,  o f fers  the  fo l lowing poss ib i l i ty .  
 

   Why  does  B lanche in  A Streetcar  Named Desi re  (1947)  
constant ly  re fer  to  herse l f  a s  a  maid ,  a  s ing le  woman,  and  
unmarr ied  woman,  when in  fact  she  was  marr ied  to  Al l an  
Grey?  Especia l ly  in  1947,  i t  wou ld  have been so  much  
more convenient ,  respectable ,  and “ in  the  order  o f  th ings”  
to  go  by  the  widow label .  I t  cou ld be  part ly  expla ined  by  
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the  fact  that  she was  marr ied  very  young,  and for  a  very  
shor t  per iod  o f  t ime.  But  could  i t  not  be  because  she  
never  had  sex with  her  husband?  (Gui lbert  90–1;  
under l ines  mine)  
 
   As  I  int imated above ,  i t  i s  poss ib le ,  though  not  
abso lute ly  certa in ,  that  he  never  managed to  make  love  
with  her ,  that  he  was  heterosexua l ly  impotent  (which  
might  par t ly  exp la in why she re fers  to  herse l f  as  a  
maid(en)  rather  than  a  widow,  the  marr iage  hav ing  never  
been consummated.  (Gui lbert  94)  

 
There  are  characters  in  Wi l l i ams ’  works  who ,  despi te  the ir  
homosexual  tendencies ,  have sexual  re lat ions  wi th  women,  such  
as  Br ick  in  Cat .  Wi l l i ams  himsel f  had re lat ionships  wi th  women,  
though very  few,  so  Gui lbert ’ s  idea  cannot  be  confi rmed.  
Nevertheless ,  I  th ink  i t  i s  sa fe  to  assume that  B lanche  and A l lan  
had  no  sex  l i fe  o r ,  i f  any ,  very  l i t t l e .  But  Blanche ’s  pre ference  for  
young men and boys  reveal s  her  des i re  for  A l l an .  That  she  says  
and does  th ings  that  make her  bel i eve  that ,  deep down,  she i s  a  
v i rgin suggest s  that  she  i s  t ry ing to  s top  t ime in  her  heart  so  that  
she  can  stay  in  the pure  young days  when she  was  romant ica l ly  
invo lved with  Al lan .  She  s t i l l  d i rect s  her  innocence to  Al l an ,  the  
only  man she has  ever  loved . 4  The  menta l  repose she t r ies  to  
achieve  by  marry ing  Mitch indicates  that  she  wi l l  be  able  to  spend  
her  t ime th inking about  A l l an without  being bothered by  
anything  e lse .  
 

1 .4  Homosexual i ty  and Death:  Escape to  Elys ian F ie lds  
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   As  she reca l l s  her  memories  o f  Al lan  and  expla ins  them to  
Mitch ,  Blanche  regret s  not  helping him when he asked for  i t .  
 

BLANCHE :  [… ] He came for  me for  help .  I  d idn’t  know 
that .  I  d idn’ t  f ind  out  anything t i l l  a f ter  our  marr iage  
when we ’d  run away and come back  and a l l  I  knew was  
I ’d  fa i l ed h im in some myster ious  way and wasn’t  ab le  to  
give  the  help  he needed but  couldn’t  speak  o f !  He  was  in  
the  quicksands  and  c lutching  at  me— but  I  wasn ’ t  
hold ing him out ,  I  was  s l ipping  in  with  h im!  (Streetca r  
527;  under l ine  mine)  

 
That  A l l an’s  su ic ide  i s  caused by  B lanche ’s  disapproval  o f  h is  
homosexual i ty  suggest s  that  he  was  not  accept ing h is  own sexual  
or ientat ion .  His  sexual i ty  tormented  him,  and he wished to  
escape  the  gui l t  a ssocia ted  with  i t .  L iv ing  in  a  society  where  i t  i s  
cons idered  “normal”  and  “ ideal ”  to  bu i ld  and  protect  a  fami ly  
with  a  wi fe  and ch i ldren as  a  heterosexual ,  he  must  have  not  been  
able  to  over look  h is  “abnormal i ty .”  Gui lber t  be l ieves  that  i t  
would  have  been a lmost  imposs ib le  for  16-year-o ld  Blanche  to  
save  Al lan  anyway ,  and  that  even i f  Blanche  had  not  sa id  anything  
on  the  dance  f loor ,  Al lan  would  have  eventua l l y  committed  
suic ide f rom homophobia  (Gui lbert  96) . 5  

   As  I  have a l ready ment ioned,  there  i s  a  s t rong connect ion  
between homosexual s  and  death  in  Wi l l i ams ’  works ;  moreover ,  
they  e i ther  choose  to  die  or  a re  aware  of  the ir  impending  death .  
Not  only  Al lan but  a lso  Skipper  in  Cat  commits  su ic ide .  In  Las t  
Summer ,  though  Sebast ian  does  not  di rect ly  commit  su ic ide ,  
when the boys  chase  h im on the h i l l ,  he  re fuses  to  go  down and 
runs  up .  He  i s  thus  unab le  to  escape  and  i s  eaten  a l ive  by  the  
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loca l  boys  (Last  Summer 146) .  His  mother ,  Mrs .  Venable ,  says  
that  “nothing was  accidenta l ,  every thing was  p lanned and 
designed  in  Sebast ian ’s  l i fe”  (Last  Summer  102) .  Sebast ian ’s  
unreasonable  choice  that  cost  h im h is  l i fe  can  be  interpreted  as  
an  indirect  but  b izarre  su ic ide  a t tempt .  
   What  does  the death  o f  a  homosexual  mean? Here ,  we  need to  
look  at  the  express ion  that  Al l an was  c l inging to  B lanche .  As  
ment ioned ear l ie r ,  i t  i s  thought  that  Al l an  was  s t ruck  by  the  fear  
of  dev ia t ing  f rom what  was  considered  normal .  That  he  t r ied  to  
c l ing  onto  Blanche ,  who  bel ieved  he  was  heterosexua l  and  loved  
him,  indicates  A l l an ’s  des i re  to  remain  in  a  genera l  heterosexua l  
marr iage and  fami ly .  However ,  when Blanche  i s  unab le  to  save  
h im,  Al lan  chooses  to  k i l l  h imse l f .  Confronted by  the  rea l i ty  that  
he  cannot  adhere  to  the  “normal ,”  he  chooses  to  escape  f rom the  
wor ld  that  wi l l  t reat  h im as  a  dev iate .  In  Wi l l i ams ’  ear ly  works ,  
the  deaths  o f  homosexual s  represent  their  inabi l i t y  to  surv ive  in  
a  society  that  demands  normat iv i ty .  They  are  thus  forced  to  ex i t  
the  s tage .  
   B lanche i s  heterosexua l  and surv ives  unt i l  the  end  o f  the  p lay ,  
but  when we  t race  her  fate ,  i t  can  be  seen  that  she  i s  s lowly  
moving toward a  symbol i c  death ,  just  as  i f  she i s  re l iv ing the 
agony  o f  A l lan ’s  l i fe  and  suic ide .  Here  i s  a  famous  l ine  that  
appears  in  the f i r s t  scene :  
 

BLANCHE [with  fa int ly  hyster i ca l  humor] :  They to ld  me 
to  take  a  s t reetcar  named Desi re ,  and  then t rans fer  to  
one  ca l led  Cemeter ies  and  r ide  s i x  b locks  and  get  o f f  
at— Elys ian Fie lds !  (Streetcar  471)  

 
Rid ing  the  “ st reetcar  named Desi re ,”  Blanche  v i s i t s  S te l l a ’s  home .  
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On the way ,  she t rans fers  to  a  t ra in  ca l led  “Graveyard ,”  and her  
f ina l  des t inat ion i s  “Elys ian F ie lds ,”  which re la tes  to  heaven and 
a  p lace  o f  happiness .  The route  she takes  i s  extremely  symbol i c .  
   Fur thermore ,  she says  the  fo l lowing about  Stan ley  in  scene  
s i x :  
 

BLANCHE:  He hates  me.  Or  why  wou ld  he  insu l t  me?  The  
f i rs t  t ime I  la id  eyes  on h im I  thought  to  mysel f ,  tha t  
man is  my execut ioner !  That  man wi l l  destroy  me,  
unless—  (St reetcar  526;  under l ine  mine)  

 
Later ,  S tanley  rapes  B lanche ,  and  she su f fers  a  menta l  breakdown.  
Blanche comes to  the “grave”  and “Elys ian Fie lds ,”  and  a l though  
she  fee l s  that  she  i s  go ing to  be  executed ,  she does  not  escape  
and,  f ina l l y ,  d ies  a  menta l  death .  The  name Elys ian  F ie lds ,  
Leonard  Quir ino  exp la ins ,  i s  based  on  the Greek  myth  o f  E lys ium.  
 

   Elys ium, the  paradise  o f  the  happy dead for  the  Greek  
poets ,  becomes  in  St reetcar  a  s t reet  which “runs  between 
the  L&N tracks  and  the  r iver .”  [… ] In  myth ,  the  dead  who  
entered the  Elys ian Fie lds  were  made to  dr ink  o f  the  water  
of  the  r iver  Lethe  to  fo rget  a l l  t races  o f  thei r  morta l  past .  
And in Book  VI  o f  the  Aeneid ,  Vergi l  dep icts  Lethe  as  a  
k ind of  watery  purgatory  where  the  dead are  c leansed o f  
a l l  t a int s  o f  memory and  des ire  before  they  can be  
cons idered f i t  for  re incarnat ion .  (Quir ino  32–3)  
 

For  Blanche ,  E lys ian  Fie lds  i s  never  a  comfortable  p lace .  
However ,  a s  Qui r ino  argues ,  Blanche’s  s t rong at tachment  to  
water ,  her  dreams  of  sea  journeys ,  and repeated  bathing  are  based  
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on  the geography  of  the  mythica l  Elys ium and i t s  pur i fy ing  act ion  
(Quir ino  33) .  This  suggest s  the  poss ib i l i ty  that  Blanche ’s  f ina l  
dest inat ion  on the  t ra in i s  a  paradise  a fter  death .  
   In  the f ina l  scene ,  B lanche ta lks  about  her  idea l  death .  
 

BLANCHE:  (The  cathedra l  chimes  are  heard .)  And I ’ l l  be  
buried at  sea  sewn in  a  c lean white  sack  and  dropped  
overboard— at  noon— in the b laze  o f  summer— and into  
an  ocean as  b lue as  (chimes again)  my f i r s t  lover ’ s  eyes !  
(St reetcar  559)  

 
The  sea  she dreams o f  being  thrown into  i s  descr ibed  as  “b lue  as  
the  eyes  o f  her  f i r s t  love ,”  which  i s  probab ly  Al lan .  For  Blanche ,  
the  paradise  a fter  death— in other  words ,  the  ideal  wor ld  where  
she  can forget  her  harsh  rea l i t y— is  s t i l l  a  p lace  where  she can  
stay  with  and  love  Al lan .  
   Why  i s  the  rea l  E lys ian  Fie lds ,  where  Ste l la  and  Stanley  l ived ,  
such an imposs ib le  p lace  for  Blanche to  l ive?  The reason res ides  
in  B lanche’s  another  famous l ine  from the  ninth  scene .  
 

BLANCHE:  I  don’ t  want  rea l i sm.  I  want  magic!  (Mitch 
laughs .)  Yes ,  yes ,  magic !  I  t ry  to  give  that  to  peop le .  I  
misrepresent  th ings  to  them.  I  don’t  t e l l  t ruth ,  I  t e l l  
what  ought  to  be  t ruth .  And i f  that  i s  s in fu l ,  then le t  me  
be  damned for  i t !— Don’t  turn the l ight  on!  (Streetcar  
545)  

 
Blanche l ives  in  a  wor ld  o f  magic ,  a  wor ld  o f  “what  ought  to  be  
t rue”  ra ther  than  rea l i t y .  In  her  magica l  wor ld ,  Blanche  can  
dec ide for  herse l f  what  should be t rue,  and somet imes  i t  
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contradict s  everyone  e l se ’ s  t ru th .  In  the  rea l  wor ld ,  which  i s  
symbol i zed by  Stan ley ,  fact s  and  so l id  th ings  become the 
standard  for  judging  th ings .  I f  i t  i s  s in fu l  to  l i ve  in  a  magica l  
wor ld ,  B lanche c la ims ,  then she does  not  mind going  to  he l l ,  but  
i t  i s  the  va lues  o f  the  rea l  wor ld  that  determine  whether  i t  i s  
s in fu l .  For  t reat ing Blanche l ike  a  matr imonia l  swindler ,  Ste l la  
denounces  Stanley .  
 

STELLA:  You  needn’t  have  been so  crue l  to  someone  
a lone  as  she  i s .  

STANLEY:  Del i ca te  p iece  she  i s .  
STELLA:  She i s .  She  was .  You didn’t  know Blanche as  a  

gi r l .  Nobody ,  nobody ,  was  tender  and  t rus t ing as  she was .  
But  peop le  l ike  you abused  her ,  and  forced  her  to  change .  
(St reetcar  540)  

 
In  her  own way ,  B lanche  t r ies  to  ho ld  onto  her  rea l i ty .  C .  W.  E .  
Bigsby  descr ibes  the  marginal i zed  characters  in  Wi l l i ams ’  works  
as  fo l lows:  
 

   What  others  may see  as  l i es  they  c l ing  to  as  s t ra teg ies  
of  surv iva l ,  but  when the rea l  exer ts  i t s  author i ty  they  
have  only  two  cho ices :  submiss ion ,  a  k ind  o f  martyrdom,  
as  Wi l l iams permi ts  them a  r i tua l  death;  or  insani ty ,  as  
they  l et  go  o f  the  wor ld  which  torments  them, and  myth,  
i l lu s ion  or  the  l i e  subsumes  them complete ly .  (Bigsby  66–
7)  

 
After  her  surv iva l  s t rategy  fa i l s ,  Blanche ,  t rue  to  her  own words ,  
exi t s  the  rea l  wor ld  and  enters  the  magica l  one .  What  she  and  the  
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o ther  characters  th ink  o f  Elys ian F ie lds  i s  someth ing ent i re ly  
di f ferent ,  and,  f ina l l y ,  B lanche pursues  Al lan to  Elys ian  F ie lds ,  
the  paradise  created  by  her  fantasy .  
 

1 .5  Blanche  and the Homosexua ls :  The  Fina l  Dest inat ion  
 

In th is  sect ion,  I  f i rs t  focused  on  Blanche ’s  des i res ,  a rgu ing  
that  she uses  phys ica l  or  sexua l  des i res  as  a  means  to  her  ends—
it  i s  actua l l y  her  psychologica l  des i re  she wishes  to  sat i s fy .  
Fur ther ,  I  d iscussed  that  she ,  l ike  Al lan and the other  
homosexual s  in  Wi l l i ams ’  p lays ,  i s  on  a  s low path  to  se l f -
dest ruct ion at  the  end  o f  the  p lay ,  and concluded that  her  f ina l  
dest inat ion  i s  a  magica l  wor ld ,  an E lys ium where  she  can  be  with  
Al lan .  

Wi l l i ams  l ater  came out  pub l i c ly  and,  in  h i s  la ter  works ,  
somet imes  focused  on homosexua l i ty .  However ,  when he was  s t i l l  
wr i t ing  h i s  ear ly  success fu l  p lays  l ike  St reetcar ,  he  d id  not  br ing  
homosexual s  on  stage  and  on ly  re ferred  to  them as  the  a l ready  
dead .  As  i f  to  re l ive  the ir  t ragedy ,  Blanche ,  though  heterosexual ,  
p lays  the  ro le  o f  the  sexual  dev iator  and  f ina l ly  ret i res  to  the  
wor ld  o f  magic .  John M. Clum descr ibes  the  fates  o f  A l l an and 
Blanche  as  fo l lows :  
 

   A  St reetcar  Named Des ire  suggest s  that  those  who 
“aren ’ t  s t ra ight”  must  act  in  o rder  to  surv ive  and  that  
they  must  imaginat ive ly  t rans form a  wor ld  in  which  they  
are  re jected into  a  bearable  p lace .  Al l an  Grey  (and how 
his  gray  name contrasts  w i th  the lur id  co lors  o f  S tanley ’ s  
wor ld)  and Blanche cannot  exi s t  a f ter  they  have  been  
exposed .  Their  wor ld  i s  o f f  the  heterosexual  s tage ,  i f  they  
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are  a l lowed any  wor ld  at  a l l .  (Clum 126)  
 
In  h i s  Memoirs ,  Wi l l i ams  wri tes  about  homosexua ls  coexi st ing  
with  heterosexua ls .  
 

   I  had  the Quixot i c  not ion  that  I  could cont inue  to  
enjoy  a l l  k inds  o f  society ,  the  bohemian  and the  e l i te ,  the  
stra ight  and  the  gay .  I  know many  persons  in  “ the  gay  
wor ld”  who  accompl ish  th i s  t r ick  with  apparent  ease:  
however ,  I  th ink  i t  s t i l l  requires  a  good dea l  o f  hypocr i sy ,  
even now that  soc iety  in  the  Western wor ld  i s  presumed 
to  have  d iscarded  i t s  pre judices .  My fee l ing  i s  that  the  
pre judices  have  s imple  gone  underground.  (Memoirs  204)  

 
Even  in  the  1970s,  when Memoirs  was  pub l i shed,  homosexual s  
needed  to  be  hypocr i t i ca l  to  ex is t  casual l y  wi th  heterosexua ls .  
They  cou ld  not  l i ve  in  the  rea l  wor ld  as  they  were ,  and  they  
managed to  surv ive  by  ly ing  and making  th ings  up .  They  needed 
to  l ive  a  l i e  to  protect  themse lves .  The  wor ld  o f  magic ,  where  
they  cou ld  l ive  and be  t rue  to  themselves ,  was  the ir  E lys ium.  
   B lanche  shows  the  audience her  heterosexual  di sas ter ,  which 
has  to  do  with  her  innumerable  a f fa i r s  wi th  men.  St i l l ,  a s  a  sexual  
dev ia tor ,  she  act s  out  the  des i re  o f  homosexual s  who  f ind  re fuge  
in  death .  B lanche ’s  f ina l  dest inat ion on the  s t reetcar  named 
desi re  i s  E lys ian  Fie lds ,  the  a fter-death  paradi se  where  she  can 
be  with  her  beloved Al lan ,  where  no  one  can  ca l l  her  a  dev iant .  
 

2  Now Without  Shel ter :  Games  and the Exorcism in Who’s  
Afra id  o f  Vi rginia  Wool f?  
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   Who’s  Afra id  o f  Vi rginia  Wool f?  i s  Albee’s  most  famous p lay .  
Martha ,  the  daughter  o f  a  co l l ege pres ident  in  New England,  and  
her  husband George ,  an associate  pro fessor  o f  h i s tory  at  the  
co l l ege ,  inv i te  Nick ,  a  new member  o f  the  b io logy  depar tment ,  
and  hi s  wi fe  Honey to  thei r  home for  a  night  party .  This  three-
act  p lay  has  t i t l es  fo r  each act :  “Fun and Games”  fo r  the  f i r s t ,  
“Warpurgi snacht”  fo r  the  second,  and “The Exorci sm”  fo r  the  
th ird .  As  can  be  guessed  f rom the  t i t l e  o f  the  f i r s t  ac t  and  the  
play ’s  t i t l e ,  a  wordp lay  on  the  chi ldren ’s  song “Who’s  Afra id  of  
the  Big  Bad  Wol f?” ,  there  are  many verbal  games in  th i s  p lay . 6  
However ,  these  games  are  not  “ fun”  but  rather  a lmost -v io lent ,  
and  the  characters  p lay  these  games  by  us ing  each  other  as  
mater ia l  and  hurt ing each o ther .  
   The o lder  couple ,  George and Martha ,  have a  son who wi l l  
celebrate  h i s  21 s t  b i r thday  the  next  day ,  but  he  does  not  appear  
on stage .  This  i s  because  the son the  couple  has  “ ra ised”  together  
i s  imaginary .  When analyz ing the games ,  i t  becomes  c lear  that  
George  and Martha are  terr ib ly  good at  verbal  games ,  that  they  
use  them as  a  means  o f  communicat ion  between them.  For  them,  
thei r  imaginary  son  i s  not  only  an  important  s ign  o f  their  
connect ion  but  a l so  an  important  s ign  o f  the ir  abi l i t y  to  create  
f i ct ion.   
   In  th is  sect ion ,  I  wi l l  ana lyze  the  communicat ion  and 
re lat ionsh ip  between the  two couples  by  focus ing on the four  
games  p layed  at  the  par ty .  They  are ,  in  chronologica l  o rder ,  
“Humi l i ate  the  Host ,”  “Get  the  Guest s ,”  “Hump the  Hostess ,”  
and  “Bringing  up  Baby .”  By  analyzing  the  communicat ional  and  
re lat ionsh ip  prob lems  o f  the  two  couples ,  I  wi l l  consider  the  
ending  o f  the  p lay .  
 



30 
 

2 .1  Humi l i ate  the  Host :  Let  the  Games  Begin  
 
   In  the  second act ,  when George  i s  a lone  with  Nick ,  he  
remini sces  about  h is  youth ,  about  when he went  to  a  bar  with  a  
f i f t een-year-o ld  boy  who mistakenly  ca l led bourbon “b irgin”  and  
caused  the whole  bar  to  erupt  in  laughter .  After  the  n ight  at  the  
bar ,  George says ,  the  boy  got  a  learner ’s  permit  and,  wi th  h is  
fa ther  in  the  passenger  seat ,  t r ied  to  dodge a  porcupine  and  
crashed  into  a  l arge  t ree .  In  the  hosp i ta l ,  when the  boy ,  who  was  
in jured himsel f ,  was  to ld  o f  h is  father ’ s  death ,  he  cou ld not  s top  
laugh ing— he had  a l ready acc identa l ly  murdered hi s  mother  with  
a  shotgun before ,  and now he k i l led both  h is  parents .  He was  put  
in  a  menta l  ward ,  George  says ,  and  has  not  spoken a  word  in  30 
years .  
   Th is  shocking  story  i s  to ld  as  George ’s  companion’s  
exper ience  before  the  game start s ,  but  the  s i tuat ion  changes  
when Martha  comes  back  to  the  men a fter  tak ing care  o f  Honey.  
Despite  George ’s  repeated  at tempts  to  s top her ,  Martha br ings  
up the  s tory  o f  George ’s  ambit ion  to  pub l i sh  a  novel ,  which  was  
thwarted  by  h is  father- in- l aw,  the  co l l ege  pres ident .  Martha ’s  
dia logue i s  de l iberate ly  rhymed,  making her  s tory  sound l ike  
f i ct ion.  
 

MARTHA (Consc ious ly  mak ing  rhymed speech) :  Wel l ,  
Georgie-boy  had  lo ts  o f  b ig  ambit ions/ in  spi te  of  
someth ing funny  in  h i s  past/  [… ] Which Georgie -boy 
turned into  a  novel… /His  f i rs t  at tempt  and a lso  h is  
las t…  

Hey!  I  rhymed!  I  rhymed!  (Wool f  244)  
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Mar tha ’s  word -play  revelat ion  over laps  with  George ’s  s tory ,  and  
Nick  mutters ,  “ (Remembering  something  re lated)  Hey… wait  a  
minute”  (Wool f  246).  At  th is  point ,  the  audience,  l ike  Nick ,  wi l l  
hear  Martha ’s  narrat ive  as  “a  s tory  they  heard  somewhere”  or  “a  
s tory  they  know.”  George ’s  nove l  was  banned by  the  pres ident  o f  
a  conservat ive  co l lege  in  New England from being  publ ished  
because o f  i t s  shocking content  about  parr i c ide .  Martha recreates  
the  conversat ion  George  and her  fa ther  had:  
 

MARTHA: Georgie  sa id… but  Daddy… I mean… ha,  ha ,  ha ,  
ha… but  Si r ,  i t  i sn ’t  a  novel  at  a l l… (Other  vo ice)  Not  a  
novel?  (Mimicking  GEORGE’s  vo ice)  No ,  s i r… it  i sn ’ t  a  
novel  at  a l l…  

[… ] 
No s i r ,  th is  i sn ’t  a  nove l  at  a l l… th is  i s  the  t ru th… this  

rea l l y  happened… TO ME! (Wool f  246)  
 
In other  words ,  Martha ’s  account  of  George’s  novel  (which  i s  
supposed  to  be  f i c t ion)  revea ls  a  rea l  fact  in  the  form of  f i ct ion.  
I t  i s  hard to  bel i eve  that  th i s  i s  a  t rue s tory ,  and even  harder  to  
bel ieve  that  i t  i s  George ’s  own past ,  but  George reacts  
immediate ly  by  v io lent ly  jumping on  Martha  and  t ry ing  to  
su ffocate  her .  A lso ,  the  fact  that  George  h imse l f  to ld  th is  s tory  
before  Martha  and Honey  came back  gives  the  impress ion  that  
th is  s tory  might  be  t rue .  
   I t  i s  not  c lear  whether  th is  parent-ki l l ing boy  i s  George 
himse l f . 7  But  what  i s  more important  i s  that  Martha and  George  
share  the  s tory  o f  th is  boy  and  the  s tory  o f  the  publ i cat ion  o f  the  
novel  and  i t s  ban .  For  the  couple ,  the  f i r s t  game reveal s  that  
f i ct ion i s  not  only  someth ing  to  share  but  a l so  a  weapon to  f ight  
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wi th .  Shar ing  and te l l ing i s  the ir  most  important ,  i f  no t  the  only ,  
means  o f  communicat ion .  They  communicate  with  each  o ther  
da i ly ,  i t  can  be seen,  by  mixing  f i ct ion and v io lent  behavior .  
   Ne i ther  the  s tory  o f  the  boy  nor  the  s tory  o f  the  publ i cat ion 
or  i t s  ban i s  known to  be rea l  or  f i ct ional .  However ,  i t  i s  for  th i s  
reason  that  thei r  thoughts  are  s t rongly  re f lected  in  the  words  
they  speak .  In  the conversa t ion  between George and the  
pres ident  mimicked  by  Martha ,  which  I  quoted  ear l i e r ,  Martha 
ca l l s  the  pres ident  “Daddy”  and  then  “Si r .”  This  may mean more  
than just  that  Martha  mistakenly  ca l led her  father  as  she a lways  
does .  Here ,  let  us  take a  look  at  the  re lat ionship  between Martha ,  
George ,  and Martha ’s  father .  
   Martha has  a l ready los t  her  mother ,  and  because of  th i s ,  she  
has  a  c lose  re lat ionsh ip  with  her  father .  Martha te l l s  us ,  “ I  was  
hostess  fo r  Daddy  and I  took  care  o f  h im… and i t  was… nice .  I t  
was very  n ice”  (Wool f  207)  and  “And I  got  the  idea ,  about  then,  
that  I ’d  marry  into  the  co l lege”  (Wool f  207) .  This  shows that  
Martha  i s  a  member  o f  the  co l l ege  organizat ion  for  her  father .  
Moreover ,  she  chose  to  marry  George  because she  sensed a  
“natura l”  des i re  in  her  father  to  pass  on what  he  created  to  h is  
descendants .  Unfortunate ly ,  Martha says  George  does  not  have  
the  qual i ty  and  i s  unl ike ly  to  r i se  to  the  expectat ions  of  being  a  
future  pres ident ,  which  i s  a  hard  fact  for  George  to  accept ,  fo r  i t  
means  he i s  neg lect ing  the  h igh hopes  o f  h is  b iggest  boss  and  
fa ther- in- law.  In  addi t ion ,  s ince  the  couple  does  not  have  a  rea l  
chi ld ,  Martha ’s  fa ther ’s  p lan  has  come to  noth ing.  In  a  
conservat ive  co l lege town,  the  ideal  fami ly  i s  one  with  parents  
and ch i ldren .  George and  Martha have not  been ab le  to  l ive  up to  
that  idea l  and  are  forced to  spend their  days  creat ing not  on ly  a  
f i ct iona l  son  but  a lso  other  f i ct ions .  
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2 .2  Get  the  Guest s :  The Purpose  o f  the  Games  

 
George ,  humi l ia ted by  Martha  in  the f i r s t  game,  f ights  back  by  
start ing a  second game,  “Get  the  Guest s .”  Whether  or  not  
Martha ’s  s tory  i s  t rue ,  i f  George  was  humi l i ated  by  h i s  wi fe ,  then  
Martha  should be  the  one  he  a t tacks .  Oddly  enough ,  however ,  
George  p lays  the  second game by  te l l ing the  s tory  o f  Nick  and 
Honey  in  an amusing way .  By  th inking  about  the  meaning  o f  
whom George targets ,  we  can understand the  purpose  o f  the  
“ language  games”  in  th i s  p lay .  
   “Get  the  Guest s , ”  l ike  “Humil iate  the  Host ,”  i s  a  s tory  about  
George ’s  second novel .  I t  i s  a  k ind  of  a l l egor ica l  s to ry  in  which  
“Blondie”  and “Mousie”  (Wool f  250) appear .  A l though their  rea l  
names  are  not  used ,  the  two  characters  are  c lear ly  imi tat ions  o f  
Nick  and Honey . 8  Nick immedia te ly  t r ies  to  s top George ,  but  
s ince  Honey  i s  interested ,  George cont inues .  
   The story  i s  about  Mousie ’s  father  and  her  marr iage to  
Blondie ,  about  which  Nick  has  al ready  to ld  George  be fore  thei r  
wives  came back .  Nick  and Honey ,  c lose  together  s ince ch i ldhood,  
dec ide  to  get  marr ied because  o f  her  pregnancy .  However ,  i t  
turns  out  to  be  a  hyster i c  pregnancy.  Honey ’s  father  i s  a  weal thy  
and  re l igious  man,  and  Nick  admits  that  he  marr ied  her  par t ly  fo r  
money.  Honey ,  who i s  l i s ten ing  to  George ’s  narra t ion ,  ini t ia l ly  
has  a  puzzled react ion ,  say ing ,  “This  i s  fami l ia r… ”  (Wool f  250).  
Eventual ly ,  she says  “ I  don’t  l ike  th is  s tory .  I  don’ t  l i ke  th i s  
s tory… ” (Wool f  252) ,  and  when the  s tory  get s  to  her  imaginary  
pregnancy subsiding,  she  te l l s  Nick  di s t raught ly ,  “You… you to ld  
them… ” (Wool f  253) .  
   “Humi l ia te  the  Host”  may  or  may not  be  a  t rue  s tory ,  but  “Get  
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the  Guests”  i s  based  on  a  s tory  that  Nick ,  who  i s  not  fami l ia r  wi th  
language  games ,  to ld  George  beforehand.  Moreover ,  Honey ,  who 
i s  a l so  unfami l i ar  wi th  the games ,  i s  d is t raught ,  so  the  audience 
rea l i zes  that  a  t rue  s tory  i s  to ld  in  a  f i ct iona l  manner  here .  The 
young couple ,  who were  l i s ten ing  to  the  s tor ies  from the  same 
posi t ion as  the  audience ,  now becomes v ict ims o f  the  game.  
Al though the  characters  do  not  interfere  with  the audience ,  and  
the fourth  wal l  i s  mainta ined,  the  audience may fee l  unset t led to  
see  that  the  game,  which they  thought  was  l imited  to  Martha  and 
George ,  al so  extends  to  Nick  and Honey ,  or ,  in  other  words ,  the  
l i s teners .  
   After  Martha  sees  o f f  Nick  and  Honey ,  she  says  to  George ,  
“Very  good,  George .  [… ] I t ’ s  the  most… l i fe  you’ve  shown in  a  
long  t ime”  (Wool f  256)  and  prai ses  h im.  C.  W.  E .  Bigsby ,  
point ing  out  that  A lbee ’s  p lays  a re  character i zed  as  
conversat ional  p lays ,  wr i tes  about  the ro le  o f  language  in  them.  
 

There i s  something stat i c  about  A lbee ’s  p lays .  Who’s  
Afra id  o f  Virginia  Wool f? ,  Tiny  A l i ce ,  A Del icate  Balance ,  
Al l  Over ,  Seascape are  a l l  conversa t ional  p ieces .  There  
are  rare ly  more  than  four  characters  on  s tage .  His  
subject— the subst i tut ion  o f  language for  exper ience— is  
equal ly  h is  theat r i ca l  method.  I t  i s  in  and through  
language  that  h is  characters  must  f ind  whatever  sa lvat ion  
they  can .  Language i s  thrown back  and  forth  as  though  in  
some game.  (Bigsby  133)  

 
In Albee ’s  p lays ,  language  becomes  a  game,  a  subst i tu te  for  
exper ience ,  and  i t  i s  through i t  i s  through  the  exchange  o f  
language  that  the  p lay  moves  fo rward .  This  p lay  i s  a  per fect  
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example  o f  th i s :  the  passage  o f  t ime and the  set t ings  a re  rea l i s t i c ,  
and  no specia l  events  phys ica l ly  occur ,  but  the  events  to ld  in  
words  are  d iverse  and show that  whoever  has  the  most  contro l  
over  l anguage can  dominate  the scene .  The  game o f  exposing each 
other  i s  not  pr imari ly  about  hurt ing  others  but  about  te l l ing the  
s tory  wel l .  That  someone  gets  hurt  i s  only  a  byproduct  o f  the  
s tory ,  and  the  s tory  that  i s  to ld  wel l  enough  to  accompl ish  that  i s  
a  good one .  
 

2 .3  Hump the  Hostess :  Ambit ions ,  Potent ia l ,  and Fai lure  
 
   Unlike  the  other  games ,  “Hump the  Hostess ,”  which  i s  
secondly  re ferenced in  the p lay  a fter  “Humi l i ate  the  Host ,”  i s  not  
a  verba l  game.  I t  i s  a  phys ica l  “game”  in  which  Nick  and  Martha  
engage in  sexua l  intercourse ,  wi thout  the  part i c ipat ion  o f  George ,  
who proposes  i t .  This  i s  the  th ird game Nick  and Martha t ry  to  
play  a fter  “Get  the Guest s”  as  they  leave  the  l iv ing  room at  the  
end o f  the  second act .  After  a l l ,  the  game does  not  “ succeed,”  but  
at  the  beginning  o f  the  th i rd  act ,  Martha  expresses  her  fee l ings  
about  the ir  s i tuat ion .  In  th is  sect ion ,  I  wi l l  d iscuss  Martha ’s  
pos i t ion as  the  pres ident ’ s  daughter ,  her  marr iage to  George ,  and  
Nick ’s  ambi t ion .  
   The hos tess  o f  the  house i s  not  just  any  hos tess  but  Martha ,  
who,  as  a l ready ment ioned,  i s  the  daughter  of  the  pres ident  and  
the  hos tess  o f  the  co l l ege i t se l f .  When Nick  ta lks  to  George  in  
the  second act ,  he  ment ions  how hav ing a f fa i r s  wi th  the  facul ty ’ s  
wives  wi l l  he lp  h im gain  power  and ascend to  the top o f  the  
co l l ege  h ierarchy .  At  th i s  point ,  a l though in  l ine  with  George ’s  
ta lk ,  he  says ,  “And I ’ l l  bet  your  wi fe ’s  the  b igges t  goose in  the 
gangle… gaggle ,  i sn ’t  she… ? Her  fa ther  pres ident ,  and  a l l ”  
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(Wool f  230) .  
   In  th i s  exchange ,  Martha  becomes  the symbol  o f  the  co l l ege  
rather  than a  woman or  a  person.  Of course ,  the  person  Nick  
wants  to  get  c loses t  to  may  be  i s  her  father ,  the  pres ident  h imse l f ,  
but  Martha  i s  seen  as  a  s tep  in  that  d irect ion .  She  i s  mater ia l i zed  
and  considered  only  a  s tep  on Nick ’s  road  to  success .  Anne  
Paolucci  points  out  that  Nick  cannot  understand the  mistak e  
George has  made:  giv ing  up hi s  path  to  success  because  he wanted  
to  wr i te  a  novel .  She  a l so  expla ins  that  Nick  i s  t rapped by  h i s  
ambit ions  fo r  f inancia l  success ,  and  a l though  he i s  marr ied  to  
Honey ,  who i s  wea l thy ,  he  has  a l ready fa i l ed as  a  husband in  that  
he  cannot  empath ize  with  her  fears  and  wishes  (Paolucci  50) .  
Nick  i s  por trayed  as  a  man who seeks  success  in  the sense o f  
s ta tus  and  money ,  who  i s  not  a fra id  to  take advantage  of  others  
to  secure  the  route  necessary  to  ach ieve i t .  
   At  the  beginning  o f  act  three ,  we  learn  that  “Hump the  
Hostess”  has  fa i led .  Nick  b lames the fa i lu re  on  hi s  pro longed  
drink ing,  ins i s t ing  that  he  has  the  potent ia l  (or  that  he  i s  not  
impotent) .  Martha retor ts ,  “ I  wasn ’t  ta lk ing  about  you ’re  
potent ia l ;  I  was  ta lk ing  about  your  goddamn per formance.  [… ] 
Your  potent ia l  i s  f ine .  I t ’s  dandy .  (Wiggle  her  eyebrows)  
Abso lute ly  dandy .  Oh,  but  baby ,  you sure  are  a  f lop”  (Wool f  275) .  
Nick ,  who i s  repeatedly  to ld  that  he  i s  a  “ f lop ,”  says  in  response  
that ,  to  Martha ,  George  and  everyone  are  a  fa i lu re .  However ,  
Martha  s ta tes  that ,  whi le  most  men look  at  her  and  t ry  to  get  her  
and  fa i l ,  George  i s  the  on ly  man who can  sa t i s fy  her .  Pao lucci  
cons iders  George  to  be  the  only  man who  can  sat i s fy  Martha  
sexual ly  (Paolucc i  50) .  A l though th is  poss ib i l i ty  cannot  be  
denied ,  i t  i s  l ike l i er  that  George and Martha are  uni ted in  a  way  
that  i s  more  important  than  sexual  sa t i s fact ion .  Let  us  t ake  a  look  
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a t  the  fo l lowing l ines :  
 

MARTHA:  … George  who  i s  out  somewhere in  the  
dark… .George  who i s  good to  me,  and  whom I  rev i l e ;  
who understands  me,  and  whom I  push of f ;  who can  make  
me laugh ,  and  I  choke  i t  back  in  my  throat ;  who  can  hold  
me,  at  night ,  so  that  i t ’ s  warm, and  whom I  wi l l  b i te  that  
so  there ’s  b lood;  who keeps  learning  the  games  we  p lay  
as  quick ly  as  I  can change the  ru les ;  who  can make  me  
happy  and I  do  not  wi sh  to  be  happy ,  and yes  I  do  wish  
to  be  happy .  George and  Martha:  sad ,  sad ,  sad .  (Wool f  
277;  under l ine  mine)  

 
I  be l ieve  that  Martha  i s  confused  and repul sed  by  the love  
directed toward her ,  ye t  she fee ls  that  George loves  her  as  a  
human be ing.  This  i s  a  b ig  d i f ference  for  her  because  other  men 
s imply  see  her  as  a  s tepping  s tone  on  thei r  roads  to  success .  
George ,  who ca l l s  Martha  “a  dev i l  wi th  l anguage”  (Woolf  166) ,  i s  
her  great  opponent  in  the language games ,  and the games  
themselves ,  which  f i ct ional i ze  what  i s  and what  i s  not ,  have  
somehow become a  means  o f  communicat ion between them.  I t  i s  
a  t estament  to  the ir  s imi la r  l ingui st i c  sk i l l s  that  they  are  able  to  
mainta in  the exi s tence  o f  the ir  imaginary  son  over  a  per iod  o f  
near ly  21  years .  
 

2 .4  Br inging  up  Baby :  The  Exorci sm 
 
   Before  d iscuss ing  the last  game,  “Bringing up  Baby ,”  i t  i s  
necessary  to  cons ider  the  polysemy of  the  game’s  name:  Baby i s ,  
o f  course ,  Martha  and  George ’s  imaginary  son.  The  exi s tence  o f  
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th is  son  i s  a  secret  shared on ly  between the  coup le ,  and  to  revea l  
i t  to  anyone  e l se  i s  to  break  the ru les  o f  the  game.  In  the  f i rs t  
ac t ,  Martha  says ,  “ I  am sorry  I  brought  i t  up”  (Wool f  201)  when 
Honey  ment ions  in  front  o f  everyone  that  Martha  has  to ld  her  
about  the son.  To th is ,  George immediate ly  rep l ies ,  “You brought  
him up”  (Wool f  201;  emphasi s  o r igina l) .  Here ,  we  see  that  th i s  
game has  two  aspect s :  on  the  one  hand,  i t  means  “ra i se  your  son ,”  
but  on the other  hand,  i t  means  “ ta lk ing about  your  son.”  The 
game o f  ra is ing  a  son  i t se l f  does  not  begin  at  the  party— rather ,  
i t  i s  thought  to  be  something  that  the  couple  has  been doing  for  
21 years ,  someth ing that  only  becomes pub l i c  on  the  day  before  
thei r  son ’s  coming o f  age .  The night  of  the  party  i s  the  f i rs t—
and the  l ast— t ime the sub ject  o f  thei r  son  wi l l  be  brought  up .  
This  i s  because  “Bringing  up Baby”  wi l l  t ake  p lace  in  act  three ,  
“The  Exorci sm.”  
   Nick ,  Honey ,  and  the  audience  enter  the  game with  very  l i t t le  
in format ion  about  the  imaginary  son.  A l l  they  know i s  that  the  
next  day ,  a f ter  the  par ty  ends  and  dawn comes ,  i s  h is  21 s t  b i r thday .  
In  the  game,  the  l i s teners  exper ience for  the  f i rs t  t ime through  
Martha ’s  narrat ion the upbringing and growth o f  her  newborn  
son  unt i l  he  comes  o f  age .  B igsby  point s  out  that  the ir  son  i s  a  
l inguis t i ca l l y  constructed  being,  that  the  couple  are  coauthors  
(Bigsby  131).  
   In  an interv iew,  Albee sa id  that  the  f i c t iona l  son  i s  “a  symbol  
and a  weapon they  use  in  every  one  o f  the ir  arguments”  (Flanagan  
n .p .g .) .  Martha  and George ’s  way o f  f ight ing  i s  certa in ly  bas ica l ly  
verbal ,  and  i t  i s  poss ib le  that  the  couple  ta lk  about  the i r  son when 
they  are  a lone . 9  However ,  the  one  ab i l i ty  they  both  have  in  
common i s  the ir  abi l i ty  to  use  words  to  create  f i ct ion .  In  other  
words ,  every  t ime they  ta lk  about  their  son ,  they  must  be  
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cont inuously  rea f f i rming h is  ex is tence as  f i ct ion .  
   However ,  th ings  go  awry  when Martha  te l l s  Honey— who i s  
not  part  o f  the  couple ’ s  game and who,  o f  course ,  th inks  that  he  
i s  a  rea l  being who happens  to  be  absent  from the house— that  
she  has  a  son .  To  a l low the  son,  a  f i ct ional  be ing,  to  enter  rea l i ty  
i s  to  b lur  the  l ine  between rea l i t y  and  f i c t ion .  As  Matthew 
Roudané  notes ,  when Martha t reat s  her  son as  a  rea l  person,  
George rea l i zes  that  the ir  l ives  a re  co l laps ing  into  someth ing 
unrea l .  
 

More than  a  socia l  embarrassment  –  af ter  a l l ,  what ’ s  
so  unusua l  about  ment ioning one ’s  chi ld?  –  Martha’s  
announcing the ir  son ’s  ex is tence  s ignals ,  George rea l i zes ,  
that  the ir  pr ivate  l i fe  has  di s integrated into  an  unrea l  
make-bel ieve  wor ld .  Dis t inct ions  between truth  and  
i l lus ion ,  and  that  re lat ive ly  narrow space  between the  rea l  
and the  imaginary ,  become b lurred ,  not  by  the  cont inual  
drink ing,  but  by  a  psychot ic  re l i ance  on  (when i t ’ s  
convenient ,  a t  l east )  f i ct ion as  t ruth .  (“Marrow”  47)  

 
To break  through  th is  s i tuat ion ,  George re fers  to  the fact  that  
his  son i s  f i ct ional ,  makes  Nick  and  Honey confi rm h is  “ex i s tence”  
by  te l l ing  them about  h im and h is  t ruth ,  and  then  k i l l s  h im to  
break  away f rom the f i ct ion  i t se l f .  
   Martha ,  urged  by  George ,  begins  to  ta lk  about  thei r  son .  The  
stage di rect ions  about  her  speech  say ,  “By ro te ;  a  k ind  of  a lmost -
tear fu l  reci tat ion”  (Wool f  294) and  that  George i s  “prompting”  
(Wool f  294) for  her .  These  d irect ions  indicate  that  the  s tory  i s  
again  a  f i ct ional  narrat ive .  At  th i s  point ,  Nick  and  Honey  have  
not  ye t  ar r ived  a t  the  t ru th  about  the son,  and,  at  f i r s t  g lance ,  i t  



40 
 

sounds  as  i f  Martha  and George are  just  remini scing about  h im .  
However ,  an intui t ive  audience  may  see  through the  ru les  o f  the  
other  games and  rea l i ze  that  the  son  i s  f i ct iona l .  
   Martha ’s  lov ing reminiscences  a re  a  “re ference”  to  her  son ,  a  
process  o f  “ra i s ing”  h im,  just  as  I  have  discussed  the meaning o f  
th is  game.  Never the less ,  a t  the  same t ime,  George  begins  to  
chant  a  requiem in Lat in .  I sn ’t  th i s  scene just  l ike  a  funera l?  
Thei r  imaginary  son appears  on stage  fo r  the  f i r s t  t ime as  a  verbal  
creat ion ,  but  at  the  same t ime,  he  i s  exorcised .  As  Martha ’s  
narrat ive  re fers  to  the i r  son ’s  adolescence ,  there  i s  a  scene  where  
the  coup le  a rgues  about  the  re lat ionship  with  h im,  but  as  Martha 
ends  the  s tory ,  she says ,  “The one l ight  in  a l l  th i s  
hope less… darkness… our  SON” (Woolf  302;  emphas is  or igina l ) ,  
and George f in ishes  h i s  requiem at  the  same t ime.   
   The “darkness”  Martha  re fers  to  here  includes  her  own 
exis tence and  marr ied  l i fe ,  wh ich did not  meet  her  expectat ions ,  
and her  own inabi l i ty  to  honest ly  re turn George ’s  a f fect ion .  She 
dreamed o f  an ideal  fami ly ,  one with  a  lov ing husband and  
chi ldren ,  contr ibut ing  to  the  co l lege ,  and receiv ing  love f rom her  
fa ther .  When she couldn’t  get  what  she  wanted ,  Martha ’s  
f i ct iona l  son was  the one who suppor ted her .  However ,  as  a  resu l t  
o f  re ly ing  on h im too  much ,  the  son begins  to  v io la te  the  
boundary  between f i ct ion  and rea l i t y ,  and  to  s top  h is  invas ion ,  
George  dec ides  to  k i l l  h im in  a  way  that  i s  c lear ly  f i ct ional  ( the  
content  o f  the  accident  i s  a  parody o f  the  f i r s t  game) ,  say ing that  
his  son “crashed into  a  b ig  t ree  whi le  t ry ing to  avoid a  porcupine”  
and  “ate  the te legram repor t ing the  acc ident .”  
   Martha ins i s ts  that  “YOU CAN’T DECIDE THESE THINGS” 
(Wool f  305) ,  but  George  says ,  “ I  can k i l l  h im,  Martha ,  i f  I  want  
to”  (Wool f  307) ,  and  Nick  f ina l l y  understands  the  s i tuat ion .  
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Martha  and George ,  a  couple  unab le  to  have  chi ldren ,  end  thei r  
f i ct ion-making  game by  drawing a  c lear  l ine  between the  
expecta t ions  p laced upon them and the rea l i ty  o f  what  they  have  
(or  have not)  achieved .  They say  goodbye to  the f i ct ion and face  
the  rea l i t y  of  themselves  wi th  the loss  o f  the ir  son ,  both  their  
weapon and re fuge ,  and  thei r  means  o f  communicat ion .   
 

2 .5  Pee l  the  Label :  To  Get  Closer  than  Ever  Before  
 
   At  the  end o f  the  p lay ,  Martha demonstrates  an  uneasy  
at t i tude  and,  as  i f  her  prev ious  e loquence  was  a  l i e ,  can  only  
speak  in  s ingle  words .  She  has  been  re ly ing on f ic t ion ,  and  when 
i t  i s  taken  away f rom her ,  she becomes  f r ightened  and unsure  o f  
herse l f .  
   Before  the  s tory  o f  the  son  i s  to ld ,  Honey  te l l s  George  that  
she  got  drunk  and peeled  the  label  o f f  a  bott le  o f  l iquor .  When 
he hears  th i s ,  he  says  the  fo l lowing:  
 

GEORGE: We a l l  peel  labe ls ,  sweet ie ;  and  when you get  
through  the  sk in ,  a l l  three  layers ,  through  the  muscle ,  
s lo sh  as ide the organs  (An as ide to  NICK) them which i s  
s t i l l  s loshab le ― (Back  to  HONEY) and get  down to  
bone . . .you know what  you do  then? [ . . . ]  When you get  
down to  bone ,  you  haven’ t  got  a l l  the  way ,  ye t .  There ’s  
someth ing ins ide  the bone . . . the  marrow. . .and that ’s  
what  you  gotta  get  at .  (A  s trange  smi le  at  MARTHA) 
(Wool f  291–2;  under l ine  mine)  

 
There  are  a  number  of  layers  on  the  sur face  that  l ead  to  the  
marrow.  They  pro tect  the  marrow from the  outs ide ,  but  they  are  
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a l so  obstac les .  The  same i s  t rue  of  George  and  Martha ’s  t ru e  
fee l ings ,  h idden f rom v iew by  var ious  l ayers .  Having  lost  the  
weapon and shie ld  that  was  thei r  imaginary  son,  they  are  more 
vu lnerab le  than  ever ,  but  at  the  same t ime,  they  are  a lso  c loser  
than ever ,  more  capable  o f  communicat ing and  reveal ing their  
t rue  se lves  with  each  other .  
 

Conc lus ion  
 
   This  chapter  focused on  two major  works  o f  Amer ican Drama,  
A Streetcar  Named Des ire  and  Who’s  Afra id  o f  Vi rgin ia  Wool f? .  
In  both  p lays ,  there  are  characters  ( to  be  prec i se ,  female  
characters)  who  do not  a l ign with  societa l  norms .  They fa i l  to  
achieve  what  i s  expected o f  them. However ,  the  two  p lays  have  
qui te  contrary  endings :  In  St reetcar ,  B lanche ret reat s  into  her  
i l lu s ionary  wor ld ,  but  in  Wool f ,  Mar tha and  George ,  though  
af ra id  and  vu lnerable ,  wa lk  toward  the  rea l  wor ld .  This  may  be  
because Blanche ’s  dev iat ion ,  fo r  i t  i s  sexua l ,  i s  more socia l ly  
detested  compared  to  Martha  and  George ’s  dev iat ion— after  a l l ,  
there  are  many  couples  who cannot  have  ch i ldren .   
   In  the  two  plays ,  the  p laywr ights  express  the ir  concerns:  
Wi l l i ams  dea ls  wi th  homosexua l i ty ,  and  Albee  focuses  on  a  fami ly  
without  a  son .  These  ear ly  p lays  have  a  boundary  between rea l i t y  
and  i l lus ion (magic ,  or  f i ct ion) .  That  boundary  b lurs ,  and  
somet imes the i l lu s ion  v io lates  the  rea l ,  but  we  can see  that  both  
rea l i ty  and i l lus ion are  f ight ing aga inst  each  other .  This  may be 
why these  p lays  were  we l l - received:  the  cont rast  i s  ra ther  easy  to  
understand for  the  audience .  
   However ,  as  Wi l l i ams  and Albee  make  progress  in  thei r  
careers ,  the  way  they  depict  rea l i ty  becomes  d i f ferent  from what  
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we  have  seen  so  far .  In  the  next  chapter ,  we  wi l l  see  rea l i ty  v s .  
rea l i ty ,  the  p laywr ights ’  next  phase .  
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Chapter  2  
Within the  Fiascos  

 
Int roduct ion  

 
   As  we  saw in chapter  1 ,  both  Wi l l i ams and Albee found success  
in  the  ear ly  years  o f  thei r  careers .  Thei r  ear ly  works  depict  
characters  who  are  marginal i zed  and  l ive  outs ide  the societa l  
norm,  characters  whose  rea l i t y  and  t rue  se lves  can t ru ly  exi s t  in  
an i l lusory  or  magica l  wor ld .  In  the end,  the ir  i l lus ion loomed 
large ,  threatening  their  rea l i ty .  These works  are  imbued with  
Wil l i ams  and Albee ’s  awareness  o f  the  problems  in  the ir  personal  
l ives ,  perhaps  because they  themselves  were  peop le  who were  
outs ide of  what  was  considered  the  “normal”  way  o f  l i fe .  
   Chapter  2  takes  us  beyond the  success fu l  years  o f  both  
p laywrights  to  a  t ime  when they  were  s t ruggl ing with  a l coho l i sm 
and drug addict ion .  I  have se lected  Wil l i ams ’  The Two-Character  
Play  and  Albee ’s  The Lady  f rom Dubuque,  both  o f  which  were  
negat ive ly  received by  audience  and  cr i t i cs  a l ike .  Despi te  the ir  
poor  recept ion ,  these  p lays ,  which  were  rewri t ten  many t imes  and  
had  di f ferent  t i t l es ,  were  s igni f i cant  to  their  wr i ters .   

This  chapter  deal s  wi th  two  p lays  in  which  characters  a im to  
rep lace  thei r  rea l  se lves  t rapped in  an  unbearable  s i tuat ion  with  
another  to  somehow surv ive  or  at  l east  make  the current  s i tuat ion  
into  a  happier  one .  The  const ruct ion o f  a  new se l f ,  o r ,  in  other  
words ,  an  a l ternat ive  rea l i t y ,  i s  ev idence  that  one  has  chosen  to  
f ight  the ir  predicaments .  This  re lates  to  how Wil l iams and Albee 
s t ruggled  with  the ir  own f iascos  as  p laywr ights  and  cont inued  to  
work  on  their  p lays .  
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1 .  The  Desi re  to  Surv ive:  Endless  Dramat izat ion  in  Tennessee  
Wil l i ams ’  The Two-Character  P lay  

 
   Desp i te  i t s  poor  rev iews ,  Wi l l i ams  himse l f  descr ibed  The  
Two-Character  P lay  as  comparable  to  h is  masterpieces  l ike  A 
Streetcar  Named Desi re  and Cat  on  a  Hot  Tin Roof .  S ince i t s  f i r s t  
product ion in  the  1960s ,  i t  was  rev ised  and rewri t ten  severa l  
t imes  and  underwent  even  a  temporary  t i t l e  change  to  Out  Cry .  
In  an interv iew on Out  Cry ,  Wi l l iams  expla ined hi s  p lay  as  
fo l lows :  
 

W i l l i ams :  I  th ink  i t ’ s  my best  p lay  s ince  Streetcar  Named 
Desi re  [s i c] .  But  they  (cr i t i cs)  don’t  understand i t ,  but  
they  wi l l  one  day .  

Int . :  What  does  i t  have that  your  other  p lays  do  not?  
What ’s  so  great  about  i t?  

Wi l l i ams :  I t ’s  a  very  persona l  p lay .  I t ’ s  my  own human 
outcry .  The sty le  i s  d i f ferent  too .  (Brown 255;  under l ine  
mine)  

 
To discover  why he ca l led th i s  p lay  “persona l”  and  his  “own 
human outcry ,”  we must  cons ider  the  per iod he  was  working on 
i t :  the  so-ca l l ed  “stoned age .”  In the  1960s ,  Frank  Mer lo ,  
Wil l i ams ’  partner  for  15  years ,  passed  away  a fter  su f fer ing  f rom 
cancer ,  and Wil l i ams was  lost  in  a l coho l  and drugs .  Maureen 
Stapleton descr ibed how Wi l l i ams  was  then.  
 

“He jus t  d idn’t  have  an  armor  for  the  cr i t i c i sm o f fered  
to  h i s  p lays  in  the 1960s ,”  accord ing  to  Maureen 
Stapleton.  “There  was  no  l i fe  fo r  h im but  h is  wr i t ing ,  and  
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when he thought  h is  wr i t ing  was  fa i l ed ,  he  thought  i t  was  
the  beginning  o f  the  end.”  (Spoto  257,  under l ine  mine)  

 
For  Wi l l iams ,  who  began wri t ing as  a  ch i ld ,  l i fe  and wri t ing  were  
inseparab le .  This  i s  re f lected in  The  Two-Character  P lay ,  where  
Fel i ce  i s  a  p laywright/actor  and  Clare  i s  an  actress .  In  addi t ion ,  
the  p lay  i s  set  in  a  theater ,  suggest ing  i t s  nature  as  a  metap lay .  
Lione l  Abe l  de f ines  metaplay  as  a  “necessary  fo rm for  
dramat iz ing characters  who ,  hav ing  fu l l  se l f -consciousness ,  
cannot  but  part i c ipate  in  thei r  own dramat izat ion”  (Abel  78) .  
Fel i ce  and  Clare  are  creat ing  the  p lay-within-a-play ,  which  i s  
a l so  t i t led  “The  Two-Character  Play ,”  which  they  are  act ing out  
at  the  same t ime.  The  Two-Character  Play  can  be  ca l led  a  p lay  
about  a  p lay ,  a  metaplay .  This  work ,  which  dea ls  wi th  p laywr i t ing  
and per forming,  no  doubt  re f lect s  Wi l l i am’s  own thoughts  and  
conf l i c ts  about  p laywr i t ing .  
   Fe l i ce  and  Clare ,  Wi l l iams  exp la ins ,  are  two  s ides  o f  one 
person (Spoto  267),  which  s ignal s  the  idea  that  they  represent  
two  facet s  o f  the  wri ter  h imse l f .  Moreover ,  s ince  Fe l i ce  and  Clare  
are  s ib l ings  so  c lose  to  each  o ther  that  they  are  a lmost  incestuous ,  
and  s ince  they  frequent ly  re fer  to  menta l  hospi ta l s ,  i t  i s  easy  to  
draw para l le l s  between them and Wi l l i ams  and Rose .  
   In  The  Two-Character  Play ,  Fel ice  and Clare  p lay  the ro les  o f  
“Fel i ce”  and  “Clare ,”  the  two  characters  in  the  inner  p lay ,  “The  
Two-Character  Play .”  S ince  the  t i t l e  o f  bo th  the  frame p lay  and 
the  inner  p lay  a re  the  same and the  characters ’  names are  a lso  
the  same,  the  border  between the  f rame play  and  play-wi thin-a-
play  seems to  b lur .  However ,  the  incompleteness  o f  the  onstage 
set  and Clare ’s  repeated request s  fo r  cut s  dur ing  the performance  
ensures  that  “The Two-Character  Play”  i s  a lways  being 
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per formed by  the actor  and actress  Fel i ce  and  Clare  with in the  
framework  of  The Two-Character  Play .  The  s ib l ings  re fer  to  
“gett ing  lost  in  the  p lay”  and  “ to  be confined”  severa l  t imes .  Wi th  
a  focus  on  these  phrases  and  the  re lat ion  between the  frame play  
and  the inner  p lay ,  we  wi l l  examine how the  two  characters  are  
i so lated from the outer  wor ld  both  in  the f rame p lay  and  the  p lay-
within-a-p lay . 1  

 
1 .1  The  Insane  Brother  and  S ister :  A Conf inement  to  “ the  

House”  
 
   The set t ings  for  the  frame play  (which  i s  the  rea l  wor ld  for  
the  actor/playwright  Fe l i ce  and act ress  Clare)  and  the  p lay-
within-a-p lay  are  as  fo l lows:  
 

SYNOPSIS OF SCENES 
Before  and a fter  the  per formance :  an evening in  an  
unspec i f i ed  loca l i t y  
Dur ing the  per formance:  a  nice  a fternoon in  a  deep 
Southern  town ca l led New Bethesda .  (2CP 307)  

 
The f rame play  i s  set  in  an i so lated theater  s i tuated in  some co ld 
and unknown place  far  f rom anywhere .  The other  members  o f  the  
theater  company have  abandoned Fel i ce  and Clare ,  one  reason 
for  which  i s  thei r  wages  that  couldn’t  be  paid  due  to  f inancia l  
d i f f i cu l t i es .  However ,  in  thei r  t e legram to  Fe l i ce ,  they  wri te  
“Your  s i s ter  and  you are— insane!”  (2CP 321;  emphas i s  or ig inal ) .  
This  o f fers  ev idence  that  the  brother  and  s i s ter  a re  in  a  
di s t ress ing  s i tuat ion .  
   A l though the set t ing o f  the  inner  p lay  i s  a  warm summer 



48 
 

a f ternoon,  which i s  d i f ferent  from the s i tuat ion in  the f rame play ,  
the  s ib l ings ’  s i tuat ion  forms a  para l le l  to  the  s i tuat ion in  the 
play-within-a-play :  Fe l i ce  and Clare  in  “The  Two-Character  Play”  
are  a l so  perceived  as  s ib l ings  out  o f  thei r  minds .  Thei r  fa ther ,  an 
ast ro loger ,  shot  h i s  wi fe  and k i l led h imsel f  wi th  the same revo lver .  
After  th is  horr ib le  inc ident ,  Fe l i ce  and  Clare  have become af ra id  
of  how people  see  them and there fore  have  re fused  to  come out  
of  the  house .  
   As I  ment ioned  a l ready ,  “being  confined”  i s  a  key  e lement  o f  
The  Two-Character  Play .  Fel i ce  and  Clare  ta lk  repeatedly  about  
being  locked  up  in  the c losed  wards  o f  an  asy lum in  the  p lay-
within-a-p lay .  Jus t  be fore  the  f i rs t  act  ends ,  when Fe l i ce  says  the  
word “conf ined,”  Clare  reacts  v io lent ly  and  ins is t s  that  the  word 
i s  fo rb idden.  In  rea l i ty ,  though ,  the  brother  and  s is ter  o f  “The  
Two-Character  Play”  are  pract i ca l l y  impr isoned in  the house  
where the  p lay  i s  set .  
 

   The characters  in  the inner  p lay  are  confined in  their  
fami ly  home,  just  as  the  actors  Fel i ce  and Clare  a re  
confined  in  the  theater .  The  characters  in  the  inner  p lay  
are  i so lated f rom the community  in  which they  l ive ,  part ly  
because  o f  thei r  eccentr i c  behavior ,  but  pr imar i ly  because  
thei r  father ,  who was  menta l ly  d is turbed,  k i l l ed  h i s  wi fe  
and  himse l f  and  le ft  h is  ch i ldren  to  bear  the  burden o f  h is  
act .  (O’Conner  93)  

 
As  Jacquel ine  O’Conner  ment ions  in  her  book ,  Wi l l i ams  wrote  
about  peop le  who exper ience or  witness  someth ing horr ib le ,  
people  who  end up cons idered  insane  and grow i so lated f rom 
others .  A typica l  example  o f  th i s  pat tern i s  Cathar ine in  Suddenly  
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Last  Summer ,  who ta lks  about  her  cousin Sebast ian ’s  
cannibal i s t i c  death.  The  more she ta lks ,  the  more  her  aunt  Mrs .  
Venable  rages ,  o rder ing Cathar ine to  have a  lobotomy.  For  Fe l i ce  
and Clare  in  “The Two-Character  Play ,”  the  b izar re  events  o f  
thei r  parents ’  l ives  a l so  cont r ibuted  to  thei r  a l i enat ion .  The 
di f ference  between Cathar ine  and  the  s ib l ings  i s  that ,  to  escape 
from thei r  desperate  s i tuat ion ,  they  at tempt  to  l ie  about  what  
they  have witnessed  and twis t  the  t ruth .  However ,  th is  p lan i s  
never  executed .  Fear ing they  wi l l  be  t reated as  lunat i cs  and  
eventual ly  locked up in  an asy lum, the  two are  psychologica l l y  
t rapped ins ide  the  house ,  unab le  to  seek  he lp  from outs ide .  
   At  the  end o f  the  f rame play ,  Fel ice  and  Clare  f inds  out  that  
the  theater ’s  door  i s  locked  from the outs ide  and get  locked  up  
in  the  theater ,  unable  to  escape ,  suggest ing  a  para l le l  between 
the  frame play  and the  inner  p lay .   
 

1 .2  The  Incomplete  Set— Restra ints  of  the  Theater  
 

Fel i ce  and  Clare ’ s  inescapable  s i tuat ion  i s  a l so  indica ted  by  the  
severa l  res tra ints  they  face  when they  per form “The  Two-
Character  P lay .”  Some stage  props  are  miss ing ,  and  the s tage  se t  
and  costumes  are  incomplete ,  l eav ing  Fe l i ce  and  Clare  wi th  no  
opt ion but  to  perform without  them. By resort ing  to  thei r  
imaginat ion and of fer ing exp lanat ions  for  the  miss ing i tems ,  they  
manage  to  per form the  p lay-within-a-play .   
   When Fe l i ce  turns  on the  s tage l ights  fo r  the  p lay-with in-a-
play ,  the  f i rs t  th ing Clare  not i ces  i s  that  the  s ta i rcase  that  i s  
supposed  to  lead f rom the  f i rs t - f loor  room to  the  second f loor  i s  
cut  o f f  a f ter  a  few steps .  Hear ing  her  s i s ter ’ s  protest ,  Fe l i ce  
ins is ts  that  they  can  just  narra te  that  they  c l imb the s ta i r s  and 
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go  up .   
   When they  actual l y  reach th is  scene ,  Clare  does  as  she was  
to ld:  expla in verba l ly  how she has  gone  upsta i rs  to  get  her  th ings .  
One th ing to  not i ce  here  i s  that  not  only  Clare ,  who  i s  supposed 
to  have gone upsta i r s ,  but  Fe l i ce  a l so  expla ins  what  he  i s  doing 
and th ink ing  as  i f  he  were  reading  f rom the  s tage  d irect ions  
wr i t ten  in  f i r s t  person.  
 

CLARE:  I ’m just— just  go ing upsta i rs  to  fetch  your  fa i r -
weather  j acket  and  a  t i e  to  go  with  i t .  [She turns  
upstage .]  Oh,  but  no  sta i rs  on  the  se t !  

FELICE:  The set ’s  incomplete .  
CLARE:  I  know,  I  know,  you  to ld  me.  [She faces  upstage .]  

I  have  gone upsta i rs  and you are  a lone  in  the par lo r .  
FELICE:  Yes ,  I  am a lone in  the par lo r  with  the front  door 

open.  — I hear  vo ices  from the  s t reet ,  the  ca l l s  and  
laughter  o f  demons.  “Loonies ,  Loonies ,  Loonies ,  loooo-
nies !”— I— shut  the  door ,  remembering what  I ’d  sa id .  
(2CP 348)  

 
Lines  l ike  these  appear  severa l  t imes  a fter  th is  scene .  In  the 
scenes  where  Fe l i ce  ment ions  the sunf lowers  b looming in  front  
of  the  house  and the soap bubb les  b lowing f rom the windows ,  the  
l ines  a re  addressed  d irect ly  toward the audience .  In  both  
s i tuat ions ,  Fel i ce  asks  the  audience  to  use  thei r  imaginat ion to  
overcome the  theater ’ s  rea l i s t i c  l imi tat ions .  
 

FELICE:  [… ] The  audience i s  supposed to  imagine  that  
the  f ront  o f  the  house ,  where  I  am s tanding now,  i s  
sh ie ld  by  sunf lowers ,  too ,  but  that  was  impract i ca l  as  i t  
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would  cut  o f f  the  v iew.  (2CP 353)  
 
FELICE:  [… ] I  p ick  up  my spoo l  and dip  i t  in  the  water  

and  b low a  soap bubble  out  the  par lor  window wi thout  
the  s l ightest  concern  about  what  neighbors  may  th ink.  
Of  course ,  somet imes  the  soap  bubble  burst s  be fore  i t  
r i ses ,  but  th is  t ime  p lease  imagine you see  i t  r i s ing  
through gold l ight ,  above the sunf lower  heads .  (2CP 
356)  

 
   The scene o f  the  miss ing  sta i rs ,  and the  sunf lowers ,  and the  
soap bubbles  a l l  imply  the  l imit s  o f  spat ia l  expansion .  The 
miss ing  sta i rs  ind ica te  the inabi l i t y  of  the  s ib l ings  in  “The  Two-
Character  Play”  to  exi t  the  room  and  even go  to  the upper  f loor .  
Sunf lowers  cannot  be  put  on stage ,  for  i t  would  obstruct  the  v iew,  
reminding us  that  the  two  characters  are  t rapped on stage .  
Moreover ,  fo r  the  inner  p lay ’ s  characters ,  the  sunf lowers  
funct ion as  the  border  between their  house and the outer  wor ld—
both a  barr i cade  and a  wa l l  that  keep them ins ide .  Fel i ce ’ s  
ins is tence that  they  should be  imagined emphasizes  h i s  
detachment  from the outs ide community .  At  the  l evel  o f  the  p lay-
within-a-play ,  the  soap  bubbles  indica te  the  s ib l ings ’  
psycho logica l  s tate  in  which they  confine  themselves  to  the  house .  
The bubbles  a re  b lown when the  two not ice  that  thei r  phone i s  
dead and dec ide to  ca l l  out  to  a  ne ighbor  f rom the window,  but  
they  l ack  the  courage to  do  so .  Fe l i ce  in  “The Two-Character  Play”  
ca l l s  th is  act  “a  s ign o f  surrender ,  and  we know i t”  (2CP 355) .  
This  obv ious ly  shows  that  their  vo ice  wi l l  not  reach the  outer  
wor ld ,  that  they  now have lost  the  wi l l  to  t ry .  Even  the soap 
bubb les  they  b low,  they  not i ce ,  wi l l  not  reach  anyone .   
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The  Fe l i ce  and  Clare  in  the  p lay-wi thin-a-play  are  not  
phys ica l ly  locked or  confined.  I f  they  wish ,  they  can  come out .  
However ,  s ince  they  fear  be ing  seen as  insane ,  they  remain  ins ide .  
The burst ing bubb les  symbol ica l ly  indica te  their  l ack  o f  the ir  wi l l  
to  l eave  the house .  Therefore ,  they ,  hav ing on ly  one  another ,  a re  
t rapped in  the ir  smal l  space without  expansion .  They do  not  have 
anywhere  outs ide where  they  can  exi s t .  
 

1 .3  Se l f -Consc ious  Act ing and  Gett ing Lost  in  the  Play  
 

Dec lar ing these  theat r i ca l  restr ict ive  s i tuat ions  to  the 
audience reveal s  that  the  p lay ,  which consi s t s  o f  the  f rame p lay  
and  the inner  p lay ,  i s  merely  a  p lay ,  a  p iece  o f  f ic t ion .  Fel i ce ’ s  
l ines ,  which  work  as  explanat ions  and  s tage di rect ions ,  c lear ly  
indicate  that  the  two  characters  are  consc ious  o f  the  rest r i ct ions  
of  the  f rame p lay ,  thei r  rea l  wor ld,  and  are  per forming the p lay-
within-a-p lay  with  these  rest r i ct ions  in  mind.  This  means  that  
they  mainta in  thei r  awareness  o f  p lay ing  the  ro les  of  “Fel i ce”  and  
“Clare”  as  actors .  Obvious ly  metatheat r i ca l ,  th is  s i tuat ion  seems  
to  contradict  the  idea  o f  “get t ing  los t  in  the p lay .”  

In  the frame p lay ,  Fel i ce  repeated ly  emphas izes  the  
importance  o f  get t ing  lost  in  the  p lay .  Just  be fore  the 
per formance  o f  the  inner  p lay  begins ,  he  s tops  Clare  from 
peeking through the imaginary  curta in to  see  the audience  who 
comes  for  “The Two-Character  Play .”  

 
FELICE [seiz ing  her  wri s t ] :  You  wi l l  not ,  you  must  never  

look  a t  an  audience  before  a  performance.  I t  makes  you 
play  se l f -conscious ly ,  you  don’t  get  lo s t  in  the  p lay .  
(2CP 317;  under l ine  mine)  
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Fe l i ce  ins is t s  that  i f  you see  the  audience  before  the  performance ,  
the  act ing  wi l l  become se l f -conscious ,  and you wi l l  not  be  able  to  
immerse  yourse l f  in  the  p lay .  The  two s ib l ings ,  bo th  in  a  s tate  o f  
phys ica l  and  menta l  exhaust ion ,  wi l l  have  to  concentrate  more 
dur ing the per formance than usual  to  mainta in the rea l i sm o f  the  
p lay-within-a-play .  I t  i s  a s  i f  Fel ice  and  Clare  as  actors  were  
asked to  forget  that  they  are  performing and to  “become”  Fel i ce  
and Clare  who l ive  in  “The  Two-Character  Play .”  
   Nevertheless ,  the  two  do not  forget  that  they  are  “p lay ing  the  
ro les”  o f  the  desperate  brother  and s is ter .  The l ines  I  ment ioned 
in  the  last  sect ion a l l  appear  in  the second act ,  but  the  inner  p lay  
i s  a l ready interrupted by  the  frame p lay  in  the  f i rs t  ac t ,  b lurr ing 
the  border  between rea l  and  f ic t ion .  Before  the  imaginary  curta in 
of  the  inner  p lay  i s  ra ised ,  C lare  c la ims  that  she wi l l  not  
par t i c ipate  in  the per formance unless  cut s  are  made to  the 
or igina l  “The Two-Character  Play”  Fel i ce  has  wr i t ten .  When her  
c la im is  re jected  by  her  brother ,  she  dec lares :  
 

CLARE:  I ’m not  going  to  be  g iven  cuts ,  I ’m going  to  make 
them mysel f .  Now can  you  hear  th is  C-sharp  on  the  
piano? [She st r ikes  a  note  on the  piano .]  Whenever  you  
hear  th is  C-sharp  st ruck  on  the  piano  i t  means  a  cut ’s  
coming a t  you ,  and  don’ t  you  t ry  to  duck  i t  or  I ’ l l  take  a  
walk .  (2CP 323–4)  

 
Clare  then  str ikes  the  key  and g lares  at  Fe l i ce .  Fel i ce  responds  
by  shutt ing the l id  o f  the  p iano .  When Fe l i ce  says  the  word 
“confined,”  Clare  runs  to  the p iano and str ikes  the  key  f ie rce ly .  
Since  i t  i s  a l ready  sa id  that  s t r ik ing  C-sharp  i s  an inter ference 
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wi th  the p lay  by  Clare ,  these  act ions  are  obvious ly  done  by  the 
actress ,  not  by  the character  o f  the  inner  p lay .  Likewise ,  Fe l i ce  
i s  react ing to  h i s  s i s ter  as  an  actor ,  or ,  to  be  more exact ,  a s  the  
author  o f  “The  Two-Character  Play”  ins tead  o f  the  character  in  
i t .  
   S ince the  characters  in  both  the frame play  and  the  p lay-
within-a-p lay  share  the ir  names and  re lat ionsh ips ,  i t  seems as  i f  
the  rea l  wor ld  in  the  frame play  would  be  eas i ly  d is turbed  and 
absorbed into  the  f i ct iona l  wor ld .  In  fact ,  however ,  the  opposi te  
seems  to  occur :  the  p lay-with in-a-play  never  becomes  anything 
more  than  “a  p lay  with in  the  frame p lay”  and  the  brother  and  
s is ter  never  fo rget  that  they  are  per forming.  In  th i s  way,  they  wi l l  
never  be  able  to  immerse  themse lves  in  the p lay .   
   However ,  when the audience  members  l eave ,  fo rcing  “The 
Two-Character  P lay”  to  end,  Fel i ce  says  that  he  d id  not  not i ce  i t  
because he  was  los t  in  the p lay .  
 

1 .4  Playwr i t ing  as  Improvi sat ion:  Dramat iz ing  the  Real  
 
   When Fe l i ce  says  that  he  was  lost  in  the  p lay  and  so  didn’t  
not ice  the  audience leave ,  Clare  says  that  she  could  hear  them 
stand up ,  but  Fel i ce  ins is ts  that  he  hears  nothing when he i s  lo st  
in  the  p lay .  Jus t  as  he  sa id  to  her  before  the  per formance,  he  was  
not  conscious  o f  the  audience  and was  absorbed  in  the  p lay .  

   However ,  th i s  scene  comes  immediate ly  a fter  the  scene  
with  soap  bubbles .  In  other  words ,  Fel i ce  obv ious ly  recognized 
the audience and  spoke  d irect ly  to  them,  ask ing them to  use  thei r  
imaginat ion.  How cou ld  he  recognize  the  audience ,  be  conscious  
of  performing,  and  get  lost  in  the  p lay  a l l  a t  the  same t ime?  Here ,  
we  need  to  consider  what  “gett ing  los t  in  the  p lay”  means  to  
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Fel i ce .  
Annette  J .  Saddik ,  re fer r ing to  the repeated  use  of  the  

express ion  “ los t  in  the  p lay ,”  wr i tes  about  the  usage  o f  the  word  
“ lost .”  
 

There  are  severa l  re ferences  in  The Two-Character  
Play  to  be ing  “ lost  in  the p lay”  (5 :317,  318,  367) ,  a  
phrase  which draws at tent ion to  the  use  o f  both  “p lay”  
and  “ lost”  as  centra l  puns .  The  characters  must  lo se  
themselves  both  in  the  act  o f  per formance— the  p lay—
and in  the  l ingui st i c  p lay  that  saves  them from the  
s i l ence  they  fear .  Moreover ,  they  are  “ lost”  not  only  in 
the  sense  that  they  are  to ta l ly  absorbed  in  thei r  ac t iv i ty ,  
but  a l so  in  the  sense  that  they  are  di s located,  
di sor iented ,  unsure  o f  their  whereabouts .  (Saddik  98 ;  
under l ine  mine)  

 
As  Saddik  argues ,  “ lost”  could  mean not  only  being  absorbed  in  
someth ing but  a lso  be ing  d is located  f rom thei r  whereabouts  and  
wander ing .  Fel i ce  and Clare  do  not  know where they  are  ( in  the 
dimension o f  the  f rame play)  and  have lost  thei r  p lace  in  society  
(both  in  the  f rame p lay  and  the  inner  p lay) .  St i l l ,  Fe l i ce ’s  l ine  i s  
“ lost  in  the  p lay”  (emphasi s  added)  and even i f  we are  to  take i t  
as  being  dis located ,  we  must  consider  how the  s ib l ings  are  lo st  in  
the  theatr i ca l  work .  In  addi t ion,  s ince th i s  l ine  i s  sa id  by  Fel ice  
in  the f rame p lay ,  i t  should be taken as  the  words  o f  an  
actor/p laywright .  
   Gett ing  lost  in  the p lay  so  that  he  even forget s  the  audience 
and at  the  same t ime expla ining  the scenes  d irect ly  to  the 
audience:  these  two s i tuat ions  can  take p lace  s imul taneously  
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wi thout  contrad ic t ing  each  other  only  when Fel i ce  s tands  there  
on  stage not  as  a  character  in  the-play-with in-a-play  or  an  actor  
but  as  a  p laywright  who i s  demonstrat ing h is  p laywr i t ing to  the  
audience .  At  the  beginning  o f  the  frame play ,  Fel i ce  i s  a lone  with  
a  scratch  pad ,  wr i t ing  and reading h i s  notes  for  a  mono logue .  
 

He  draws  a  p iano  s too l  into  the  l ight ,  s i t s  down to  make  
notes  for  a  monologue on  a  scra tch  pad .  
 
FELICE [s lowly ,  re f l ect ive ly ,  wr i t ing] :  To p lay  with  

fear  i s  to  p lay  with  f i re .  (2CP 309)  
 

Moreover ,  though  i t  i s  e l iminated  f rom the  1975 vers ion  o f  The 
Two-Character  Play ,  in  the  beginning o f  Out  Cry ,  publ i shed  in  
1973,  Fel i ce  again  has  a  scratch  pad  and a  penci l  and  del ivers  the  
l ines  be low before  the inner  p lay  begins .  
 

FELICE:  [ . . .]  (He draws  a  deep  breath  to  compose 
h imse l f .)  Act  One,  Scene  One.  At  r i se  o f  curta in I  am 
di scovered on  stage a lone ,  yes ,  necessar i l y  a lone  s ince 
she  never  enters  on  the  cue  and  never  in  a  condit ion 
that  I  can  predict  anymore .  (Out  Cry  775–6)  

 
When Fel i ce  says  th is ,  he  i s  s t i l l  in  the  dimension  o f  the  frame 
play ,  and  the  imaginary  curta in  fo r  “The  Two-Character  Play”  
has  not  been  ra i sed .  These  l ines  that  s tart  Out  Cry  are  qui te  l i ke  
the  ones  Fel i ce  says  in  “The  Two-Character  P lay ,”  cons ider ing  
how he exp la ins  the s i tuat ion in  the f i r s t  person. 2  What  can be  
drawn from thi s  fac t  i s  that  these  l ines  a re  not  spoken by  the  
character  o f  the  inner  p lay  nor  by  the  actor ,  but  by  the  p laywr ight  
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Fel i ce ,  who  i s  wr i t ing  the p lay  as  he  per forms  i t .  
   Another  fact  that  support s  th i s  idea  i s  that  when Clare  i s  
get t ing ready for  the ir  lonesome second per formance o f  “The  
Two-Character  P lay ,”  she  puts  the  te legram from the  company  
members  on  the  so fa .  When they  commence the  f i rs t  performance  
of  “The Two-Character  Play ,”  the  te legram is  crumpled and 
thrown out  o f  the  set  o f  the  inner  p lay .  
 

CLARE [ in  a  loud stage whisper] :  The cablegram is  s t i l l  
on the se t .   

FELICE:  Clare ,  there  wasn ’t ,  there  i sn’ t  a  cable  gram 
in  The Two-Character  Play .  

CLARE:  Then take i t  o f f  the  so fa  where  I  can see  i t .  
When you  see  a  th ing ,  you  can ’ t  th ink  i t  doesn ’t  exi s t ,  
unless  you ’re  ha l lucinat ing and you  know that  you are .   

 
[He  p icks  up  the  cablegram,  crumples  i t ,  and makes  a  
gesture  o f  throwing i t  out  the  window.]  
 
FELICE:  There  now,  i t  never  ex is ted ,  i t  was  just  a  

moment  o f  panic .  (2CP 329)  
 
S ince the  te legram does  not  exi s t  in  “The Two-Character  Play ,”  
i t  seems as  i f  i t  inter feres  with  the  border  between the f rame play  
and the inner  p lay ,  threatening the l at ter ’ s  f i c t iona l i ty ,  l i ke  
Clare ’s  pers is tent  cut  demands .  However ,  in  the second 
per formance  o f  the  inner  p lay ,  C lare  chooses  to  put  the  te legram 
on the so fa ,  just  as  i t  acc ident ly  was  in  the f i r s t  per formance .  
Londré  expla ins :   
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In  The  Two-Character  Play  the  sequences  bu i lds  
more dramat ica l ly  [ than Out  Cry]  to  the  te legram as  a  
s tunning  metatheatr ica l  touch that  suddenly  rat t les  
every  convent ion we  had bought  into  about  the p lay ’s  
leve l  o f  rea l i ty .  (“Break  Out”  101)  
 

S ince  Fe l i ce  a lways  declares  the  commencement  o f  the  
per formance  of  “The  Two-Character  Play ,”  the  audience  in  
rea l i ty  (who  came to  see  Wi l l i ams ’  The Two-Character  Play)  
must  have  thought  they  knew where the f rame play  ends  and  
where the  inner  p lay  begins .  However ,  the  way  Clare  handles  the  
te legram shows  that  th i s  ob ject  that  i s  supposed  to  ex is t  only  in  
the f rame play  i s  now included in  the inner  p lay .  This  di s turbance  
of  rea l i t y  and  f i ct ion  can confuse  the  audience  and  make the  work  
unrel iab le .  I t  may be one o f  the  reasons  The Two-Character  P lay ,  
in  sp i te  o f  Wi l l i ams’  devot ion  to  i t ,  was  not  wel l - received .  Under  
these  c i rcumstances ,  we  cannot  deny  the poss ib i l i ty  that  the  
demands Clare  makes  and  the  quarre ls  due  to  i t  in  the  “The  Two-
Character  P lay”  are  actual l y  a  part  o f  the  frame play  that  
obst ructs  the  inner  p lay  or  a  part  o f  the  inner  p lay  i t se l f .  The  
only  th ing  we  know for  sure  i s  that  Fe l i ce  and  Clare  are  
dramat iz ing thei r  rea l  se lves  and  plac ing  them in “The  Two-
Character  Play .”  
   A l though the  author  o f  “The Two-Character  P lay”  i s  Fel i ce ,  
Clare  declares  that  she  a lso  has  a  r ight  to  make cuts  and that  
tonight ’s  per formance  wi l l  be  a  co l laborat ion with  her  (2CP 324) .  
Though  i t  i s  t rue  that  i t  i s  mainly  Fel i ce ’s  ro le  to  use  words  to  
give  l ines  l ike  s tage di rect ions ,  Clare  a l so  takes  the 
c i rcumstances  of  the  frame p lay  and  dramat izes  i t ,  weaving  i t  into  
the p lay-with in-a-play .  For  both  Fe l i ce  and  Clare ,  to  per form 
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the-p lay-within-a-play  and  to  dramat ize  the  rea l i ty  in  the  frame 
play  are  inseparab le .  Confronted  by  rea l i s t i c  rest ra int s ,  the  two 
keep improv is ing dur ing  the per formance.  They are  dramat iz ing 
what  i s  happening  in  the  f rame p lay  as  they  p lay  the  inner  p lay :  
in  other  words ,  they  are  “ los t”  in  the act  o f  making and act ing 
“The  Two-Character  Play .”  
 

1 .5  Se l f -Confinement  to  the  Theater  
 
   As  Fe l i ce  and Clare  theatr i ca l i ze  the rea l i ty  o f  the  frame play  
and improv ise  i t  in to  the p lay-with in-a-play ,  an ambiguous  space ,  
both  rea l  and f i ct iona l ,  unfo lds  on stage .  The Two-Character  P lay  
seems  to  consi s t  o f  the  dimension  of  the  f rame play— real i ty—
and the inner  p lay— fict ion— but  s ince the  two characters '  
per formance  i t se l f  i s  an  act  in  rea l i t y ,  the  boundary  between the  
dimensions  s tays  b lur red .  Tak ing  th is  in to  cons iderat ion ,  th is  
sect ion wi l l  focus  on the ending  o f  The  Two-Character  Play .  
   When “The  Two-Character  P lay”  ends  due  to  the  audience ’s  
departure ,  Fel i ce  and Clare  suddenly  not i ce  how co ld  and  dark  
the  theater  i s .  Rea l i z ing they  are  locked in  from outs ide and  that  
the  phone  i s  dead ( just  l i ke  in  the inner  p lay) ,  the  two  choose to  
per form “The  Two-Character  P lay”  again,  which  i s  se t  on  a  warm 
summer  day ,  to  prevent  themselves  f rom freezing.  
   In  the  second per formance ,  the  revo lver  that  k i l l ed thei r  
parents  i s  put  wi th in  thei r  reach ,  and  r ight  from the  beginning,  
the  l ines ,  as  per  a  s tage  d irect ion ,  have  to  be  del ivered  “very  fas t”  
(2CP 368).  These l ines  a re  those  that  appeared in  the f i r s t  
per formance .  After  severa l  speedy  exchanges ,  C lare  asks  her  
brother  i f  he  i s  los t  in  the  p lay .  Though  the  s i tuat ion  i s  obvious ly  
unnatura l ,  Clare  fee ls  that  Fe l i ce  may  be  lost  in  the  p lay ,  and 
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Fel i ce  repl ies  that  he i s .  Genera l l y  speaking,  no  one can declare  
that  he  i s  lo st  in  a  p lay  when he  rea l l y  i s .  St i l l ,  i f  Fel i ce  i s  get t ing 
lost  in  both  p laywri t ing and  per forming s imul taneously ,  Fe l i ce 's  
dec larat ion turns  into  an  announcement  that  he  i s  ready to  
improvi se  the  fo l lowing scenes .  In  fact ,  the  second performance  
begins  to  branch  o f f  f rom the  f i r s t  one  as  their  exchanges  rega in 
a  normal  pace .  Fe l i ce  looks  out  from the window,  gazing at  the  
sunf lowers  as  Clare  a ims  the  revo lver  at  h im.  When she  fa i l s  to  
shoot  h im,  Fe l i ce  t r i es  to  shoot  her  but  in  va in.  
   Fe l i ce  and Clare  a re  t rapped in  the theater ,  and  the only  way  
to  escape i s  to  escape f rom their  rea l i ty :  in  o ther  words ,  to  choose 
death .  However ,  a l though they  are  extremely  a fra id  of  be ing  
confined,  the ir  more part i cu lar  fear  i s  that  they  wi l l  be  confined 
separate ly  in  an asy lum’s  c losed  ward— thei r  fear  of  confinement  
i s  l inked  to  the ir  fear  o f  being  separated  from each  other  and  o f  
being  a lone .  
   Just  be fore  the  f i rs t  per formance  of  “The  Two-Character  Play”  
ends ,  Clare  says :  
 

CLARE:  [… ] Oh,  what  a  long,  long  way  we ’ve  t rave led 
together ,  too  long,  now,  for  separat ion .  Yes ,  a l l  the  way  
back  to  sunf lowers  and  soap  bubb les ,  and  there ’ s  no  
turning back  on  the road even i f  the  road ’s  backward 
[… ].  (2CP 357)  

 
The  inseparable  brother  and  s i s ter  now reach  the ir  f ina l  p lay ,  
“The  Two-Character  Play .”  Sunf lowers  and soap  bubbles  
represent  their  pract i ca l  l imitat ions  and  imposs ib le  s i tuat ion ,  
but  they  a l so  show that  the  s ib l ings  wi l l  keep  dramat iz ing 
whatever  rea l i s t i c  s tate  they  are  put  in .  As  long as  th is  ( inner)  
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p lay  i s  t i t l ed  “The  Two-Character  Play ,”  the  two  characters  must  
s tay  together :  i f  one  dies  before  the  other ,  the  p lay  wi l l  not  ho ld.  
   The  second per formance  has  no  audience:  i t  i s  just  for  
themselves .  I t  i s  thei r  means  to  endure the co ld  and darkness  that  
dominate  the  theater .  The  theater ,  Fel i ce  and Clare  say ,  i s  a  
pr i son for  actors  and  p laywrights  (2CP 364) .  As  they  say  so ,  they  
t ry  to  mainta in  the  funct ion  o f  th is  c losed  house  as  a  p lace  for  
creat ion  and performance ,  a  space separated  from the  outs ide so  
that  i t  wi l l  become something more than a  co ld  and dark  
env ironment .  Fel i ce  and  Clare  conf ine  themselves  to  the  se l f-
consc ious  act  o f  improvi s ing  the p lay-wi thin-a-play  to  withstand 
the  severe  rea l i ty  surrounding  them.  
 

1 .6  A  Playwr ight ’ s  Surv iva l :  Theater  as  an  Escape  
 
   Wi l l i ams  expla ins  the  s tage set  for  the  frame p lay  as  fo l lows:  
 

I t  must  not  only  sugges t  the  d isordered images  o f  a  
mind approaching  co l lapse  but  a lso ,  cor respondingly ,  
the  phantasmagor ia  o f  the  nightmar i sh  wor ld  that  a l l  o f  
us l ive  in  at  present ,  not  just  the  subject ive  but  the  t rue  
wor ld  with  a l l  i t s  d ismay ing  shapes  and  shadows . . .  (2CP 
308)  

 
The s i tuat ion surrounding Fel i ce  and Clare  i s ,  no  doubt ,  a  
nightmare ,  and  they  s t ruggle  to  get  away  from i t  by  keep ing 
themselves  ins ide  the  wor ld  o f  the  p lay-with in-a-play .  St i l l ,  they  
are  conscious  o f  dramat iz ing  the  rea l i ty  (within  the  frame p lay)  
around them, so  they  are  not  taken into  the  f i ct ion but  are  l iv ing  
the  l i ves  o f  ac tors  and  playwr ights .  
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   About  the  scat tered  set  o f  the  f rame p lay ,  Keiko  Furuki  point s  
out  the  fo l lowing:  
 

Nevertheless ,  the  ambiguous  set t ing  o f  th is  p lay  
c lar i f ies  Wi l l i ams ’ s  a t tempt  to  produce the ar t i s t ’ s  
inter ior  on  the  exter ior  s tage .  In  other  words ,  the  
ostensib ly  pr iva te  dramat izat ion ,  paradoxica l ly ,  
re f lect s  the  p laywright ’ s  intent ion  to  s tage  the  pr ivate  
wor ld  o f  the  ar t i s t s  to  the  publ i c .  (Furuki  101)  
 

The  Two-Character  Play  i s  a  p lay  that  Wi l l i ams rev ised again  and 
again  dur ing  “ the s toned  age .”  How Fe l i ce  and  Clare  never  
stopped playwri t ing and  per forming desp i te  the  extreme 
ci rcumstances  re f lect s  the  s ta te  Wi l l i ams was  in  when he was  
wr i t ing i t .  As  Ruby Cohn ins is ts ,  “[a]s  in  no  other  Wi l l iams  
p lay— ear ly  or  l a te— Out Cry  dramat izes  the  theatre  as  theatre”  
(Cohn 238) .  This  i l lu st rates  Wil l iams ’  own obsess ion  with  and  
re l iance on  wri t ing  to  save  h im in a  desperate  s i tuat ion .  
   C .  W. E.  B igsby  notes  that  “ [a] t  l east  to  act  i s  to  conv ince  
yourse l f  that  you are  s t i l l  a l ive ;  to  wr i te  i s  to  res i s t  a  b lankness  
which  i s  no  longer  that  o f  poss ib i l i ty ,  but  that  o f  nu l l i t y”  (Bigsby  
64–5) .  For  peop le  invo lved  in  theater ,  ac t ing and  p laywr i t ing are  
the means  to  e lude  nothingness  and  death .  By  confining 
themselves  to  the  wor ld  o f  theater ,  Fe l i ce ,  C lare ,  and  Wil l i ams 
at tempt  to  surv ive  their  di f f i cu l t  rea l i ty .  
 

2 .  Pursu i t  o f  an  A l ter -Real i ty :  The  Lady from Dubuque  as  an  
Entanglement  o f  Para l l e l  Wor lds  

 
   Owing to  negat ive  rev iews ,  Edward Albee ’s  The Lady  from 
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Dubuque was  d iscont inued a fter  on ly  twelve  per formances .  This  
fa i lu re  i s  sa id  to  have  been  the beginning of  A lbee ’s  decade - long 
dec l ine  (Gussow 314–5) .  Toby  Zinman po ints  out  that  the  
characters  in  th is  p lay  are  di f f i cu l t  fo r  the  audience to  
sympathize  with  (Zinman 99) .  Al l  the  characters  are  inexpl i cab le ,  
and i t  i s  d i f f i cu l t  to  say  that  they  are  l ikable ,  but  none  o f  them 
are  more di f f i cu l t  to  understand than  E l i zabeth ,  “ the  lady  from 
Dubuque,”  whose  se l f-def ined  ident i ty  i s  the  t i t l e  o f  the  p lay ,  
and  her  companion Oscar .  Intruders  who  suddenly  appear  just  
before  the  f i rs t  ac t  c loses ;  thei r  ident i t ies  a re  never  made  c lear  
to  the  audience .  
   A lbee  spoke o f  E l i zabeth  in  an  interv iew wi th  Dav id  Savran  
on The Play  about  the  Baby:  
 

   My  new p lay ,  The  Play  about  the Baby ,  cont inues  the  
explora t ion  begun in  The  Lady  f rom Dubuque ,  about  
rea l i ty  being  determined  by  our  deserv ing i t  by  our  need  
for  i t .  [… ] We a lways  end up with  the rea l i ty  we need to  
have ,  the  one  that  i s  f i t t ing  for  us .  In  The  Lady  f rom 
Dubuque,  that  was  Jo ’s  mother  because  Jo  needed her  to  
be  the mother  and she became the  mother .  No rea l i ty  
there ,  but  we  accepted i t  as  an  inte l l ectual  conce i t .  I t  
became rea l  because  i t  was  what  should  be .  (Savran 12)  

 
In the  second act ,  El i zabeth  c la ims  to  be  Jo ’s  mother ,  but  her  
character i zat ion i s  far  from that  o f  Jo ’ s  mother  (descr ibed in  the  
f i rs t  act ) .  Though  Albee  h imse l f  admit ted  that  E l i zabeth  i s  not  
Jo ’ s  rea l  mother ,  he  expla ined  that  her  motherhood becomes 
“rea l .”  I  wi l l  use  th is  representat ion  of  the  “ rea l ,”  which changes  
i t se l f  whenever  necessary ,  a s  the  point  o f  departure  to  
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understand th i s  di f f i cu l t  p lay  and cons ider  i t  as  an entanglement  
of  para l l e l  intersect ing  wor lds .  
 

2 .1  El i zabeth  as  Jo ’s  “Mother”  
 
   At  the  end  o f  the  f i rs t  act ,  when Jo  i s  screaming in  agony  from 
the pa in  o f  her  i l lness ,  E l i zabeth  and Oscar ,  hear ing Jo ’ s  cry  and 
rea l i z ing  that  Jo ’ s  house i s  the ir  dest inat ion and that  they  are  
“ just  in  t ime ,”  appear  on  stage fo r  the  f i rs t  t ime.  
 

OSCAR (Look ing about ,  wi th  some d istaste) :  You say  th is  
i s  the  p lace?  

ELIZABETH (To the audience ,  not  urgent ,  not  langu id ,  
but  no  nonsense) :  I s  she a l ive?  Are we  here  in  t ime?  

(The sound o f  JO’s  s cream from upsta i rs ;  a  br ie f  s i lence,  
then another  scream) 

 
ELIZABETH (St i l l  in  the  audience ,  her  eyes  

acknowledging  the  sound wi th  a  br ie f ,  upward  movement  
of  her  head) :  Ah yes !  Wel l ,  then;  we  are  in  t ime.  

(Turns  her  head  s l ight ly  toward OSCAR) 
Yes;  th i s  i s  the  p lace.  

CURTAIN (Lady 608;  emphasi s  o r igina l)  
 

I t  was  necessary  for  E l i zabeth  and Oscar  to  a rr ive  here  before  Jo  
dies .  Why i t  was  necessary  i s  unknown,  but  th is  impl ies  that  i f  Jo  
had died  before  they  came,  something  would  have been  “ too  l ate .”  
   Z inman and Murphy  both  interpret  the  ro les  o f  E l i zabeth  and  
Oscar  as  “Angels  o f  Death.” 3  I t  i s  t rue  that  the  two  characters  
stay  by  Jo ’ s  s ide  and  comfort  her  as  she dies .  Her  death  scene ,  
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thanks  to  the  int ruders ,  becomes tender .  St i l l ,  do  they  not  d is turb  
the s tage too  much as  characters  whose on ly  ro le  i s  to  lead  Jo  to  
a  ca lm,  re lax ing  end? Roudané  o f fers  another  way o f  interpret ing  
the  two  int ruders ’  ro le ,  arguing  that  El i zabeth  and  Oscar  
funct ion  as  the  white  rabb i t  in  Alice ’ s  Adventures  in  Wonder land ,  
lead ing  Sam into  a  wor ld  where  everyth ing  has  changed (Albee 
120) .  Though Roudané ’ s  idea  i s  more  acceptab le  than  Zinman 
and Murphy ’s  s ince i t  does  not  idea l ize  the intruders ’  ro les ,  we 
must  s t i l l  be  care fu l  that  the  wor ld  in  the second act  i s  depicted  
as  a  rea l  wor ld ,  not  a  wor ld  o f  nonsense.  Moreover ,  though  Sam 
is  the  character  who moves  and speaks  most  in  the  p lay ,  we  should 
not  fo rget  that  Jo  i s  the  centra l  character— the p lay ,  a f ter  a l l ,  i s  
about  Jo ’ s  death .  
   When Savran  asked  A lbee  about  ghost s  appear ing  in  h i s  p lays ,  
Albee  denied the  idea .  
 

DS:[… ] [I]t  seems to  me you have a  number  o f  characters  
who  s traddle  the  l ine  between the  l i v ing  and  the  dead .  
What  about  the  l ady  from Dubuque,  for  example?  

[EA:]  She ’s  not  a  ghost .  She ’s  a  subst i tute .  (Savran  5 ;  
under l ine  mine) 4  

 
Accord ing  to  Albee ,  E l i zabeth  i s  not  a  ghost  but  a  rea l  be ing.  As  
a l ready  ment ioned,  she  i s  a  " subst i tute"  for  Jo ' s  mother .  
Bewi ldered  by  the  sudden appearance  o f  the  int ruders ,  Sam 
repeated ly  asks ,  "Who are  you?"  The  given answer  i s  that  they  
are  Jo ' s  re lat ives .  F inal ly ,  E l i zabeth  c la ims ,  " I 'm Jo ' s  mother ,  
come f rom Dubuque!"  (Lady  620) .  However ,  Sam descr ibes  Jo ' s  
mother  in  the  f i r s t  act ,  and  she  i s  c lear ly  a  d i f ferent  person f rom 
El i zabeth .  
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SAM (to  the  audience):  [… ] The  lady  [Jo ’ s  mother]  

leaves  someth ing  to  be  des i red .  She ’s  t iny ,  th in  as  a  ra i l ,  
blue  eyes— dart ing  furt ive  b lue  eyes— [… ]pa le  ha i r ,  
t in ted  pink ,  ba lding  a  l i t t le ;  you  know;  the  way  women 
do ,  when they  do .  We don’t  see  her  much .  We don’t  l i ke  
her ;  I  don’t  l i ke  her .  (Lady  572)  

 
Fur thermore ,  when Jo  f i rs t  meets  El i zabeth ,  her  phrases  and 
react ions  are  puzzled and unnatura l  fo r  a  fami ly  reunion.  She 
there fore  le ts  herse l f  be  persuaded by  El i zabeth .  We can thus  
understand that  E l i zabeth  i s  not  Jo ’ s  actua l  mother ,  so  why  d id 
Jo  accept  her?  
   One piece  o f  in format ion that  cannot  be  ignored  when 
cons ider ing  th i s  s i tuat ion  i s  the  insubstant ia l  re lat ionship  
between Jo  and her  mother .  Jo ’ s  death  i s  expected to  come soon,  
but  her  mother  never  shows up  or  even  r ings  the phone .  She does  
not  exi s t  in  the p lay .  Jo  reacts  to  th i s  t reatment  by  say ing,  “Where  
i s  she? Where  the hel l  i s  she? [… ] IN THE HOUR OF MY 
GODDAMN NEED!!”  (Lady  571) .  Sam says  that  nei ther  o f  the  
couples  l ikes  Jo ’ s  mother ,  but  Jo  i s  actual l y  yearning  for  her .  
When we  take  a  look  a t  what  Jo  i s  seeking,  we  learn that  the  
mother  Jo  wants  i s  not  necessar i ly  the  woman who  gave b i r th  to  
her  but  a  woman who takes  a  mother ly  at t i tude to  her .  Rather  
than bio logica l  fac ts ,  psychologica l  needs  are  emphas ized  here .  
 

ELIZABETH (A l i t any) :  Come,  l et  me  st roke  your  
forehead,  comb your  hair ,  wash  you,  lay  you down and  
te l l  you  stor ies…  [… ] Protect  you  from the dark  and  
from the thunder?  
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JO (A l i t t l e  gi r l ) :  Pro tect  me?  
[… ] 
ELIZABETH (Smi les) :  From the  dark  and  from the 

thunder .  
JO:  Make  i t  bet ter?  
[… ] 
ELIZABETH (So  tender ,  gent le) :  Make i t  bet ter?  What  

have  I  come for?  Come to  me.  (Lady 639)  
 
E l i zabeth ’s  words  are  those  that  a  mother  might  say  to  her  l i t t le  
chi ld ,  and,  indeed,  Jo ’s  react ion to  them i s  that  o f  a  young gir l .  
Jo  i s  seeking mother ly ,  uncondit ional  love  and protect ion .  
Moreover ,  she  i s  looking for  a  way to  l et  her  pain and  agony go  
away .  Instead  o f  her  b ir th  mother  who never  gives  her  what  she  
needs ,  Jo  accepts  El i zabeth  because  she  fu l f i l l s  her  necess i t i es  
desp i te  being  a  s t ranger .  
 

2 .2  Interchangeab i l i t y  o f  Sam and Oscar  
 
   I f  El i zabeth  i s  a  subst i tute  fo r  Jo ’s  mother ,  Oscar  i s  a  
subst i tu te  for  her  husband.  Here ,  Oscar  becomes Jo ’s  
(subst i tute)  husband.  S ince  Oscar  i s  b lack ,  Sam re jects  his  
ins is tence that  he  i s  Jo 's  re lat ive . 5  However ,  though  i t  i s  
reasonable  enough to  say  that  Oscar  and  Jo  are  not  b lood  
re lat ives ,  Oscar  s t i l l  can be Jo ' s  husband— al l  that  i s  needed to  
confi rm this  re lat ionship  i s  Jo ’s  acceptance .  
   Near  the  end of  the  second act ,  Oscar  changes  into  Sam’s  
pajamas.   
 

OSCAR (To CAROL):  Don’t  you  th ink  I  make a  sp lendid  
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Sam? 
JO:  Sam? Is  that  you?  
SAM: Jo?  Please  don’t?  
OSCAR (Arms  wide ;  beat i f i c) :  Am I  not… am I ,  indeed,  

not  Sam? 
(To  the audience)  
Am I  not  Sam? (Lady 662)  

 
There  shou ld be no  need to  exp la in that  Oscar  i s  not  Sam:  Sam 
appears  from the  f i rs t  act ,  and the two male  characters  nei ther  
behave  nor  look  l ike  each  other .  Of  course ,  none  o f  the  characters  
are  confused in  that  sense .  However ,  Jo ,  due  to  her  i l lness-addled 
consc iousness ,  mistakes  Oscar ,  who ’s  wear ing Sam’s  pa jamas ,  for  
her  husband.  Mari ta l  re la t ionships  do  not  involve  b lood,  and the  
essent ia l  e lement  that  determines  the re la t ions  i s  approval  f rom 
each  o ther .  Now that  Jo  mistakes  Oscar  for  Sam,  her  husband 
becomes  Oscar .  
   Here,  the  word  “Sam”  used  in  th is  context  i s  no  l onger  a  
proper  noun/name o f  a  character  but  a  common noun meaning  
“the  person  who i s  Jo ’ s  husband.”  This  i s  in  l ine  with  the idea  I  
ment ioned  in  the las t  sect ion:  Jo ’ s  “mother”  i s  not  the  speci f i c  
person  who  gave  her  b ir th  but  the  person who g ives  her  the  
mother ly  a f fect ion  she  needs  in  th is  current  s i tuat ion .  The 
person ca l led  “Sam” is  not  necessar i ly  the  person  who  i s  the  
legi s l at i ve  husband o f  Jo ’ s  ( i .e . ,  Sam as  a  character) ,  but  a  man 
whom Jo  be l i eves  or  wants  to  be  her  spouse .  
   The  reason  Jo  mistook  Oscar  for  Sam is  not  only  because  he 
wears  Sam's  pajamas .  Murphy  po ints  out  that  Albee  read and was  
af fected  by  El i sabeth  Kübler-Ross ’  On Death  and Dying  when 
working on th i s  p lay ,  a  book that  descr ibes  the re lat ionship  
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between a  dying wi fe  and  her  husband:  
 

   In  On Death  and  Dying,  Küb ler -Ross  g ives  the  case  
s tudy of  a  Mrs .  W.  who had  reached the  point  o f  want ing  
to  be  l e ft  a lone to  die  in  peace .  She sa id  that  the  only  
th ing  keeping  her  a l ive  was  “her  husband’s  inabi l i t y  to  
accept  the  fact  that  she had to die ,”  and was  angry  with  
him for  “not  fac ing  i t  and  for  so  desperate ly  c l inging on  
to  something that  she  was  wi l l ing  and ready to  g ive  up .”  
[… ] In  The  Lady  from Dubuque ,  Jo ’s  husband Sam is  an  
embodiment  o f  the  loved  one  who i s  unable  to  face  the 
fact  o f  his  wi fe ’s  dy ing.  Each  t ime  she forthr ight ly  re fers  
to  her  dy ing,  he  evades  i t ,  act ing  as  though  she  had  made  
a  remark  in  bad  tas te .  (“Threnodies”  97–8;  under l ine  
mine)  

 
Küb ler -Ross  int roduces  a  couple  in  which  the  wi fe ,  the  one  facing  
death ,  accepts  the  fact  that  she wi l l  d ie  qu ie t ly ,  but  her  husband 
does  not  want  to  face  th i s  t ru th  because he wants  to  keep her  
a l ive  somehow. Sam is  a l so  th is  type o f  husband:  he  keeps  on  
condemning Jo  when she  speaks  o f  her  i l lness  or  death ,  ins i s t ing 
that  h is  heart  hurts  because  o f  her  i l lness .  Sam’s  react ion  
indicates  that  he  loves  Jo  and  does  not  want  to  lose  her .  I ronica l ly ,  
however ,  i t  a l so  shows  that  he  has  not  accepted  the fact  that  on ly  
death  can  re lease  Jo  from her  pain and  angu ish .  
   The l ine  in  which  Sam cla ims  to  take  care  o f  Jo  as  she screams 
in  pa in in  the f i rs t  act  i s  a lmost  accurate ly  repeated  by  Oscar ,  
wear ing  Sam’s  pajamas ,  in  the  second act .  
 

SAM (Gent ly  t ak ing  her  to  the  top  o f  the  s ta i rs ;  soothing,  
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crooning) :  I ’ l l  t ake  care  o f  you now;  I ’ l l  make  you better ;  
you’ l l  see;  I ’ l l  put  you r ight  to  bed ,  and  take  a  co ld  c loth  
to  your…  (Lady 607)  

 
OSCAR (As  HE carr ies  her  ups ta i rs ;  sooth ing,  crooning):  

I ’ l l  t ake  care  o f  you now;  I ’ l l  make you better ;  You ’ l l  see;  
I ’ l l  put  you r ight  to  bed;  I ’ l l  make  you bet ter…  (Lady 
665)  

 
The  two  a lmost  ident ica l  l ines  are  del ivered  in  a  s imi la r  
s i tuat ion:  Jo  i s  screaming from pa in and taken to  her  bedroom. 
Nevertheless ,  a s  Murphy  po ints  out ,  the  meaning  o f  “make  you 
better”  di f fer s  between these  two l ines .  Sam is  say ing  that  he  wi l l  
le ssen  Jo ’ s  pain and  let  her  l ive  longer ,  whereas  Oscar  i s  say ing  
that  he  wi l l  le t  her  pass  away peacefu l ly  (“Threnodies”  100) .  At  
the  end  o f  the  p lay ,  Jo  a rr ives  at  the  point  o f  accept ing her  death .  
The  at t i tude she wants  her  husband to  take  i s  that  of  Oscar ’s ,  not  
Sam’s .  
   When we f i t  Jo ’ s  thoughts  into  the  equat ion  from the last  
sect ion,  the  word/name “Sam” means  “Jo ’ s  husband,”  which  
means  “ the  man who  takes  the at t i tude  Jo  wishes  her  husband 
takes ,”  which i s  O scar .  Here ,  Sam,  hav ing lost  bo th  h is  name and 
posi t ion ,  f inds  h imsel f  in  an ident i ty  cr i s i s .  
 

2 .3  Intrus ive  Characters  from Another  Wor ld  
 

   In  the  d iscuss ion  above ,  we  der ived  that ,  desp i te  the  l ack  o f  
b lood or  l egi t imate  re lat ionships ,  E l izabeth  has  the funct ion o f  
Jo 's  mother  and  Oscar  Jo ' s  husband in  the  second act .  The  second 
act ' s  character  funct ions  contradict  the  f i r s t  ac t  where  Jo 's  
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mother  i s  descr ibed  as  a  p ink-ha ired  woman and Sam being  Jo 's  
husband.  In  th i s  sect ion ,  I  wi l l  p rov i s iona l ly  s tate  act  one  as  " the 
rea l  wor ld ."  This  way,  the  wor ld  in  which El i zabeth  and Oscar  
exis t  becomes  a  para l l e l  wor ld  where  the  characters  d i f fer ,  wi th  
Jo  as  a  centra l  po int .  Assuming that  one  o f  Jo ’s  para l l e l  wor lds  i s  
int ruding " the  rea l  wor ld"  in  act  two ,  we wi l l  cont inue  analyz ing 
th is  p lay .  
   When Lucinda ,  one o f  Jo ’s  f r i ends ,  meets  E l i zabeth  for  the  
f i rs t  t ime,  she  reca l l s  the  deta i l s  about  Jo ’s  mother ’ s  she  heard 
the  prev ious  n ight  (dur ing the party  in  the f i r s t  act ) .  Lucinda 
asks  E l i zabeth  i f  she  i s  l iv ing in  Dubuque  with  her  s i s ter .  She 
reacts  as  fo l lows:  
 

ELIZABETH:  I… move about  a l l  the  t ime  [… ] Wel l !  One 
may be f rom Dubuque…  [… ] But  certa inly  one  roams:  
Dubuque i s  not  everything.  (Lady  626;  emphasi s  
or igina l )  

 
The notable  point  o f  th is  l ine  i s  E l i zabeth ’s  f i r s t -person 
express ion .  At  f i rs t ,  she  uses  “ I”  as  f i rs t  person,  but  eventua l ly ,  
she  begins  us ing  the gener ic  s ingular  “one .”  Al so ,  her  say ing that  
“Dubuque i s  not  every thing”  depr ives  her  o f  her  on ly  
character i s t i c  in format ion . 6  I f  she  i s  not  “ the  lady  f rom Dubuque,”  
who could  she  poss ib ly  be?  
   But  what  i f  El izabeth  i s  just  one  o f  the  poss ib le  candidates  
for  Jo ’ s  mother?  Think ing along these  l ines ,  th ings  s tar t  to  make  
sense .  S ince El i zabeth  i s  ne i ther  Jo ’ s  b i r th  mother  nor  her 
re lat ive ,  there  i s  no  inev i tabi l i ty  that  she must  be  the one who  
becomes the  mother .  She i s  on ly  a  “poss ib le  mother ,”  l eav ing  
in f ini te  poss ib i l i t i es  fo r  any  a l ternat ive  woman to  become Jo ’s  
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mother .  There  i s  no  necess i ty  fo r  her  to  be  f rom Dubuque.  
El izabeth ’s  say ing  “one”  in fers  the  poss ib i l i ty  that  she  i s  
speak ing  not  only  o f  herse l f  but  of  “any a l ternat ives  as  Jo ’ s  
mother .”  
   The  same th ing  can be  sa id  about  Oscar .  His  persona l  h is tory  
i s  wide-ranging,  too  wide-ranging  to  be long to  a  s ing le  person.  
Though  Oscar  i s  b lack ,  he  says  he  was  in  the  Japanese Army 
dur ing  Wor ld  War  Two (Lady 622) and  a  member  of  the  Foreign  
Legion  (Lady  642) .  Hear ing  h i s  pas t  careers ,  Edgar ,  a  fr i end o f  
Jo  and Sam’s ,  denies  i t .  But  th is  doesn ’t  a f fect  Oscar .  He says  to  
the  audience ,  “Then I  wasn’t  in  the  Foreign  Legion.  I  don’ t  care”  
(Lady 642;  emphasis  o r igina l ) .  Oscar ’s  s imple  denia l  o f  h is  l i fe  
history  and hi s  emphas is  on  “I”  shows  that  he  i s  only  a  poss ib le  
husband o f  Jo ’ s ,  not  the  husband.  I f  we assume that  h is  diverse  
careers  int roduce  the  pasts  o f  o ther  poss ib le  candidates ,  these  
pecul ia r  exp lanat ions  may become comprehens ib le .  
   A lso ,  Thomas P.  Adler  gives  a t tent ion to  the s tage direct ion  
which  says ,  “ELIZABETH and OSCAR enter  the  set  f rom one  s ide ,  
f rom without  the  set ,  in  that  order”  (Lady  608) and  that  E l i zabeth  
says  “We are  in  t ime”  (Lady  608;  emphasi s  or ig inal ) ,  point ing  
out  that  El i zabeth  and  Oscar  come from “somewhere  out  o f  t ime”  
(Adler  138) .  
   I f  we  consider  the  above ,  we  can  see  that  there  exis ts  a  
para l le l  wor ld  where  El izabeth  i s  se lected  as  “ Jo ’s  mother”  and  
Oscar  as  “ Jo ’s  husband,”  and  that  th is  para l l e l  wor ld  intervenes  
in  the  “rea l i s t i c  wor ld”  where  mothers  and husbands  are  def ined  
by b lood and leg i s la t ive  re lat ionsh ips .  In  contrast ,  the  para l le l  
wor ld  appear ing  here  in  act  two  i s  de f ined  by  Jo ’ s  des i re .  
 

2 .4  Two Para l l e l  Wor lds  in  Confl ic t  
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   When we examine act  two as  a  bat t l e f i e ld  where  two wor lds  
appear  in  the same space- t ime,  the  ro les  o f  “ Jo ’s  mother”  and  
“Jo ’ s  husband”  over lap .  Sam tr ies  to  get  r id  o f  E l i zabeth  and 
Oscar  from h is  house ,  which  should  have  been  hi s  and  his  wi fe ’s  
private  space ,  but  inverse ly ,  he  i s  exc luded  by  the  gues ts  who  
take over  h is  house . 7  This  s t ruggle  for  the  house  resembles  the  
conceptual  s t ruggle  fo r  the  “ rea l”  o f  the  p lay .  
   Within th i s  struggle ,  the  judges  who determine  the 
predominance  between the int ruders  and Sam are  the  other  
characters .  Sam gets  dr iven  into  a  t roub lesome s i tuat ion  here  
because the  two  pa ir s  o f  guest s  do  not  doubt  El i zabeth ’s  
ident i ty . 8  As ment ioned above,  Jo ’ s  b i r th  mother  has  an eccent r i c  
appearance  and does  not  behave  mother ly .  Of  course ,  a l l  the  
gues ts  are  capab le  o f  di s t ingui sh ing  Jo ’ s  mother  f rom El i zabeth .  
However ,  s ince Jo ’ s  b i r th  mother  i s  so  b izarre ,  the  guests  accept  
El i zabeth  as  Jo ’s  mother  because  she  seems to  match the ir  idea  
of  how a  mother  might  act .  Af ter  Jo  agrees  to  rece ive  El i zabeth  
as  her  mother ,  Sam i s  cons idered  a  l i ar  who i s  turn ing  the 
s i tuat ion  into  chaos;  there fore ,  he  i s  res tra ined and depr ived  o f  
freedom.  
   One of  the  s igni f i cant  character i s t i cs  o f  th i s  p lay  i s  that  the  
characters  speak  natura l ly  to  the  audience f rom t ime to  t ime.  In  
the  “Per formance Note ,”  th i s  point  i s  ment ioned  as  fo l lows :  
 

With  some regu lar i ty  throughout  th i s  p lay  the  
characters  address  the  audience— usual ly  in  br ie f  as ides ,  
but  occas iona l ly  a t  greater  l ength .  This  i s  done  without  
se l f-consciousness ,  qui te  openly ,  and  without  
inter rupt ing  the  f low o f  the  p lay .  In  other  words ,  the  
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characters  are  aware  o f  the  presence  of  the  audience ,  and  
s ince  the  audience has  a lways  been  there ,  the  characters  
are  not  upset  by  i t ,  even  though there  are  t imes  they  wish  
i t  wou ld  go  away .  
   I t  i s  o f  utmost  importance  that  the  actors  make  i t  c lear  
that  i t  i s  not  they ,  but  the  characters ,  who  are  aware  o f  
the  presence o f  the  audience .  
   Speeches  to  the audience (as ides ,  etc . )  are  c lear ly  
marked,  as  i s  the ir  te rminat ion .  (Lady  559;  under l ine  
mine)  

 
S ince  the characters  address  the  audience ,  the  who le  theater  
becomes  a  p lat form for  the  characters  to  communicate .  
   Whi le  t a lk ing about  Who ’ s  Afra id  o f  Vi rginia  Wool f? ,  Zinman 
touches  on  theater :  
 

True  or  Fal se  i s  a  game centra l  to  the  theatr i ca l  
enterpr ise :  “Truth  or  i l lus ion”  governs  not  on ly  the  
content  o f  th is  p lay  [Who’s  Afra id  of  Virginia  Wool f?]  
but  o f  p lay-making i t se l f :  any  natura l i s t i c  p lay  depends  
on  our  accept ing  i t s  i l lus ion  as  rea l i ty  (and thus  we are  
engaged  emot iona l l y)  whi le  mainta ining  our  
consc iousness  o f  i t  a s  theater  (and thus  we are  engaged  
aesthet i ca l ly) .  (Z inman 41–2)  

 
Apart  from the  rea l i ty  and  i l lus ion  wi thin  the  p lay ,  there  i s  a  sa fe  
p lace  outs ide i t ,  a  p lace  from where the audience can watch i t  a s  
a  f i ct ional  drama.  When characters  speak  beyond the  fourth  wa l l ,  
they  s tar t  to  interact  wi th  the audience .  In  other  words ,  the  
i l lu s ion o f  the  p lay  s tart s  to  d is rupt  the  sa fe  rea l i sm o f  the  
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theater .  Characters  do  speak  to  the audience f rom the  f i r s t  act ,  
but  in  the  second act ,  El i zabeth  and Oscar  repeated ly  quest ion 
the audience o f  thei r  own ex is tence .  I f  the  int ruders  can make 
the audience accept  thei r  exis tence,  they  wi l l  succeed  in  tak ing  
over  the  house  ( l i te ra l ly  and  theat r i ca l ly)  with  the i r  “para l l e l  
wor ld”  f rom both  ins ide  and outs ide the  p lay .  
   Of  course ,  the  f ina l  judgement  wi l l  be  g iven  by  Jo :  After  a l l ,  
she  i s  the  one who i s  connected to  a l l  the  other  characters  and  
has  the  power  to  determine  who  plays  which  part .  Reach ing  her  
death  bed ,  i f  Jo  chooses  comfort  (with  El i zabeth  as  her  mother  
and Oscar  as  her  husband) ,  Sam automat ica l l y  lo ses  h i s  pos i t ion 
within the  house  (both  in  the  p lay  and  the  theater) .   
 

2 .5  Sam’s  Disappearance  
 

   Consider ing the above di scuss ion ,  I  wi l l  focus  on  the quest ion  
“Who am I?” ,  which  s tarted  th is  p lay  as  a  party  game.  At  the 
beginning  o f  the  p lay ,  Jo ,  Sam,  and the two  gues t  couples  p lay  
“Twenty  Quest ions .”  The  host  asks ,  “Who am I?”  and makes  o ther  
players  guess  who  he  i s  pretending  to  be .  This  game has  two  great  
s igni f i cances  invo lv ing  “ I .”  
   The  f i r s t  po int  i s  that  “ I”  i s  never  determined ;  i t  changes  i t s  
exis tence f rom t ime to  t ime.  Each  t ime  the  game star ts  over ,  “ I”  
becomes a  di f ferent  being.  Moreover ,  Sam uses  the word  “I ,”  a  
s ingular  f i rs t  person,  but  makes  h i s  answer  a  pa ir  o f  people  to  
confuse  h i s  opponents .  This  t r i ck  fo recast s  that  “ I ”  can  be  p lura l ;  
severa l  people  can  be candidates  for  a  s ingu lar  ro le .  In  other  
words ,  th i s  game shows  that  there  i s  no  concrete  and  s ingular  “ I”  
in  the  f i r s t  p lace .  
   Another  suggest ion  th is  game o f fers  i s  that  people  can on ly  
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de f ine  “ I”  us ing  other  words .  Even  though  “I”  seems  to  be  a  so l id  
concept ,  one  can  only  exp la in  i t  by  te l l ing  i f  “ I ”  i s  ma le  or  female ,  
al ive  or  dead ,  and so  forth .  Sam tr ies  to  begin  the  game by  ask ing 
others  “Who am I?”  but  the  answer  he  get s  from Jo  i s ,  “Your  name 
i s  Sam;  th is  i s  your  house;  they ’re  dr inking your  l iquor  [… ] and 
I  am your  wi fe ,  and I  am dying… ” (Lady  563) .  In  act  two ,  when 
quest ioned  about  h imse l f ,  Sam can  only  say ,  “ I ’m Jo ’s  husband;  
th is  i s  my  house”  (Lady  611) .  Sam’s  answers  indicate  that  peop le  
can  only  descr ibe  themselves  in  re lat ion  to  other  people  or  th ings  
(ment ioning  thei r  property  o r  where  they  be long,  fo r  instance) .  
Sam is  at tached  to  Jo ;  she  i s  a  core  e lement  in  def ining who he  
i s— i f  Sam loses  Jo ,  he  not  only  lo ses  h is  be loved  wi fe  but  a l so  
h is  own ident i ty .  
   Jo ,  her  consciousness  d immed by  her  d isease ,  accepts  Oscar  
as  “Sam.”  Dying,  she says  bye -bye  to  Sam,  who  rushes  to  Jo .  
 

SAM (Tears ;  choking;  loss ;  fury ;  tenderness) :  Do  you 
want  th is?  Hunh?  

(Shakes  her)  
Is  th i s  what  you  want !?  Yes!?  
[… ] 
Because i f  th i s  i s  what  you  want .  I ’m not  any  part  o f  i t ;  

you’ve  locked me out .  I… I don’t  exi s t .  I… I  don’t  ex is t .  
Just… just  te l l  me.  (Lady  664–5;  emphas is  or igina l)  

 
Now that  Jo  does  not  recognize  Sam as  Sam, he  loses  h i s  ro le ,  
pos i t ion ,  and  words  to  ident i fy  h imse l f .  Sam no  longer  has  the 
power  to  es tab l i sh  h i s  own ident i ty .  “ I  don’t  exi s t , ”  he says ,  
suggest ing  that  he  i s  fading  into  the background o f  the  s tage and  
the  p lay .  
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2 .6  Indef inab le  Re lat iv i t i es  

 
   As  discussed ,  above ,  the  def ini t ions  of  “ Jo ’ s  mother”  and “ Jo ’s  
husband”  are  f lu id ,  and Sam’s  ident i ty  becomes  indef inable .  I f  
people  can on ly  be  ident i f i ed  by  words ,  in  th is  p lay ,  where  words  
such  as  “mother”  and  “husband”  become ins igni f i cant ,  every thing 
i s  no  longer  def in i te .  
   Just  be fore  the curta in ,  E l i zabeth  and Oscar  exchange 
thought-provok ing  l ines .  
 

ELIZABETH:  Everything i s  t rue .  
OSCAR (Descending.  Quiet ly ;  to  ELIZABETH;  to  SAM):  

Therefore ,  nothing  i s  t rue .  
ELIZABETH (Looks  up  to  h im):  Therefore ,  everyth ing  i s  

t rue .  
(SHE smi les)  (Lady 667–8)  

 
In  a  wor ld  where  words '  de f in i t ions  change  endless ly  and  even 
indiv idual  ident i t i es  are  not  concrete ,  anything can  be correct .  
In  other  words ,  there  i s  no  abso lute  " rea l"  in  th i s  wor ld ,  which 
makes  every thing  s imultaneously  unrea l/ incorrect .  We dec ided 
that  act  one i s  the  "rea l  wor ld"  for  the  sake  o f  di scuss ion;  however ,  
in  th i s  s i tuat ion ,  where  there  i s  no  such th ing as  " rea l , "  the  idea  
of  a  " rea l  wor ld"  i t se l f  co l lapses ,  and the wor ld  o f  act  one a l so  
becomes absorbed as  one  poss ib le  para l l e l  wor ld .  When we 
interpret  The  Lady f rom Dubuque  as  a  p lay  in  which para l l e l  
wor lds  inter fere  with  each  other ,  causing  di sorder  and  loss  o f  
ident i ty ,  Sam is  fo rced to  retrea t  in to  a  background wor ld  that  i s  
mere ly  a  poss ib le  a l ternat ive .  
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   Sam, fo r  he  i s  re jected  by  Jo ,  now recognizes  h imse l f  a s  
nonexi stent .  However ,  i f  we  consider  th i s  s i tuat ion  f rom Jo ’s  
perspect ive ,  Sam has  not  d isappeared— even i f  Jo  accepts  
El i zabeth  and  Oscar  as  her  fami ly ,  she  does  not  know them in  a  
t rue  sense .  The  int ruders  do  not  have  spec i f i c  ident i t i es ;  they  are  
s imply  symbols  express ing “mother”  and “husband.” 9  Moreover ,  
Sam i s  not  the  on ly  person who  i s  erased  from Jo ’s  wor ld .  I t  i s  
that  Jo  i s  only  choosing people  who  wi l l  re l i eve  her  from her  f ina l  
su ffer ing .  In  other  words ,  Jo ’ s  rea l i ty  has  somehow made an 
a l ternat ive  rea l i t y  to  save  her  a t  the  last  minute .  In  th i s  
a l ternat ive  rea l i ty ,  E l i zabeth  and  Oscar  are  not  super ior  to  Sam. 
Thei r  wor ld  i s ,  a f ter  a l l ,  an a l ternat ive  one.  They are  on ly  a  
poss ib i l i ty .  As  a l ready di scussed ,  the  two  seem to  understand that  
they  are  inter fer ing  with  the  wor ld  o f  ac t  one .  They  know that  
they  are  merely  some poss ib le  s ign i f ie rs  that  can  a lso  fade into  
the  background.  
 

2 .7  Agents  Showing Al ternat ives  
 
   What  does  the  appearance  o f  El izabeth  and  Oscar  on stage  
mean?  The  two  intruders  act  as  Jo  wishes ,  ind icat ing  that  her  
wi sh  was  not  fu l f i l led in  her  “original  wor ld”  we  saw in act  one .  
In  an interv iew wi th  Kathy  Su l l i van ,  Albee  ment ions  Sam and Jo .  
 

Su l l ivan:  I t  seems to  me,  however ,  that  you  have  exc luded  
Sam’s  needs .  

A lbee :  But  Sam’s  rea l i ty  i s  l e ss  important  than  Jo ’ s  needs .  
He’s  surv iv ing  whi le  she ’s  dy ing.  (Su l l ivan 188)  

 
Both  Jo  and  Sam des ire  th ings ,  but  Jo ’ s  des i re ,  s ince she  i s  about  
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to  die ,  i s  pr ior i t i zed .  Unab le  to  accept  h i s  wi fe ’ s  death ,  Sam 
laments  Jo ’s  weakening in  act  one ,  say ing  that  i t  i s  c ruc ia l  to  ho ld 
on to  the object  one  i s  lo s ing and  take  t ime for  h imsel f  l a ter  
(Lady 600) .  St i l l ,  he  does  not  understand that  Jo ,  dy ing,  wi l l  no 
longer  have  any  t ime  le f t  to  seek  what  she  wants .  The  rea l i ty  Jo  
faces  in  the wor ld  of  act  one  i s  that  she cannot  get  comfor t  e i ther  
from her  mother  o r  her  husband.  
   Again ,  E l i zabeth  and  Oscar  are  mere ly  poss ib le  a l ternat ives  
to Jo ’s  mother  and Jo ’ s  husband.  They have no  concrete  
ident i t ies— they  l ive  in  one  o f  Jo ’ s  para l l e l  wor lds— and any 
abso luteness .  In  the  second act ,  they  f ight  Sam for  the  house and  
stage  pr ior i ty .  However ,  assuming f rom the  way  they  ta lk ,  they  
do  seem to  understand that  Jo  w i l l  judge every th ing.  This  
understanding  suggest s  that  the  two  are  not  t ry ing to  ho ld  the ir  
power  over  Sam.  What  they  show i s  that  Sam’s  wor ld  i s  not  the  
only  abso lu te  one.  Here ,  we come to  understand that  El i zabeth  
and  Oscar  a re  not  on ly  poss ib le  candidates  for  Jo ’ s  fami ly  but  
also  agents  who  show that  there  can  be mult ip le ,  even  in f ini te ,  
a l ternat ive  rea l i t i es  ready  for  Jo .  
   E la  Bi t tencourt  ment ions  a fter  a  2012 per formance that  
a l though  the p lay  ra ises  many ques t ions ,  i t  o f fers  no  answers .  
The on ly  cer ta in  th ing  i s  that  Jo  i s  dy ing  (Bi t tencourt  n .p .g .) .  
Albee  ca l l s  the  two wor lds  “rea l”  and “symbol i c”  (Su l l ivan 188),  
but  there  i s  actua l ly  no  “rea l”  wor ld .  By showing a  “ symbol i c”  
al ternat ive  wor ld ,  the  two  intruders  of fer  Jo  a  f ina l  chance  to  face  
her  rea l i t y  and  let  her  pursue her  wi shes  and  die  in  fu l f i l lment .  
 

2 .8  The  End o f  the  World  
 
   In  On Death  and  Dying,  Küb ler -Ross  expla ins  the  f ina l  phase  



80 
 

of  a  pat ient ’s  death.  
 

The most  heartbreaking t ime,  perhaps ,  for  the  fami ly  
i s  the  f ina l  phase,  when the  pat ient  i s  s lowly  detaching  
himse l f  f rom hi s  wor ld  including h i s  fami ly .  They do  not  
understand that  a  dying  man who  has  found peace  and 
acceptance  in  h is  death  wi l l  have  to  separate  h imsel f ,  s tep  
by  s tep ,  from hi s  env ironment ,  including the  most  loved  
ones .  How could he ever  be  ready  to  d ie  i f  he  cont inued  
to  ho ld onto  the  meaningfu l  re lat ionships  o f  which a  man  
has  so  many? (Kübler -Ross  177;  under l ine  mine)  

 
Accord ing  to  Kübler -Ross ,  though i t  i s  heartbreak ing for  the  
fami ly ,  the  pat ient  greets  death  ca lmly  by  separa t ing h imsel f  
f rom his  surroundings .  Jo  a l ready knows that  th i s  moment  wi l l  
come:  “Wel l ,  I  dare  say  the  day  wi l l  come I ’ l l  need  you  a l l .  Then,  
of  course ,  the  day  wi l l  come I  won’ t  need  a  sou l .  And then,  o f  
course ,  the  day  won’t  come”  (Lady  590) .  
   In  the  d iscuss ion  above ,  we  examined how the  arr iva l  o f  
El i zabeth  and Oscar  o f fers  Jo  the  chance to  choose  her  wi sh .  The  
rea l i ty  she chooses ,  fo r  she was  wish ing for  love  and  comfort  then, 
i s  one  where  the two st rangers  become her  lov ing fami ly .   

In  the f ina l  phase ,  where  Jo  meets  death ,  what  happens  to  the 
para l le l  wor lds  wi th  her  as  the  cent ra l  point?  To  consider  th is ,  
we  need  to  focus  on the  l ine  del ivered by  El i zabeth ,  expla ining 
to  Sam about  her  dream o f  death .  

 
ELIZABETH:  A l l  r ight ;  I  dreamt  I  was  on a  beach  at  

sunset— with  fr iends ;  we  had  a  dr i f twood f i re ,  I  be l i eve .  
[… ] 
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(Begins  to  share  th is  wi th  the audience ,  too)  
There  were  seagu l l s  in  the  di s tance ,  and  there  was  the  

sound o f  the  sur f— but  muted ,  for  i t  was  sunset .  
[… ] 
And a l l  a t  once… it  became incredib ly  quiet ;  the  waves  

s topped,  and the  gul l s  hung there  in  the  a i r .  
[… ] 
Such  s i l ence .  And then  i t  began;  the  eastern  hor izon was  

l ighted by  an  exp los ion ,  hundreds  of  mi les  away— no 
sound!  And then another ,  to  the  west— no sound!  And  
within seconds  they  were  everywhere ,  a lways  a t  a  great  
di s tance— the  f la sh  o f  l i ght ,  and  s i l ence .  

[… ]  
We knew what  we  were  watch ing,  and  there  was  no  t ime  

to  be a fra id .  The  s i lence was… beaut i fu l  a s  the  s i l ent  
bombs  went  o ff .  Perhaps  we were  a l ready dead;  perhaps  
that  was  why  there  was  no  sound.  

(A  s i l ence)  
SAM (A shiver ing  l i t t le  boy):  That  was… that  was  the  end  

of  the  wor ld .  
ELIZABETH (A pause ;  comfor t ing;  to  SAM, now):  I  

thought  that ’s  what  we were  ta lk ing  about .  
(To  the audience)  
Isn ’t  that  what  we  were  ta lk ing about?  (Lady  666–7;  
under l ines  mine)  

 
Hear ing El i zabeth ’s  explanat ion o f  death ,  Sam ca l l s  the  s ight  
“ the  end o f  the  wor ld.”  El i zabeth  a f f i rms  hi s  words .  I f  death  
means  the end o f  the  wor ld ,  how can  one  understand Jo ’ s  death  
in  th i s  p lay?  
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   Just  as  Jo  i s  about  to  be  car r ied  to  her  deathbed by  Oscar ,  she  
says  to  Sam,  “Please… just  l et  me  die?”  (Lady 665) .  This  l ine  
agrees  with  Kübler-Ross ’  f ina l  s tage  o f  accept ing  death .  Jo  i s  
ready to  say  goodbye to  every thing and everyone around her .  Now 
that  she  i s  ready  to  l et  go  o f  her  surroundings ,  she  s tops  choosing  
from a l l  the  poss ib le  para l l e l  wor lds  a round her .  The mult ip le  
a l ternat ive  para l le l  wor lds  lo se  thei r  centra l  point .  As  Jo  f in ishes  
her  exi s tence ,  she  l et s  go  o f  her  wor ld .  This  i s  when no more  
a l ternat ives  are  needed.  In  other  words ,  th i s  i s  the  end o f  Jo ’ s  
wor ld .  Death ,  as  the  para l le l  wor lds  vanish ,  i s  thus  l inked  to  the 
end  o f  the  wor ld .  
 

2 .9  To  Face  One’s  Wish and “Rea l i t i es”  
 
 In  chapter  2 ,  sect ion  2 ,  I  focused  on  E l i zabeth  and  Oscar ’ s  ro le  
in  The  Lady f rom Dubuque,  concluding that  they  are  intruders 
from another  para l le l  wor ld  who  enter  the  wor ld  in  which  Sam 
l ives .  The  second act  becomes  a  bat t le f ie ld  in  which  the  wor lds  
with  Jo  as  their  centra l  point  s t ruggle  against  each  o ther .  Sam 
loses  th is  conf l i c t  and get s  absorbed into  the  background.  
However ,  El i zabeth  and Oscar  are  not  abso lute  a l ternat ives .  They  
are  mere ly  poss ib i l i t ies ,  showing Jo  that  she has  the r ight  and  
power  to  choose  her  rea l i t y .  
   What  Jo  seeks  before  her  death  are  the  love  o f  her  mother  and 
the  understanding  of  her  husband.  These factors  are  not  provided  
by  her  b i r th  mother  or  her  leg i t imate  husband.  Instead ,  they  are  
given to  her  by  El i zabeth  and Oscar .  St i l l ,  they  seem to  know that  
they  are  just  poss ib i l i t i es  Jo  can  choose  f rom.  From this  po int ,  
we  can  draw what  Jo  seeks  in  the  end  from a  broader  point  o f  
v iew.  
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   As  a l ready  examined,  th i s  p lay  s tarts  wi th  the  party  game,  
“Twenty  Quest ions , ”  in  which the  par t i c ipants  ask  each other ,  
“Who am I?”  E l i zabeth  of fers  her  op inion  on th i s  ques t ion .  
 

ELIZABETH (This  and  the  fo l lowing both  to  the  audience 
and  genera l ly  to  SAM and CAROL):  In  the  outsk ir t s  o f  
Dubuque ,  on the fa rm,  when I  was  growing up— back  
there ,  back  then— I learned,  wi th  a l l  the  pigs  and  
chickens  and the  endless  sameness  everywhere you 
looked,  o r  thought ,  back  there  I  l earned— though I  doubt  
I  knew I  was  l earning i t— that  a l l  o f  the  va lues  wer e  
re lat ive  save  one…  “Who am I?”  Al l  the  rest  i s  
semant ics— liberty ,  d igni ty ,  possess ion .  

(She  leans  fo rward;  only  to  SAM now)  
There ’s  on ly  one  that  mat ters :  “Who am I?”  (Lady  662;  
under l ines  mine)  
 

As  every thing get s  re lat iv i zed  as  semant ics ,  the  only  th ing  that  
mat ters  i s  one ’ s  ident i ty .  With  E l i zabeth  and  Oscar ’ s  a rr iva l ,  Jo  
i s  g iven  poss ib le  para l le l  wor lds  to  choose  from,  which ,  as  
El i zabeth  ment ions ,  are  re lat iv i zed.  Here ,  on her  deathbed,  Jo  
receives  the  chance to  get  what  she seeks .  The  most  important  
th ing  i s  what  Jo  wants— every thing e l se  becomes secondary .  
   A lbee  exp la ins ,  “The  Lady  From Dubuque  dea ls  wi th  the  
quest ion  o f  whether  our  rea l i t y  i s  determined  by  our  need and i s  
not  an abso lu te”  (“Int roduct ion”  8) .  He has  in  mind mul t ip le  
rea l i t i es  that  make up the  p lay .  This  idea ,  however ,  was  not  
present  at  the  beginning  o f  th i s  p lay ’s  composi t ion .  In  an 
interv iew with  Walter  Wager  in  1964,  Albee  ment ions  that  he  i s  
wr i t ing  The  Subst i tute  Speaker  (the  former  t i t l e  o f  Lady) ,  and  
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that  i t  i s  the  toughest  p lay  he ever  worked on at  that  t ime.  “ I t ’s  
tough  because  I ’m try ing  to  jo in  natura l i sm and cons iderab le  
sty l i za t ion .  I t  i s  bas ica l ly  natura l i s t ic— but  wi th  hal lucinatory  
elements ,”  sa id  A lbee (Wager  41) .  As  th is  p lay  became The  Lady 
from Dubuque  and was  produced in  1980,  Albee was  reaching  hi s  
downfa l l .  St i l l ,  he  had  up  hi s  s l eeve  some compl ica ted  and 
exper imenta l  ways  to  surpr ise  h i s  audience .  The  prob lem was  that  
he ,  in  the  1980s ,  s t i l l  was  not  in  contro l  o f  h is  maneuver ing  o f  
mult ip le  rea l i t ies .   
   The  enigmat ic  intruders  o f fer  Jo  a  poss ib le  para l le l  wor ld  
where  her  wi sh  comes  t rue .  Moreover ,  they  g ive  the  audience  a  
chance  to  pursue  what  they  rea l ly  seek ,  o r ,  in  o ther  words ,  the  
“rea l i ty”  they  want .  Al though th is  p lay  was a  fa i lu re ,  Albee ’s  
chal lenge  to  wr i te  characters ’  search for  the ir  rea l i t y  went  on , 
lead ing  to  h i s  comeback  with  Three  Tal l  Women.  
 

Conc lus ion  
 
   In  th is  chapter ,  I  focused  on two  p lays :  Wi l l iams ’  The Two-
Character  Play  and Albee ’s  The Lady  from Dubuque.  Al though  
both  p lays  were  not  received  we l l ,  they  demonstrate  the  s t ruggles  
and exper imenta l  ideas  the  p laywrights  had whi le  wr i t ing  them. 
However ,  though  Wi l l i ams  and Albee  were  both  undergo ing  a  
di f f i cu l t  t ime  as  wr i ters ,  they  were  not  ready to  accept  defeat .  
Whi le  s t ruggl ing to  surv ive  in  the  industry ,  they  grew to  handle  
thei r  own rea l i t ies  as  mult ip le  but  with  cent r ipeta l  force.  In  the 
next  and f ina l  chapter ,  I  wi l l  examine  how the  two playwrights  
overcame the ir  fa i lures  and went  on  to  wri te  int rospect ive  and 
surpr i s ing p lays .  
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Chapter  3  
When I t  F inal ly  Ends  

 
Int roduct ion  

 
   In  chapter  2 ,  we  saw the  s t ruggles  of  the  characters  and  the  
p laywrights  to  surv ive  the ir  di f f i cu l t  rea l i t y ,  or  at  l eas t  to  make 
them more  bearable .  To  dep ict  these  s t ruggles ,  Wi l l i ams and 
Albee  focused on the coexi stence o f  a  rea l i ty  and  an a l ternat ive  
rea l i ty .  In  the  p lays  discussed  in  the  l ast  chapter ,  rea l i ty  i s  not  
an  abso lute— it  can be  changed (or  exchanged)  for  a  bet ter  one .   

Chapter  1  was  about  the  f ight  agains t  rea l i t y  and  i l lus ion;  and  
chapter  2  was ,  a s  above ,  the  c lash  between severa l  poss ib le  
rea l i t i es .  In  chapter  3 ,  what  we  are  going  to  see  i s  a  coexis t ing  o f  
rea l i t i es .  In  Wi l l iams ’  Something  Cloudy ,  Someth ing  Clear ,  
August ,  who  i s  no  doubt  young Wil l i ams  himse l f ,  has  two 
consc ious  po ints :  1940 and 1980.  He i s  a  young,  s t i l l -not -
success fu l  wr i ter ,  but  at  the  same t ime,  an  o ld ,  past -success  
wr i ter .  August  looks  fo rward  to  h i s  l i fe  and  looks  back  at  h i s  l i fe  
at  the  same t ime.  In  A lbee’s  Three Tal l  Women,  we wi l l  see  
Albee ’s  adopt ive  mother ’ s  l i fe  through  communicat ion  between 
A,  B ,  and  C.  The  f i rs t  act  i s  rea l i s t i ca l ly  shown,  but  in  the  second 
act ,  we  wi l l  meet  Albee ’s  mother  at  three  ages .  Again ,  they  wi l l  
look  fo rward and backward  at  the  same t ime,  showing her  whole  
l i fe .  There  i s  a l so  a  character  named “The Boy ,”  who i s  certa inly 
Albee  h imse l f .  In  other  words ,  i t  i s  c lear  that  both  Wi l l i ams ’  and 
Albee ’s  p lays  are  autob iographica l  in  some way (a l though Three 
Tal l  Women should be  ca l l ed b iographica l ) .  
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The  p lays  I  wi l l  analyze  are  the  l ate  p lays  o f  the  two 
playwrights .  Whi le  Albee s t i l l  l ived  on  a f ter  Three  Tal l  Women 
and saw success ,  Something Cloudy ,  Something Clear  was  
produced  just  two  years  before  Wi l l iams ’  myster ious  death .  In  
thei r  l a te-career  p lays ,  they  were  ab le  to  dep ic t  the  mult ip l i c i ty  
of  rea l i ty  without  confus ing  the  audience  as  to  lead to  a  fa i lure .  
Let ’ s  see  how the ir  works  make  mult ip le  rea l i t ies  coexis t  in  a  
peacefu l ,  ret rospect ive  way .  
 

1  Marching and Watching  the Parade:   
Someth ing Cloudy ,  Something  Clear  as  a  Crysta l l i zed Memoir  

 
   Someth ing  Cloudy ,  Someth ing  Clear ,  Tennessee  Wi l l i ams ’  
las t  p lay  to  be  produced before  h i s  death  (Hayman 237) ,  i s  the  
compi la t ion  o f  h is  l i fe .  With  a lmost  a l l  the  characters ,  including  
Wil l i ams ’  a l ter  ego  August ,  based on rea l  people  from hi s  l i fe  
(many  us ing  thei r  rea l  names) ,  i t  i s  one  o f  Wil l iams ’  most  
autob iographica l  p lays .  
   The p lay  i s  se t  in  “September ,  1940 and September  1980”  
(Someth ing  Cloudy x) .  The  events  o f  the  p lay  take  p lace  mainly  
in  1940,  but  August  and  Clare ,  the  on ly  characters  who  are  
ent i re ly  f i ct ional ,  a re  able  to  look  back  at  the  past  from the 
perspect ive  o f  1980.  Furthermore ,  there  are  severa l  characters  
who do not  f i t  into  e i ther  1940 or  1980;  the  p lay  t reat s  t ime not  
as  a  l inear  th ing  but  as  something  that  f ree ly  f loa ts  a round.  
   At t i l io  Favor in i ,  for  ins tance ,  cons iders  th i s  work  a  memory 
p lay ,  one  that ,  s imi la r  to  Wi l l i ams ’  The  Glass  Menager ie ,  reca l l s  
the  pas t  (Favor in i  144) .  Ki shi  Masayuki  discusses  th i s  work  as  a  
se l f- ref lect ive  ghost  p lay  a long with  Wil l iams ’  Vieux Carré  and 
Clothes  for  a  Summer  Hotel  (Kishi  151) .  Indeed,  i t  i s  poss ib le  to  



87 
 

cons ider  th is  as  a  memory p lay  or  a  ghost  p lay ,  and  i t  i s  poss ib le 
to  conf i rm that  August ,  who  l i ves  40 years  l a ter ,  th inks  about  the  
dead by  hav ing  them appear  on  s tage .  
   I  would l ike  to  focus  on  the s tory  o f  the  parade August  te l l s  
whi le  looking at  the  audience  in  par t  one .  
 

AUGUST (Looking out  dreami ly  in  the  d irect ion  o f  the  
audience) :  Al l  my l i fe ,  a t  l east  s ince  I  s tarted to  shave ,  
I ’ve  been  l ike  a  k id  on  a  grandstand,  f lag-draped,  you 
know,  wai t ing  for  a  c i rcus  parade  to  come by .  I  hear  the  
ca l l iope in  the di s tance .  I t  get s  louder  s lowly ,  that  l i ght ,  
haunt ing music .  But  there ’s  another  sound,  the  sound of  
a  thunderstorm approaching much  more  qu ick ly .  There ’s  
a  sudden tor rent  o f  ra in ,  a  deluge— disperses  a l l ,  a l l  a re  
di spersed  except  me.  I  s tay  on  the  deserted grandstand  
among drenched,  mot ion less  f lags— always  the obs t inate  
wa i ter .  (Something  Cloudy  24)  

 
August  then  expla ins  that  “a  sor t  o f  face less  po l i ceman in  a  b lack  
ra incoat”  (Someth ing  Cloudy  24)  comes  to  te l l  them that  the  
long-awai ted  parade ,  owing to  heavy  ra in ,  has  been postponed.  
The  pol i ceman i s  “a  l i keness  to  not  yet  be ing  complete ly  a l ive”  
(Someth ing  Cloudy 24) .  
   Fur thermore ,  Wi l l i am Prosser  introduces  that  Wi l l i ams had 
wr i t ten  a  one-act  p lay  ca l l ed The Parade  in  the ear ly  1940s ,  and 
whi le  admit t ing that  the  content  i s  very  di f ferent  from Someth ing  
Cloudy ,  he  expresses  the  s imi la r i t ies  between the  two  works  as  
fo l lows .  
 

Though  enormously  di f ferent ,  Something  Cloudy ,  
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Someth ing Clear  s t i l l  bears  a  re lat ionsh ip  with  the  ear ly  
p lay .  Interest ingly ,  both  p lays  descr ibe  their  protagonist  
as  wai t ing fo r  a  “parade”  in  h i s  l i fe .  That  Wi l l i ams 
returned to  th is  ear ly  symbol  in  h i s  las t  p lay  i s  typica l  o f  
the  way  he  used mater ia l  throughout  h i s  career .  (Prosser  
234;  under l ine  mine)  

 
As  Prosser  point s  out ,  Wi l l iams  a lso  t reat s  the  parade  as  a  th ing  
being awai ted  in  Something Cloudy .  In  th i s  sect ion ,  I  would  l ike  
to  c lar i fy  the  meaning o f  the  parade  by  t reat ing  i t  a s  the  centra l  
point  of  di scuss ion .  
   In  the  int roduct ion  to  the  publ i shed  vers ion  o f  the  text ,  Eve  
Adamson,  the  di rector  of  Something Cloudy ,  re fers  to  the  t i t le  o f  
the  p lay  as  remini scent  o f  the  photographic  phrase  “double  
exposure”  and  notes  the  doub le  nature  o f  Wi l l i ams  himsel f  and 
the p lay ’s  content  (Adamson v i i ) .  The fact  that  the  t ime  set t ing  
of  the  p lay  i s  both  1940 and 1980 i s  symbol i c  o f  th is  double  
exposure .  I t  has  a lso  been  po inted  out  that  the  t i t l e  i s  based  on 
the cataract  in  the  le f t  eye  o f  Wi l l i ams  and August  (Adamson v i–
vi i) ,  and  August ,  Clare ,  and  Kip  ta lk  about  the  symbol ism o f  the  
di f ference between hi s  l e f t  and r ight  eyes  severa l  t imes  in  the  
p lay .  This  feature  i s ,  undoubted ly ,  an important  e lement  that  
cannot  be  avo ided  when d iscuss ing  th is  p lay .  In  th is  d iscuss ion ,  
I  wi l l  analyze  the  di f ference between August ’ s  two  eyes  and  the 
parade ,  and  consider  August  in  1940,  who wai t s  fo r  the  parade ,  
and August/Wi l l i ams in  1980,  who looks  back  on h is  younger  se l f .  
 

1 .1  Wait ing  for  the  Parade  to  Come 
 
   Fi rs t ,  I  wi l l  cons ider  the  meaning o f  the  parade in  th i s  p lay .  
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As  quoted ear l ie r ,  for  August ,  the  pol i ceman who  announces  the 
postponement  o f  the  parade  i s  “a  l ikeness  to  not  yet  be ing  a l ive ,”  
which  may  mean that  he  i s  yet  to  f ind  what  he  i s  seeking.  But  
what  exact ly  does  he mean by  “a  l ikeness  to  not  yet  be ing al ive”?  
   In  h is  paper ,  Raymond-Jean Frontain l ikens  the pos tponement  
of  the  parade  to  Wi l l i ams ’ s  o ther  works ,  h igh l ight ing that  many  
of  h i s  characters  lose  the  chance  to  have  what  they  want  a t  the  
las t  minute .  
 

To borrow the  language  o f  Something Cloudy ,  
Wil l i ams ’s  Protagonists  awai t  a  parade  that  i s  a lmost  
always  ra ined out  at  the  l ast  minute .  For  example ,  
Amanda  invest s  the  Wingfie ld  household ’s  meager  
resources  in  engaging  J im O’Connor  as  a  su i tor  fo r  Laura ,  
only  to  l earn  at  the  end  o f  the  evening  that  he  i s  a l ready  
engaged  to  be marr ied .  (Fronta in  148).  

 
I f  we fo l low Frontain’s  po int ,  August  s t rong ly  des i res  someth ing.  
There  are  two  poss ib le  th ings  that  August  wants :  success  as  a  
p laywright  and  the exi s tence  o f  Kip .  Here ,  I  would  l ike  to  quote  
the  conversat ion  between August  and  Clare ,  which comes  just  
be fore  August ’s  explanat ion  o f  the  parade .  
 

AUGUST:  Being  loved i s  a  hard th ing and  to  love  i s—  
CLARE:  Hard  to  bel i eve ,  too?  (Something  Cloudy  24)  

 
They  are  ta lk ing  about  love  here ,  and,  la ter ,  August  admit s  that  
he  loves  and wants  Kip .  In  other  words ,  i t  i s  sa fe  to  assume that  
the  metaphor  o f  the  parade re fers  to  Kip ’s  exi s tence .  
   Kip  was  the  f i rs t  man the  young Wil l i ams  had  a  proper  
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re lat ionsh ip  with ,  and the ir  love  a f fa i r  i s  descr ibed in  Memoirs .  
Night  a fter  n ight ,  Wi l l i ams  made  love  to  h im,  but  he  eventual ly  
lost  Kip  a fter  he  accused  Wi l l iams  of  t ry ing  to  turn  him into  a  
homosexual ,  wh ich Kip cou ld  not  accept  (Memoirs  52–61) .  Many 
t imes ,  in  h is  diary ,  Wil l i ams  wrote  about  “K.” ,  express ing  h i s  
unrequ ited  love  for  h im (Notebooks  207) .  Wi l l i ams  wanted  Kip  
so  badly .  
 

1 .2  The  Parade and Double  Exposure  
 
   However ,  despi te  the  actua l  break  up  between Kip  and 
Wi l l i ams ,  August  says ,  “The parade went  by ,  i t  marched r ight  by  
me,  r ight  by  where  I  was  wai t ing”  (Someth ing Cloudy  71) .  The 
long-awai ted parade  has  f ina l ly  passed before  h im.  August  says  
th is  to  Clare  at  the  beginning o f  scene two ,  a fter  i t  i s  suggested  
by  Kip ’s  accept ing  o f  August ’ s  inv i te  to  the  shack  that  August  
and  Kip wi l l  have  a  sexua l  encounter  for  the  f i rs t  t ime  at  the  end 
of  part  two ,  scene  one.  In  o ther  words ,  August ’ s  acquis i t ion o f  
Kip ’s  body  means  the  passage of  the  parade ra ther  than a  long-
term re lat ionship  with  h im.  
   In  a  1981 interv iew,  Wi l l iams  ta lks  about  the t i t le  o f  the  p lay :  
 

I  pre fer  th i s  t i t le  Someth ing Cloudy ,  Something  Clear  
because i t  re fers  to  my eyes .  My le f t  eye  was  c loudy  then 
because i t  was  developing a  cataract .  But  my r ight  eye  was  
c lear .  I t  was  l ike  the two  s ides  o f  my nature .  The s ide  that  
was  obsess ive ly  homosexual ,  compuls ive ly  interes ted in  
sexual i ty .  And the  s ide  that  in  those  days  was  gent le  and  
understanding  and contemplat ive .  So  i t ’s  a  per t inent  t i t le .  
(Rader  346)  
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Accord ing  to  Wi l l i ams ,  h is  c loudy  le ft  eye  represents  h is  sexua l  
des i re ,  h is  homosexual  des i re ,  and  hi s  c lear  r ight  eye  represents  
tenderness .  Throughout  the  p lay ,  there  are  re ferences  to  both  o f  
August ’ s  eyes ,  with  h i s  c lear  eye  constant ly  contrasted with  h is  
c louded eye .  
   As  per  b iographica l  fact s ,  Kip  in  th is  p lay  i s  a  dra ft -dodger 
from Canada  who  has  a  bra in  tumor  and  i s  unab le  to  work  or  
protect  h imse l f .  He  and Clare  (who  su f fers  from type one 
diabetes)  are  unab le  to  surv ive  wi thout  the  protect ion  of  others .  
Therefore ,  Kip  g ives  in  to  August ’ s  des i res ,  accept s  h im,  and 
begins  to  have  sexua l  re lat ionships  with  h im.  As  ment ioned 
ear l i er ,  the  rea l  Kip  re fused  to  become a  homosexua l ,  and i t  i s  
unknown to  what  extent  he  t ru ly  responded to  Wi l l i ams ’  a f fect ion . 
Nevertheless ,  fo r  August  in  the p lay ,  the  fact  that  he  i s  ab le  to  
make  Kip  h is ,  even i f  ha l f -heartedly ,  i s  a  symbol i c  event  in  h is  
l i fe ,  mak ing  him fee l  the  passage  o f  the  parade .  
   I t  may  appear  that  August  i s  a  lust fu l  man,  one  who fee l s  the  
need to  be  sexua l l y  fu l f i l led  regardless  o f  h i s  partner ’s  intent ion .  
In  fact ,  he  i s  descr ibed  as  hav ing  n ight ly  sexual  re la t ions  with  a  
seaman and other  random people .  However ,  what  we have to  
cons ider  here  i s  that  i f  Kip ’s  body  i t se l f  i s  the  object  o f  August ’s  
desi re ,  o r ,  in  o ther  words ,  i f  sat i s fy ing  h is  sexual  des i re  i s  
everything,  i t  wou ld  be  s t range  that  the  parade  did not  pass  h im 
when he had  a  re la t ionship  with  a  s t ranger .  Consider ing  that  the  
parade  does  not  go  by  unt i l  August  has  Kip ,  i t  may be  sa id  that  
there  was  a  necess i ty  for  h im to  have  no  one e l se  but  Kip .  
 

1 .3  The  Kid Wait ing fo r  the  Parade  
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   So far ,  I  have  argued  that  August ’ s  phys ica l  possess ion o f  Kip  
s igni f i es  the  pass ing o f  the  parade .  However ,  does  th i s  not  mean 
that  we  are  on ly  paying  at tent ion  to  August ’ s  c loudy  eye?  What  
about  the  c lear  one ,  which  i s  k ind ,  lov ing ,  and  understanding? 
To consider  th i s ,  I  wi l l  focus  on  the  word  “k id”  that  appears  in  
the  f i r s t  sentence of  the  descr ip t ion of  the  parade.  
 

Al l  my  l i fe ,  a t  leas t  s ince  I  s ta rted  to  shave ,  I ’ve  been 
l ike  a  k id  on a  grandstand,  f lag-draped,  you know,  wai t ing 
for  a  c i rcus  parade to  come by .  (Something Cloudy  24;  
under l ine  mine)  

 
As  i s  ev ident  f rom the  phrase  “ s ince  I  s tarted  shaving,”  August ’ s  
fee l ing for  the  parade must  have  emerged dur ing  or  a fter  puberty ,  
probab ly  accompanied  by  h i s  sexua l  awakening.  August  considers  
h imse l f  a  chi ld  wai t ing  fo r  the  parade ,  and th i s ,  together  wi th  h i s  
c lear  eye ,  suggest s  that  he  i s  wai t ing for  the  parade to  understand 
pure  and honest  love .  The  parade ,  which  d id  not  come a fter  h i s  
phys ica l  re lat ionships  wi th  other  men,  f ina l ly  comes  when he  has 
a  re lat ionship  wi th  Kip .  I t  comes  because  August  wants  Kip  f rom 
the  bot tom o f  h i s  heart ,  and Kip accepts  h im as  we l l  (a l though 
th is  acceptance  s tems  f rom h is  desperate  c i rcumstances) ,  and 
August  f inds  the  fu l f i l lment  he was  looking for  when Kip agrees 
to  have  sex  with  h im.  Just  be fore  they  enter  into  a  physica l  
re lat ionsh ip ,  Kip  goes  fo r  a  wa lk  to  coo l  down,  l eav ing  August  
worr ied  and  unsure  about  h i s  re turn .  When he sees  Kip coming 
back ,  he  fee ls  that  the  “ [s]ound o f  the  parade came with  h im,  
unear th ly  ca l l iope  and heart  beat  fas t”  (Something  Cloudy  66) .   
   The  parade  that  August  long  des ires  and  wai t s  for  can  be 
thought  o f  as  a  combinat ion  o f  both  h is  c louded and c lear  eye:  
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the  arr iva l  o f  a  being  who  sat i s f i es  both  h i s  a f fect ion  and des ire .  
And,  to  be  preci se ,  i f  we have to  choose  f rom one  o f  the  two eyes ,  
i t  i s  not  August ’ s  c louded eye  that  i s  o ften emphasized but  rather  
the  c lear ,  lov ing eye  that  seeks  Kip ’s  presence .  
 

1 .4  The  Parade o f  Li fe  
 
   This  p lay  i s  d i f ferent  f rom Wi l l i ams ’  other  p lays  in that  i t s  
protagonis t ’s  des i re  i s  fu l f i l l ed .  This  i s  because  August  i s  in  a  
pos i t ion to  fu l f i l l  h is  des i res ,  and  he  can  decide on the  condit ions 
for  thei r  fu l f i l lment .  I t  i s  undeniable  that  August  t akes  advantage 
of  Kip ,  who  i s  weak  and  seeks  August ’ s  protect ion .  Neverthe less ,  
cons ider ing  that  h is  re lat ionship  with  Kip  i s  the  f i rs t  that  August ,  
twenty-nine-years  o ld ,  i s  accepted to  have  a  re lat ionship  with  a  
spec i f i c  ma le  than just  another  anonymous  male  body ,  th i s  
exper ience  must  have  been s igni f i cant  for  h im— otherwise ,  he  
would  not  have recounted  h is  re lat ionship  with  Kip in  1980.  
   The  interes t ing  part  o f  th is  p lay  i s  that ,  even  though  i t  i s  
based on Wil l iams ’  re lat ionsh ip  with  Kip in  the summer o f  1940,  
i t  a l so  inc ludes  Hazel ,  Wi l l iams ’  ch i ldhood sweetheart ,  Frank ,  h i s  
la ter  long-term lover ,  and Tal lu lah ,  an actress  he  f i r s t  met  in  
1940 and worked with  for  a  long t ime a fterwards .  These people  
were  not  necessar i ly  characters  in  Wi l l i ams ’  l i fe  in  the  summer 
of  1940,  but  they  in f luenced  hi s  l i fe  be fore  and  a f ter  that  t ime.  
They  were  a l l  deceased  as  o f  1980,  but  Wi l l iams  undoubtedly  
loved  them.  
   August  confesses  to  Hazel  that  he  cut  a  ho le  in  the wa l l  o f  the  
boy ’s  shower  room at  the  pool  to  peek  at  other  naked  men.  Frank 
was a  long-t ime lover  of  Wi l l i ams ’ ,  who o f  course  had sexua l  
re lat ionsh ips  with  h im,  which  means  that  h i s  re lat ionship  with  
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August  obvious ly  included  sex  as  wel l .  I t  may  be poss ib le  to  th ink  
that  the  sexual i ty  in  Wi l l i ams ’  l i fe  in f luenced  their  appearance  
on stage .  However ,  the  fact  that  Wi l l i ams  and Ta l lu lah  had  a  
re lat ionsh ip  as  profess ional s  and  fr iends ,  and not  as  lovers ,  
suggest s  that  i t  i s  necessary  to  focus  on a f fect ion in  a  broader  
sense  than  just  lus t  in  th i s  p lay .  
   Ear l i er ,  we  d iscussed  that  the  parade came because  August  
f ina l l y  bonded with  the person  he wanted (Kip) .  This  cou ld  have  
been a  major  convers ion  in  h i s  l i fe .  However ,  a s  I  ment ioned 
ear l i er ,  th i s  i s  a l so  August  fu l f i l l ing h is  des i re  on hi s  own.  In  
other  words ,  he  i s  not  only  a  pass ive  observer  o f  the  parade  but  
a lso  the person who has  the  power  to  l ead i t .  1940 may be the 
mode l  for  the  parade ,  but  the  appearance o f  Hazel ,  Frank ,  and 
Tal lu lah  makes  the  whole  l i fe  o f  August/Wil l iams  a  parade .  The 
parade o f  h i s  l i fe  i s  unfo lded on stage and,  wi thout  a  doubt ,  i t  i s  
August  h imse l f  who i s  lead ing i t .  
 

1 .5  Crysta l l i z ing  the Parade  
 
   August ,  who was  on ly  wai t ing  fo r  the  parade,  i s  t rans formed 
by  h i s  own power  into  the l eader  o f  the  parade  that  re f lect s  h i s  
ent i re  l i fe .  Here,  the  p lay ’ s  t ime  se t t ing ,  1940 and 1980,  needs  
to  be  considered  again.  
   C lare ,  the  on ly  fu l ly  imaginat ive  character  in  the p lay ,  
understands  that  August ’ s  consciousness  spans  the  years  1940 
and 1980.  Clare  herse l f  does  not  have  a  long  l i fe  ahead  o f  her  due 
to  severe  type one  diabetes  and wi l l  not  surv ive  unt i l  1980 (and 
i s  aware  o f  that  fact ) ,  but  once  in  a  whi le ,  she reminds  August  o f  
the  t ime gap .  
   After  a  br ie f  conversat ion in  which  they  remini sce  about  the 



95 
 

pas t  from the perspect ive  o f  1980,  C lare  makes  a  s tatement  that  
br ings  them back  to  the rea l i ty  o f  1940.  
 

CLARE:  This  i s  the  summer  o f  1940,  August .  Let ’ s  drop 
the  metaphysics ,  p lay  i t  s t ra ight ,  p lay  i t  not  l ike  summer  
long pas t  but  as  i t  was  then.  

AUGUST:  Then!  Yes!  But  I ’m no  prompter ,  you have  to  
remember  your  l ines .  [A  pause .]  (Something  Cloudy  13)  

 
They  decide  to  “p lay”  the  year  1940,  and  the  act ions  go  on  with  
the  year  1940 as  i t s  bas ic  rea l i ty . 1  Th is  means ,  converse ly ,  that  i f  
they  do  not  per form,  1940 becomes  a  summer in  the  pas t  to  be  
looked back  on,  which i s  proof  that  the  t ime axi s  o f  the  p lay  i s  in  
1980.  
   In  the la st  l ine  of  the  p lay ,  August ,  who i s  le f t  a lone ,  says  the  
fo l lowing:  
 

AUGUST:  [… ] The love ly  ones ,  youthfu l ly  departed  long 
ago .  But  look  [He points . ]  very  c lear ly  here ,  and  whi le  
th is  memory l ives ,  the  lovely  ones  remain  here ,  
undis f igured,  uncorrupted by  the years  that  have  
removed me from thei r  summer .  (Something Cloudy 85)  

 
Time forces  August  to  leave the summer with  Kip and others ,  but  
the  beaut i fu l  memories  remain  intact .  In  other  words ,  August ’ s  
1940 has  been crys ta l l i zed  as  part  o f  h is  l i fe  and  remain  wi th  h im 
in  1980.  Furthermore ,  the  events  of  August ’ s  l i fe  center ing  on  
th is  summer  are  scat tered  throughout  the  p lay ,  and  the  
characters  other  than  Kip and Clare  who appear  on  stage— Hazel  
and  the  o thers— are  inc luded  in  “ the  lovely  ones .”  I t  can  be  sa id  
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that  Wi l l i ams  himse l f  led  the parade o f  l i fe  us ing h is  own a l ter  
ego ,  August ,  and  crys ta l l i zed i t  as  a  memoir .  

This  p lay ,  W i l l i ams ’  most  au tobiographica l  and  revea l ing 
work,  i s  a  summat ion  o f  h i s  l i fe  across  t ime  and space ,  re f l ect ing ,  
as  the  t i t l e  suggests ,  the  dual i ty  o f  h i s  pas t  and  present .  For ty  
years  la ter ,  Frontain wr i tes ,  August  f ina l ly  understands  that  he  
“used”  Kip sexual l y  and i s  ab le  to  ask  fo r  fo rgiveness ;  yet ,  i t  i s  
only  because Wi l l i ams chose to  cont inue wri t ing  unt i l  h i s  death  
(as  August  c l a imed)  that  he  i s  ab le  to  keep  a l ive  the  memory  o f  
Kip  (Frontain  143).  “Although  the  August  o f  1940 i s  short  on 
compass ion ,”  James  Fi sher  wri tes ,  “ the  August  o f  1980 i s  f i l led 
with  i t  and  recognizes  h i s  s ins  and  fa i l ings ,  longing  to  do  the 
imposs ib le— to  remake  the  past”  (F isher  202) ,  and  that  through 
th is  p lay  Wi l l i ams  i s  redrawing the  pas t .  Th is  p lay  i s  a  di f ferent  
memoir  f rom Wil l iams ’  Memoirs ,  which he publ ished  in  1975.  
This  p lay  i s  Wil l i ams ’  crysta l l i zed  memoir ,  which he  popu lates 
with  the people  he  loved ,  h i s  past  mistakes ,  and,  somet imes ,  even  
his  repentance. 2  

 
2  Port ray ing  the  Whole :  Loss ,  Denia l ,  and  Acceptance o f  L i fe  in  

Three  Ta l l  Women 
 
   Two weeks  a fter  he  was  born on March 28 ,  1928,  Albee ’s  
mother  gave  h im away  to  an  orphanage .  A  few days  later ,  he  was  
adopted  by  Reed  and Frances  A lbee.  He  was  the ir  on ly  chi ld ,  and  
he  spent  h i s  chi ldhood in  the ir  wea l thy  but  un lov ing fami ly  
(Gussow 22–3).  
   Though  he  never  had  a  good re lat ionship  with  e i ther  o f  h is  
adopt ive  parents ,  he  had a  part i cu lar ly  bad re lat ionsh ip  with  h is  
adopt ive  mother ,  Frances ,  who was  overbear ing  and a  raci s t .  



97 
 

When he  was  21 ,  he  ran  away f rom home,  and  the mother  and son 
spent  near ly  20  years  without  contact ing each o ther .  After  
Frances  su f fered  a  heart  at tack ,  they  reunited ,  seeing  each  other  
often  unt i l  her  death.  But  they  never  became tru ly  c lose  unt i l  the  
end;  a  certa in  d is tance was  a lways  mainta ined between them.  
   After  Frances ’  death  in  1989,  A lbee  was  inspi red  to  wri te  a  
play  about  her .  Unl ike  The Sandbox,  which  he  wrote  when he  was  
s t i l l  a  young playwr ight  on  the  occas ion  o f  the  death  o f  h i s  
beloved grandmother ,  Grandma Cotter ,  Three Ta l l  Women,  
wr i t ten  on the occas ion  o f  Frances ’  death ,  i s  not  a  p lay  “ for”  h is  
adopt ive  mother  but  “about”  her  (Gussow 374) .  In  fact ,  he  does  
not  include  the fo rmer  p lay ’ s  ange l  o f  death  who  takes  care  o f  the  
grandmother ’s  la s t  breath ;  he  mere ly  l ays  out  the  events  that  
happened to  h is  adopt ive  mother  based on t rue s tor ies .  Even 
though he  did not  l ike  h i s  adopt ive  mother  unt i l  the  end,  th is  
p lay ,  according to  h im,  was  never  wr i t ten  as  revenge .  
 

I  knew I  d id  not  want  to  wri te  a  revenge  piece— could 
not  honest ly  do  so ,  for  I  fe l t  no  need  for  revenge .  We had  
managed to  make  each  o ther  very  unhappy  over  the  years ,  
but  I  was  pas t  a l l  tha t ,  though  I  th ink  she  was  not .  
(St retching  166)  

 
   However ,  though  Albee  says  so ,  h i s  adopt ive  mother  i s  an 
object  o f  quarre l  and  destruct ion in  h is  p lay .  A ,  B ,  and  C,  a l l  wi th  
Frances  as  their  mode l ,  argues  with  herse l f  about  her  internal  
conf l i c ts .  A lbee  not  on ly  d iv ides  her  into  characters  but  a l so  
repeated ly  depict s  how she can  get  physica l ly  shat tered  
throughout  the p lay .   
   In  addi t ion ,  th is  work  i s  not  only  about  A lbee ’s  adopt ive  
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mother  but  a lso  about  how peop le  go  through  var ious  events  in  
thei r  l i ves  (Roudané ,  Albee  138) .  Fur thermore ,  accord ing  to  
Albee ,  he  wanted  to  wri te  a  p lay  about  a  f i ct ional  character  who 
close ly  resembles  h is  adopt ive  mother  as  ob ject ive ly  as  poss ib le  
(St retching 167;  emphas is  mine) .  In  l ight  o f  these  facts ,  i t  can  
be  sa id  that  th i s  work  i s  not  only  a  p lay  about  Frances  but  a l so  a  
p lay  that  depic ts  a  person’s  aging.  The p lay  has  a  unique  dramat ic  
s t ructure  in  which the characters  and set t ings  are  complete ly  
di f ferent  in  the  f i rs t  and  second act s ,  and  in  which  a  s ingle  
character  i s  d iv ided into  three  characters  o f  di f ferent  ages .  
   In  th is  sect ion ,  I  wi l l  f i r s t  examine  the s t ructure  o f  the  p lay  
and d iscuss  the  way  A ’s  l i fe  i s  t aken to  pieces  in  the  f i rs t  act .  A 
speaks  o f  exper iencing var ious  losses ,  such as  the  loss  o f  the  
connect ions  with  her  surrounding acquaintances  and the fami ly  
she  had  when she  was  younger ,  and the  loss  o f  her  proud,  ta l l  
f igure  that  moved free ly  before  her  body  and  soul  decl ined .  After ,  
I  would l ike  to  focus  on A,  B ,  and C who become “one ta l l  woman” 
in  the  second act  and  cons ider  the  l ine ,  “ I  deny  you ,”  they  say  to  
each  o ther .  This  l ine  i s  ut tered  when the  characters  f ind  i t  
d i f f i cu l t  to  accept  their  own rea l i t y  at  di f ferent  ages ;  at  f i r s t  
g lance ,  i t  makes  us  fee l  a s  i f  she i s  los ing her  uni ty  as  a  s ing le  
person.  However ,  upon c loser  reading,  I  be l i eve  that  th is  l ack  o f  
uni ty  i s  the  best  proof  o f  the  long l i fe  A  has  l ived .  At  the  end,  we 
wi l l  consider  the  end  o f  l i fe  and  i t s  acceptance .  In  th is  p lay ,  
Albee  fragments  and  deconstructs  the  women who  resemble  h i s  
adopt ive  mother  and  represents  her  as  she  ar r ived  at  her  f ina l  
days .  
 

2 .1  Two Sets  o f  A ,  B ,  and C 
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   Fi rs t ,  I  would l ike  to  confi rm the character i zat ion o f  th is  p lay .  
None  o f  the  three  women who  appear  in  the  p lay  has  a  proper  
name;  they  are  se t  as  A ,  ninety-two  years  o ld ,  B ,  f i f t y-two ,  and 
C,  twenty-s ix . 3  In  the  f i rs t  act ,  A  i s  an  o ld  woman with  dec l ining 
phys ica l  and  cogni t ive  funct ions .  B  i s  A ’s  caretaker ,  and C is  A ’s  
lawyer ’ s  agent .  In  other  words ,  in  the f i r s t  act ,  A  i s  the  only  
woman who  represents  Frances ;  the  other  two  are  per iphera l  
characters .  The  three  women gather  at  A ’s  house ,  and the f i r s t  
ac t  proceeds  rea l i s t i ca l l y .  
   However ,  in  the second act ,  A ,  B ,  and  C change  into  f igures  
represent ing the  d i f ferent  ages  of  one person.  In  other  words ,  B 
shows  what  A  was  l ike  when she  was  f i f t y -two ,  and  C shows what  
A was  l ike  when she  was  twenty-s ix .  Fur thermore ,  in  the  second 
act ,  another  f igure ,  A ,  who has  a  se izure  at  the  end o f  the  f i rs t  
ac t  and i s  in  a  coma,  i s  p laced on the s tage as  a  dummy. 4  This  
dummy is  required to  complete ly  copy  the appearance o f  the  
actress  p lay ing  the ro le  o f  A ,  and the audience i s  supposed to  
bel ieve  that  A  has  become bedr idden.  Roudané point s  out  that ,  
when A,  p layed  by  the  actua l  act ress ,  appears  in  the  space  where  
the bedr idden dummy-A,  B ,  and C are  present ,  the  audience i s  
made aware that  the  s tage  has  sh i f ted f rom the rea l i s t i c  wor ld  o f  
the  f i r s t  act  to  the  non-rea l i s t i c  wor ld  where  A ,  B ,  and  C are  the 
same person.  
 

Albee  shi f t s  away  from rea l i sm to  nonrea l i sm,  
subvert ing  the theatergoer ’s  sense  of  object ive  rea l i ty  
ear ly  in  Act  2 .  Wi th  the  surpr ise  ent rance of  a  very  mobi le  
and  e legant ly  dressed  A ,  the  audience  suddenly  rea l izes  
that  the  three women are  rea l ly  one  woman.  Thus A 
reappears ,  the  f igure  ly ing in  the bed  be ing a  mannequin ,  
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a l lowing the  p lay  to  b lend the three  l i fe -narra t ives  o f  A ,  B ,  
and C into  one woman at  three  d i f ferent  s tages  o f  her  
l i fe— A at  ninety- two ,  B a t  f i f t y -two,  and C at  twenty-s ix  
years  o f  age .  (A lbee  139)  

 
The  narra t ives  o f  A ,  B ,  and C,  Roudané  expla ins ,  are  fused 
together  as  one person.  However ,  in  th is  sect ion ,  I  wou ld  l i ke  to  
take th is  s tatement  paradoxica l ly  and cons ider  that  the  narrat ive  
that  should be long to  one  person  i s  d i smant led into  three (or  four ,  
i f  we  include Dummy-A,  who i s  s i lent ly  s l eeping) .  This  means  
that  the  woman who  resembles  Frances  i s  d i smant led  in  the  
second act ,  and  only  Dummy-A,  who nei ther  moves  nor  speaks ,  
cont inues  to  ex is t  in  the rea l i s t ic  dimension o f  the  f i r s t  act ,  whi le  
the  other  three  women ex is t  in  the non-rea l i s t i c  d imension.  
   A lbee  repeated ly  emphas ized to  the actresses  p lay ing B and C 
that  they  need  to  be  complete ly  d i f ferent  people  in  the f i rs t  and  
second act s .  Rakesh  H.  So lomon di scusses  an  episode  where  
though  Albee  knew,  o f  course ,  that  th is  was  a  two-act  p lay ,  he  
adv ised the  actresses  to  imagine  each act  as  a  separate  piece  
(So lomon 166) .  By do ing  so ,  especia l l y  wi th  regard  to  B  and C,  
they  wou ld  be  able  to  e f fect ive ly  fu l f i l l  the  di f ferent  ro les  they  
p lay  in  the  two  acts :  In  act  one ,  they  present  the  character  o f  A  
to  the  audience ;  in  act  two ,  they  present  how A was  l ike  both  
phys ica l ly  and inte l l ectual ly  at  var ious  ages .  
   By  thorough ly  di smant l ing  the protagonist  in  the second act ,  
Albee  turns  the s t ructure  o f  the  p lay  into  that  o f  a  complex non-
rea l i s t i c  p lay  at  once .  However ,  the  f i r s t  act  does  contain some 
descr ipt ions  that  foreshadow A ’ s  d i smant l ing .   
 

2 .2  The  Breaking  Off  o f  the  Whole :  I rrevers ib le  Loss  and  
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Remaining  Pr ide  
 
   In  act  one ,  A  i s  descr ibed in  the character  int roduct ion  as  “A 
very  o ld  woman;  th in ,  autocrat i c ,  proud,  as  together  as  the  
ravages  o f  t ime wi l l  a l low”  (Women 309) .  At  n inety-two ,  due to  
her  inabi l i ty  to  use  one o f  her  a rms ,  A i s  unable  to  move on her  
own.  She  a lso  has  di f f i cu l ty  contro l l ing her  bowels .  These 
character i s t i cs  a re  cons is tent  in  thei r  re ference to  Frances ,  who  
began to  decl ine  physica l ly  and  menta l l y  rapidly  a round the  t ime 
she  reached  her  ninet ies  (St retching  167) .  I t  i s  probab ly  sa fe  to  
assume that  A  in  act  one  c lose ly  resembles  Frances  in  her  f ina l  
years .     

In  the f i r s t  act ,  which presents  a  rea l i s t i c  wor ld ,  A  does  not  
accept  her  own deter io ra t ion ,  re jects  o f fers  that  wi l l  log ica l ly  
improve  her  s i tuat ion ,  and  t r ies  to  behave  as  before .  For  example ,  
though  she  can  no  longer  cont ro l  her  bowels ,  she  re fuses  to  wear  
diapers  o r  use  rubber  sheets ;  when she i s  made aware that  she  
can  no longer  manage  her  f inances ,  she refuses  ass i s tance ,  
c l a iming that  she can  take  care  o f  herse l f  wi thout  any  he lp .  Both  
of  these  matters  invo lve  e lements  of  her  se l f -esteem,  and  
a l though  she  can  no  longer  take  contro l  o f  her  mat ters  accord ing  
to  those  around her ,  she  i s  re luctant  to  admit  her  decl ine .  She  i s  
va in about  herse l f .  
   A’s  bewi lderment  and inab i l i ty  to  acknowledge  her  own 
dec l ine  i s  scat tered throughout  the  f i rs t  act ,  but  i t  i s  f i rs t  noted 
in  the  scene  where  she  laments  in  the  face  o f  the  vagueness  o f  
her  memory and  i s  appeased  by  B .  
 

A:  [… ] (Ful l  weep)  I… can’t… remember .  
I… can’t… remember !  [… ] Why can ’t  I  remember  
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anything?  
B :  I  th ink  you remember  everyth ing;  I  th ink  you just  can ’t  

bring i t  to  mind a l l  the  t ime.  
A (Quiet ing):  Yes?  I s  that  i t?  
B:  Of course !  
A:  I  remember  everyth ing?  
B:  Somewhere  in  there .  
A (Laughs):  My grac ious!  ( to  C) I  remember  everyth ing!  
(Women 344-5)  
 

When A  i s  confronted  with  the  rea l i ty  that  her  memory i s  not  
complete ,  she  i s  instant ly  ca lmed down by  B ’s  appeasement ,  and  
her  mood improves .  I t  i s  important  for  A to  be  able  to  conv ince  
herse l f  that  she  has  not  los t  anyth ing,  even  though what  i s  on the 
sur face  remains  the same.  We can  see  f rom thi s  exchange that  she 
fears  and re ject s  the  idea  o f  lo s ing  anyth ing from her  “who le .”  
   These fears  and  re ject ions  are  not  only  interna l  but  a lso  
phys ica l .  A ’s  l e f t  arm is  suspended by  a  t r iangu lar  bandage ,  
render ing i t  use less .  A  has  a  meta l  p in  implanted in  her  arm to  
hold  the  bone  in  p lace .  However ,  a s  the  bone  i t se l f  wears  away 
without  recover ing ,  the  p in  becomes loose  and  br i t t l e .  That  she  
complains  about  her  a rm hurt ing  every  t ime  she  i s  taken  care  of  
by  B  shows that  the  arm has  no  funct ion  except  to  burden her .  
The  doctor ’ s  recommendat ion  for  amputat ion  i s  thus  reasonable .   
   However ,  a l though  A  forget s  many  th ings ,  she  never  fo rget s  
that  she  made  the  doctor  promise  that  he  wi l l  no t  amputate  her  
arm.  
 

B :  [ , , , ]  she  makes  h im promise  that  he ’ l l  never  t ake  the  arm 
of f ,  and  won’ t  l et  anyone  el se  do  i t  e i ther ,  and  he  
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promises— assuming she ’ l l  forget?  Probably ;  but  she  won’t .  
There  are  some th ings  she never  fo rgets .  (Women 328)  

 
The  d ismemberment  o f  her  body i s  an  act  that  wi l l  make  v i s ib le  
the  fact  that  she  has  lo st  someth ing,  and that  her  complete  fo rm 
is  being  undermined.  I t  i s  understandab le ,  though  by  no  means  
rat ional ,  that  A ,  who fears  lo s ing ,  cont inues  to  re fuse  amputat ion .  
The way she laments  the  fact  that  she  used to  be  ta l l  but  has  
shrunk  can a l so  be considered  to  be  in  the  same vein . 5  As  
ment ioned  above ,  A desperate ly  res i s ts  the  ravages  o f  her  o ld  age .  
   Throughout  the f i r s t  and second act s ,  we  repeated ly  see  A  
los ing  other  th ings  apart  from her  phys ica l  and  menta l  heal th :  
the  th ings  she  or igina l ly  had— money ,  jewel ry ,  fami ly ,  and 
fr iends— increas ingly  go  miss ing ,  and  the  per fect  whole  A  was  
t ry ing to  mainta in  get s ,  over  t ime,  compromised and grows way 
beyond her  reach .  Albee  re lent less ly  weaves  into  h i s  p lay  the  way  
A res is ts  but  cannot  overcome the  passage o f  t ime.  
   Th is  i r revers ib le  lo ss  i s  symbol i zed by  the depict ion  o f  A  
breaking  a  g lass .  The  scene  o f  the  actua l  breaking  does  not  
appear  on  stage ,  but  a fter  A leaves  the s tage fo r  the  bathroom,  
the  sound o f  a  g lass  breaking  i s  heard .  When A re turns ,  she 
report s ,  in  a  good mood,  that  she  has  annoyed  B  by  breaking  i t ,  
but  th is  act ion takes  p lace  immedia te ly  a fter  the  descr ipt ion o f  
the  mal funct ioning arm ment ioned above .  The  sound o f  break ing  
the  g lass  symbol i zes  A’s  fragi le  and  broken body ,  and  we  get  the  
image  o f  A as  being  i r revers ib ly  di smant led .  
   Fur ther ,  pr io r  to  th i s ,  there  i s  a  direct  re ference to  the  actual  
shat ter ing  o f  A .  A  leaves  her  sea t  fo r  the  bathroom twice  dur ing 
act  one ,  but  when she  returns  the f i rs t  t ime,  she compla ins  to  B  
for  not  coming to  her  a id .  The  repl ies  that  B  and C give  to  th is  
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are  as  fo l lows .  
 

A (F la i l ing  about) :  Hold on to  me!  Do  you  want  me to  
fa l l !?  You want  me to  fa l l !  

B:  Yes ,  I  want  you to  fa l l ;  I  want  you to  fa l l  and  shat ter  
in… ten pieces .  

C:  Or  f ive ,  or  seven.  (Women 319) .  
 
In  other  words ,  there  i s  the  express ion “A be ing  shat tered”  when 
she  l eaves  the s tage for  the  f i r s t  t ime,  and  there  i s  the  sound of  
g lass  break ing when she goes  o f f s tage for  the  second t ime.  The  
sound o f  g lass  break ing  has  the  e f fect  o f  reminding  us  o f  A ’s  
vulnerab i l i ty .  
   I f  we  regard  A  before  her  o ld  age  as  a  per fect  whole ,  the  losses  
she  has  exper ienced  unt i l  she i s  ninety-two  are  numerous .  When 
A’s  dia logue increases  in  the second hal f  o f  act  two ,  i t  i s  pr imari l y  
about  her  lo sses .  In  act  two ,  B has  exper ienced  the  death  o f  her  
fa ther ,  but  A  has  exper ienced  the  death  o f  not  only  her  mother  
but  a lso  her  husband. 6  In  addi t ion ,  f r i ends  and peop le  she has  
known have a l so  d ied as  the  years  go  by ,  which  means  that  death  
i s  an  i rrevers ib le  loss  o f  connect ion ,  a  condit ion  that  can  never  
br ing A back  to  her  fu l l  form aga in .  
   As  we  have  a l ready  confi rmed,  A lbee  did  not  intend to  wri te  
th is  p lay  as  revenge aga inst  h is  adopt ive  mother .  Neverthe less ,  
he  includes  the  descr ipt ion  o f  A  being  thoroughly  di smant led  and 
di s integra ted .  Aga in ,  th is  i s  not  a  p lay  “ for”  h is  adopt ive  mother .  
Therefore ,  there  i s  no  reason for  A lbee  to  wri te  th i s  p lay  as  a  
t r ibute  to  A ’s ,  or  Frances ’ ,  whole  be ing  when she was  a  power fu l ,  
ta l l ,  and impos ing woman.  Rather ,  i t  shou ld  be noted that  
al though Frances ’  physica l  and menta l  decl ine  was  rapid  by  the  
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t ime she was  in  her  ninet ies ,  Albee says  that  he  was  s t ruck  by  the 
way h i s  adopt ive  mother  managed to  hang on  to  what  was  l e ft  o f  
her  and never  admit ted defeat  (Stretching 167) .  In  the f i rs t  ac t  
o f  the  p lay ,  A  i s  in  the  midst  o f  dec l in ing and wr i th ing,  re fus ing  
to  admit  that  she  i s  in  such  a  s tate .  By  thoroughly  d i smant l ing 
her  and  port ray ing  her  in  an  unrecoverable  s tate ,  Albee  
paradoxica l l y  br ings  her  remaining  sense  o f  se l f - respect  and  
pr ide to  l ight .  
 

2 .3  Mult i l ayers  o f  Time:  Future  Poss ib i l i t i es  and  Denia ls  
 
   In  the second act ,  A can  be sa id  to  be  the embodiment  o f  the  
consc iousness  and pr ide of  the  f i rs t  ac t ’s  A (or  Frances) .  
However ,  B and  C deny  A ’s  s tate ,  and A a l so  denies  B ,  C,  and  the 
young man (The Boy) who  appears  on  s tage but  has  no  l ines .  
What  i s  the  meaning o f  th i s  exchange of  negat iv i ty  toward  each  
other  in  th is  p lay?  
   Consider ing  th is ,  i t  i s  important  to  note  the mult i layers  o f  
t ime  created  by  the s imultaneous  presence  o f  A ,  B ,  and  C on  s tage .  
Accord ing  to  the  records  o f  the  di rector  Laurence  Sacharow,  the  
costumes  o f  B  and C in  act  two  are  des igned  to  match  the  per iod 
in  which  they  are  thought  to  have  l ived ,  count ing  backwards  from 
the  age  o f  A .  By  matching the  type  o f  fabr ic ,  the  uni ty  o f  the  
three  i s  expressed (Sacharow 121). 7  In  other  words ,  we  can  th ink  
of  the  second act  not  only  as  three  peop le  o f  di f ferent  ages  
exis t ing in  the same space ,  but  a l so  as  a  mixture  o f  three  eras—  
the era  when one person was  ninety-two ,  f i f ty -two ,  and twenty-
s ix .  I t  i s  poss ib le  to  th ink  that  these  three  eras  a re  b lended 
together  to  create  th is  non-rea l i s t i c  space .  Why  th i s  i s  important  
i s  that  the  mixing  o f  the  eras  not  only  br ings  together  three  
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people  with  di f ferent  level s  o f  exper ience but  a lso  creates  a  
di f ference in  the  temporal  d is tance  they  have  with  death.  
   Th is  i s  a r t i cu lated  best  by  C,  who points  to  the  bedr idden 
dummy A and says  with  rage ,  “ I  wi l l  not  become… that !”  (Women 
355) .  Murphy wr i tes  about  A ,  B ,  and  C that  “ [t ]hrough them,  
Albee  presents  the  audience  with  three  responses  to  the  rea l i ty  
of  death”  (“Threnodies”  104)  and  that  C  main ly  shows  denia l .  
Near  the  end  o f  the  p lay ,  when the  three  characters  ta lk  about  
the  best  t ime  in  their  l ives ,  C  says ,  “ I  haven’t  had  them yet ,  have 
I?  Al l  done  at  twenty-s ix?”  (Women 382)  as  i f  to  p lead  again and 
again .  C  denies  the  rea l i ty  o f  her  fu ture  that  A  and B  te l l  her  or  
the  dummy A shows  her .  She wants  to  be l i eve  in  a l l  the  
poss ib i l i t i es  o f  a  br ight  future  that  l i es  be fore  her .  
   Unl ike  C,  B ,  who has  exper ienced enough  o f  l i fe  to  understand 
that  she  wi l l  eventual l y  die ,  i s  somet imes  shocked  by  what  A  says ,  
and when A says ,  “You deny me? [… ] I  suppose  you do  too”  
(Women 382),  she  jus t  lowers  her  gaze to  avoid A ’s  g lance .  B  and 
C are  fa r  away  f rom death  for  now,  and  so  they  have hope  and 
ant ic ipat ion  for  l i fe .  What  th i s  shows  i s  that  B and C ’ s  denia l  i s  
noth ing  but  a  re ject ion o f  the  fact  that  their  future  se lves  are  
going to  become A— they are  unable  to  face  the fact  that  A (or  
dummy A)  i s  wai t ing in  thei r  fu ture .  
   A ,  on  the o ther  hand,  makes  the  fo l lowing statement  as  she 
ends  her  exchange  with  the younger  two .  
 

A :  [… ] Wel l ,  that ’s  a l l  r ight :  I  deny  you  too ;  I  deny  you 
al l .  [… ] (General )  I  ‘m here ,  and  I  deny  you  a l l ;  I  deny  
every  one  o f  you .  (Women 382;  emphas is  or igina l) 8  

 
A  i s  the  person who is  c losest  to  death,  or  even exper ienced death  
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in  the  form o f  a  “premonit ion ,”  the  only  one  who can  look  at  her  
own l i fe  f rom a  b ird ’s  eye  v iew.  She  i s  the  only  one who  can deny  
the  exi s tence  o f  B  and C,  who  can  dream of  a  l i fe  other  than the 
one  A has  led .  B and C hope to  change thei r  future  by  t ry ing to  
deny  A’s  exi s tence,  but  A ’s  denia l  denies  thei r  hopes  and  
poss ib i l i t i es— it  expresses  an  acceptance o f  the  l i fe  o f  a  person  
who  i s  about  to  be  completed  (or ,  in  other  words ,  t erminated) .   
   A’s  answer  to  the quest ion  o f  the  best  t ime  o f  her  l i fe— “When 
i t ’ s  a l l  done”  (Women 384)— is  suggest ive .  From her  narrat ive ,  
we  can  see  that  she  has  accepted her  gr ie f  and  loss  as  a  part  o f  
her  past  and  i s  not  t ry ing  to  f ight  against  death .  As  I  ment ioned 
in  chapter  2 ,  A lbee was  in f luenced by  El i sabeth  Kübler -Ross 's  On 
Death  and  Dying,  and  as  Murphy  points  out ,  A  in  act  two  arr ives  
at  the  f ina l  s tage o f  accept ing death ,  which i s ,  o f  course ,  
“acceptance.”  Accord ing  to  Kübler-Ross ,  th i s  s tage i s  not  a  happy 
stage  but  one  where  emot ions  seem to  have  di sappeared .  
 

Acceptance  should  not  be  mistaken  for  a  happy  stage .  
I t  i s  a lmost  vo id o f  fee l ings .  I t  i s  a s  i f  the  pa in  had  gone ,  
the  s t ruggle  i s  over ,  and  there  comes  a  t ime for  “ the f ina l  
rest  before  the long journey”  as  one pat ient  phrased  i t .  
(Kübler-Ross  110)  
 

A ’ s  l i fe  i s  fu l l  o f  d isappointment  and loss .  Her  s t r i ct  but  fa i r  
parents ,  her  c lose  s i s ter ,  her  wea l thy  marr iage:  a l l  o f  these  are  
now in  the  past ,  and  A  te l l s  us  how each  o f  them were  lost .  The 
A in  act  one and  the dummy A in  act  two show that  she has  
reached the  f ina l  s tage o f  her  l i fe  where  she  can accept  a l l  the  
losses  and di s integrat ions  in  her  body  and mind and in  her  
re lat ionsh ips  over  the  past  n inety- two years  as  a  part  o f  herse l f .  
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In  the  last  long  l ine  o f  the  p lay ,  A  says  that  she has  reached  “ the  
point  where  you can th ink  about  yourse l f  in  the th i rd person  
without  being  crazy”  (Women 384) .  Now she looks  at  herse l f  
object ive ly .  Even  her  wett ing  herse l f ,  ment ioned  in  act  one,  i s  
now a  means  o f  confi rming her  own bodi ly  funct ion that  i s  l e f t  
for  her  that  day .  
   As  discussed ear l i er ,  Albee emphas izes  A’s  physica l  and  
mental  decl ine  and  mater ia l  and  re lat ional  lo ss .  Therefore ,  I  
argued  that  her  complete  form i s  i r revers ib ly  lost .  However ,  when 
we see  A ’s  a t t i tude  in  the second act ,  her  l i fe  i t se l f ,  which 
incorporates  even  th is  i r revers ib le  lo ss ,  emerges  as  one  complete  
who le .  When asked  whether  he cou ld have  wri t ten  th i s  p lay  before  
his  adopt ive  mother ’ s  death ,  Albee  sa id ,  “I  don’t  th ink  i t  would 
have  occurred to  me to  do  i t  unt i l  ‘ the  sub ject ’  was  complete”  
(Gussow 353;  under l ine  mine) .  I t  was  only  with  the  death  o f  
Frances  that  Albee ,  us ing her  as  h i s  model ,  was  f ina l ly  ab le  to  
descr ibe  the  complete  form o f  A .  
 

2 .4  Premonit ion  o f  Death:  The  Reigning “Subject”  
 
   So  far ,  I  have  di scussed  that  A in  the  f i rs t  act  i s  gradua l ly  
undermined by  ag ing  and  loses  her  appearance  from her  youth ,  
but  that  her  exis tence  i t se l f ,  which  enables  her  to  l i ve  out  her 
l i fe ,  including th i s  damaging rea l i ty ,  i s  the  complete  “who le”  o f  
hers .  Final l y ,  by  cons ider ing the re lat ionship  between The  Boy 
and A,  I  wou ld  l i ke  to  discuss  the  e ffect  o f  the  death  scene  in  
which  A  receives  a  premonit ion .  
   The four th  character  in  th is  p lay ,  The  Boy,  i s  A ’s  son ,  Albee 
himse l f .  Just  as  in  rea l i ty ,  The  Boy,  a fter  a  quarre l  wi th  h is  
mother ,  l eaves  home and la ter  re turns  to  her . 9  
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   There  are  numerous  re ferences  to  th is  son f rom the  f i r s t  act ,  
but  he  never  appears  on s tage a t  that  point .  He i s  a lways  t reated 
as  an absent  f igure ,  and  A  cont inues  to  wai t  for  h im.  
   In  the  second act ,  The  Boy appears  on stage when he i s  
ment ioned.  The  f i rs t  th ing  to  note  about  h im i s  h i s  appearance .  
In  h i s  int roduct ion ,  i t  i s  s tated  that  he  i s  about  twenty-three  
years  o ld ,  but  we know f rom A and B’s  remarks  that  th is  i s  the  
appearance  he  had  when he  le ft  home,  not  the  one  he  should  have  
in  the rea l i s t i c  t ime shown by  dummy A.  Favor ini  points  out  that  
the  son’s  departure  from home keeps  h im and hi s  mother  at  that  
point ,  that  they  wi l l  a lways  be  “ the son  who  le ft”  and  “ the  mother  
who was  l e f t”  (Favor ini  210) .   
   As  Bruce J .  Mann po ints  out ,  The  Boy has  no  l ines  in  the p lay ,  
and  ever  s ince  h i s  appearance ,  he  remains  in  the more rea l i s t i c 
dimension wi th  dummy A and does  not  hear  the  words  with  which  
A,  B ,  and C address  h im (Mann 13) .  In  other  words ,  he  does  not  
enter  the  inner  wor ld  of  th i s  woman,  which  i s ,  in  pr incip le ,  
composed  o f  A ,  B ,  and C.  What  the  p lay  shoes  i s  not  a  parent  and 
chi ld  who  have  a  warm re lat ionsh ip ,  but ,  a s  A says ,  an obl igatory  
and  ro le-based parent-and-chi ld  re lat ionship .  
   I t  i s  on ly  when The  Boy  f ina l ly  responds  to  A’s  words  that  he  
enters  the  scene .  There ,  A te l l s  h im that  she  has  seen  a  
premoni t ion of  her  death .  
 

(S i l ence .  A  moves  to  the  bed ,  s i t s  on  i t ,  opposi te  from 
him.  A  speaks  di rect ly  to  h im;  now he  can hear  her ,  can 
respond)  
A :  I  had a  premonit ion .  I  know you say  there ’s  no  such  

th ing ,  but  I  had one .  I t  was  I  d ied .  (Women 381)  
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The  scene  o f  her  own death ,  A  te l l s  us ,  was  lonely ,  and  The  Boy 
“acted  out”  h is  gr ie f  fo r  the  people  a round him (Women 381).  In  
response  to  A ’s  l ines ,  The  Boy  makes  a  gesture  o f  cry ing  but  does  
not  a rgue .  
   Th is  scene  i s  based  on Albee ’ s  f ina l  v i s i t  to  h is  mother .  
 

   For  A lbee ,  i t  was  a  scene  direct ly  f rom l i fe ,  f rom his  
f ina l  v i s i t  to  h i s  mother ,  a f ter  she  had  died.  “ I  may  have 
made i t  a  l i t t l e  more  dramat ic ,”  he  admit ted .  “ I sn’ t  that  
what  a  p laywright  does?  I  remember  the v isual  image  of  
going  into  the  hospi ta l  room and f inding her  ly ing  there  
dead in  the bed ,  and  the  chauf feur  and  the maid  s i t t ing 
stage  r ight  o f  her .  I sn ’t  that  interest ing  that  I  sa id  my 
v isual  memories  invo lve  s tage r ight  and stage l e ft?”  
(Gussow 356)  

 
   Although Albee accepted hi s  mother ’ s  death  in  an  ext remely  
theatr i ca l  way ,  the  “scene”  he  saw and exper ienced  i s  not  
per formed on stage .  I t  i s  only  to ld  by  A .  To  cons ider  the  reason 
for  th i s ,  I  wou ld l ike  to  reca l l  that ,  in  the  d iscuss ion  before ,  I  
cons idered that  A i s  the  person who can deny the hope and 
poss ib i l i ty  B and C have and  have the broades t  v iew of  her  own 
l i fe .  
   Dummy A has  only  had a  se izure  and  i s  not  dead ,  but  A  a l ready 
understands  and  accepts ,  a lbei t  somewhat  emot iona l l y ,  what  wi l l  
happen a t  her  death.  By  not  let t ing  The  Boy  act  out  the  scene  or  
not  even  le t t ing  the  p laywright  Albee  produce  i t  as  a  performance  
but  by  making  h im recreate  i t  as  a  narra t ive  from her  own mouth ,  
A becomes  the  “subject”  of  th is  p lay ,  ha l f-conscious ly  re igning 
i t .  A  denies  not  only  B  and C but  a lso  The  Boy ,  but  the  denia l  
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d i rected at  h im (or  Albee,  who  i s  c lear ly  re la ted)  i s  not  about  the 
poss ib i l i ty  o f  the  future ,  but  about  the  denia l  o f  h is  ro le  as  a  
writer  who  dominates  the  p lay  with  a  b ird ’s  eye  v iew.  As  Albee  
says  that  th is  p lay  i s  “about”  Frances ,  and that  her  death  
“completes  the  subject ,”  A ’s  l i fe  f rom her  youth  to  the  very  end  
i s  fu l l y  shown in  the p lay .  
 

2 .5  When i t  a l l  Ends  
 
   In  th i s  sect ion ,  I  mainly  focused  on  A,  decipher ing  the fact  
that  she  exper iences  severa l  losses  in  the  f i rs t  act  and  i s  o f ten 
depicted  as  shat tered  into  pieces .  In  addi t ion ,  on  the  cont rary ,  I  
a l so  considered  that ,  in  the  second act ,  A  re igns  as  the  subject  o f  
th is  p lay ,  showing pr ide and  acceptance  in  what  i s  l e f t  o f  her  l i fe .  
A,  mode led  on  A lbee ’s  adopt ive  mother  Frances ,  whom Albee  did 
not  come to  l ike  unt i l  the  end  o f  her  l i fe ,  i s  port rayed as  a  
power fu l  and domineer ing woman.  St i l l ,  A lbee h imse l f  sa id  that  
“[v]ery  few peop le  who met  my adopt ive  mother  in  the  l ast  twenty  
years  o f  her  l i fe  could  abide  her ,  whi le  many  peop le  who  have 
seen my  p lay  f ind her  fascinat ing .  Heavens .  what  have  I  done?!”  
(Albee 168) .  Frances ’  charms and persona l i ty  form the 
foundat ion o f  the  p lay ’s  complex dramat ic  s t ructure .  
   C .  W.  E .  Bigsby  argues  that  th i s  work  i s  not  about  
reconci l ia t ion between Albee  and the memory of  h i s  adopt ive  
mother  but  about  reconci l ia t ion between peop le  themse lves  and 
thei r  l ives  (Bigsby  151) .  In  the play ’ s  f ina l  scene ,  A ’s  dia logue  
becomes  more resonant  when we  see  her  as  a  woman who has  l ived 
a  long  and f ie rce  l i fe .  
 

A:  [… ] I  was  ta lk ing about… what :  coming to  the end  of  
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i t ;  yes .  So .  There  i t  i s .  You  asked ,  a fter  a l l .  That ’s  the  
happiest  moment ,  

(A looks  to  C and B,  puts  her  hands  out ,  takes  thei rs .  
Cont inued)  

When i t ’ s  a l l  done .  When we s top .  When we can stop.  
(Women 384)  

 
Here ,  t ak ing B and C ’ s  hands ,  A  peacefu l ly  accepts  her  death .  
With  her  death ,  there  i s  no  longer  any  “exper ience  that  has  not  
been exper ienced”  fo r  her .  In  other  words ,  death  ra i ses  her  
perspect ive  to  the  broadest  poss ib le  leve l ,  and she accepts  both  
the  hopes  o f  her  youth  and  the mis fortunes  that  come with  age  as  
par ts  o f  herse l f ,  thus  complet ing  her  l i fe .  Through  th i s  p lay ,  
which  port rays  the  f i ct ional  l i fe  o f  Frances ,  Albee  shows  how 
death  completes  a  “who le”  human l i fe .  
 

Conc lus ion  
 

In  th is  f ina l  chapter ,  I  focused  on  two  late ,  se l f - re f lect ive ,  
and  introspect ive  p lays  o f  Wi l l i ams  and Albee .  Something  Cloudy ,  
Someth ing Clear  dea ls  wi th  Wi l l i ams ’  past  love  a f fa i rs  and  other  
forms o f  love  he  exper ienced  in  h i s  youth ,  which  he looks  back  
on  from 1980,  the  t ime  he  actua l ly  wrote  the  p lay .  Three  Tal l  
Women i s  a  b iographica l  p lay  about  Albee ’s  adopt ive  mother ,  and ,  
a t  the  same t ime,  par t ia l l y  an  autobiographica l  p lay  that  shows  
how Albee  unders tood  hi s  mother  at  las t .  Though  the  themes  and 
subject s  of  the  two  p lays  are  di f ferent  ( the  beloved  and the 
unloved  parent) ,  both  p laywrights  drew insp irat ion  from thei r  
rea l  l ives .   
   Rea l i t y ,  which  I  de f ined  as  “ se lves  in  an unchangeable  
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s i tuat ion ,”  inc ludes  a  person’s  whole  l i fe  wi th  happiness  and  
despai r ,  denia l  and  reconci l i a t ion .  In  these  two  p lays ,  rea l i t y  i s  
f ina l l y  dep ic ted  as  someth ing  to  be  reconci led  wi th ,  something  to  
reunite  with  the person’s  mind.   
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Conclus ion:  Facing  and Embracing Rea l i ty  “As  I s”  
 
   L i fe  o f fers  unchangeable  and  unacceptable  th ings .  Tennessee  
Wil l i ams ’  and  Edward  Albee ’s  l ives  began wi th  such th ings  
around them:  dys funct ional  fami l i es ,  not  being  able  to  f i t  in  at  
school ,  their  homosexual i ty ,  and  so  on .  To surv ive  these ,  they  
s tarted  to  wr i te  from an  ear ly  age.  Wi l l i ams ,  who  was  s t i l l  “Tom” 
at  that  t ime,  was  th ir teen when he was  f i rs t  publ i shed (Spoto  20) .  
Albee  wrote  h is  f i r s t  drama (though  i t  was  a  sexual  fa rce  and  was  
thrown away  by  h is  adopt ive  mother)  a t  twe lve  (Gussow 18) .  
Throughout  the ir  l ives ,  they  wove the  frustrat ion ,  anxiety ,  
rebel l ion ,  and  uncerta inty  regard ing  who  they  were  into  thei r  a r t .  
   Th is  thes is  took  s i x  p lays ,  three  o f  each p laywright ,  and 
examined how they  tack led  rea l i ty .  Again ,  rea l i t y  i s  not  the  
condit ion  around indiv idual s— it  i s  indiv idual s  who are 
sur rounded by  a  certa in  condit ion .  In  other  words ,  i t  i s  not  “what”  
i s  around them but  “who”  i s  surrounded and “how” they  wi l l  dea l  
with  i t .  By  d iscuss ing the ear ly ,  middle ,  and l ate  p lays  o f  each 
p laywright  chrono logica l ly ,  th i s  thes is  t eased  out  the  s imi la r i t ies  
in  how the  p laywrights  and the ir  characters  faced  rea l i ty .   
   Chapter  1  examined how the  characters  found re fuge  f rom 
thei r  rea l i t y .  When they  cannot  achieve  or  return  to  what  i s  
required  to  be  normal  o r  idea l ,  they  create  an  i l lus ionary  wor ld  
where  they  sat i s fy  the  norms.  However ,  there  are  di f ferences :  
Blanche in  A St reetcar  Named Desi re  cannot  return to  the rea l  
wor ld  and  ret reat s  in to  her  magica l  wor ld ,  whi le  Martha  and 
George  in  Who’s  Afra id  o f  Vi rginia  Wool f?  choose to  face  their  
harsh  rea l i ty .  St i l l ,  though where  they  end up di f fers ,  the  
characters  in  both  p lays  a t tempt  not  to  look  direct ly  at  how they  
do  not  meet  the  norms  and aver t  thei r  gaze f rom what  i s  
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requested  o f  them. Wi l l i ams  and Albee ’ s  ear ly  p lays  are  
bat t le f ie lds  where  rea l i ty  f ights  i l lu s ion .  To be wi th  an i l lus ion 
i s  much  more  comfor table ,  but  once  i t  grows  too  s t rong,  rea l i ty  
s tarts  to  co l lapse .  
   In  chapter  2 ,  rea l i ty  fought  rea l i ty .  The Two-Character  P lay  
may seem l ike  i t  i s  rea l i ty  against  f i ct ion ,  but  fo r  Fe l i ce  and Clare ,  
wr i t ing/act ing  “The  Two-Character  Play”  i s  by  no  means  
f i ct iona l .  They are  not  engaged in  the p lay  i t se l f  but  in  producing 
the  p lay  extemporaneously .  That  i s  how they  t ry  to  f ight  the  co ld  
and  deserted  env i ronment  in  which  they  are  le f t  in .  The  Lady 
from Dubuque  dea ls  wi th  para l l e l  wor lds ,  an  in f in i ty  o f  rea l i t i es .  
El i zabeth  and  Oscar  a re  myster ious ,  but  they  are  here  to  give  Jo  
a  chance to  get  what  she  wishes  for :  love  and understanding,  two 
th ings  A lbee  may have wanted  f rom h is  mother .  After  a l l ,  
El izabeth  i s  a  subst i tu te  mother .  In  the  p lay ,  Jo ’ s  surroundings  
f ight  to  dominate  one  another ,  and her  rea l i ty  changes  at  the  last  
minute ,  let t ing her  rest  in  peace .  These  two plays  a lso  i l lus trate  
how the  p laywrights  themselves  fought  their  way  through  thei r  
fa i lu res .  Both  of  them succumbed to  a  hard  t ime a fter  thei r  ear ly  
successes .  But  Wi l l i ams  kept  on  wri t ing ,  and  Albee  too ,  
exper iment ing with  dramaturgic  s t ructures .  They too ,  l ike  the 
characters ,  were  f ight ing rea l i ty  by  producing  in  rea l i t y .  
   In  chapter  3 ,  the  bat t l e  f ina l ly  ends :  rea l i ty  becomes  
someth ing in  which  one  ant i c ipates  thei r  past ,  present ,  and,  
perhaps ,  future.  Past  su f fer ings  and  fa i lures  are  fo rg iven  and 
understood.  The present  becomes  a  ca lm,  comfortab le  t ime-space 
where  the characters  can le t  themselves  be  as  they  wish .  I t  i s  only  
near  the  end,  c lose  to  death ,  that  peop le  understand who  they  
actua l ly  are .  The  unchangeable  may  not  have changed.  Peop le  
and  th ings  that  were  lost  are  never  returned.  S t i l l ,  the  
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unacceptab le  has  changed,  or ,  to  be  accurate ,  one  changes  to  
become accept ing  o f  the  unacceptab le .  Something  Cloudy ,  
Someth ing Clear  l ets  us  see  August  in  1980,  who i s  now able  to  
understand how he loved  and/but  used  Kip and  others  in  h i s  l i fe ,  
ask ing  for  forg iveness  and  pra is ing  thei r  beauty .  Three  Tal l  
Women shows  us  how a  young woman changes  into  an  o ld  lady  
who  knows  what  happens  in  her  whole  l i fe  and  comes to 
understand and accept  everyth ing  that  happened to  her .   
    The cur ious  th ing  i s  that ,  a l though the characters  (a long 
with  the p laywr ights)  come to  accept ,  o r  even embrace  
themselves ,  inc luding  thei r  fa i lures  and  f laws ,  they  undergo  a  
t rans format ion to  be  able  to  do  so .  They  recreate  themselves  over  
the  years  to  be  ab le  to  embrace  thei r  rea l i t i es .  Fac ing  rea l i t y  as  
i s  might  seem l ike  they  are  as  they  were  s ince  the  beginning.  
However ,  what  I  mean here  i s  the  form they  f ina l ly  t ake .  Such  a  
t rans format ion takes  t ime,  su f fer ing ,  and e f fort .  Both  
p laywrights  went  through  a l l  o f  these  to  become who  they  were  
at  the  end,  and these  changes  manifes t  as  characters  in  thei r  
p lays .  
   In  1983,  Wi l l i ams  died a  myster ious  death .  He  was  found with  
a  barbi turate  cap  stuck  in  h is  throat .  Whether  i t  was  on purpose 
or  an  accident ,  on ly  God knows .  Albee  l ived  longer  unt i l  2016.  In  
2002,  he  wrote  The Goat ,  or  Who is  Sy lv ia? ,  wh ich  won the  Tony 
Award .  Wri t ten  in  a  rea l i s t i c  s ty le ,  the  p lay  tack les  an  unfami l ia r  
theme:  best i a l i ty .  Al though The Goat  i s  somewhat  b izarre ,  I  s t i l l  
th ink  that  Albee was  deal ing with  the prob lem o f  “how” people  
deal  wi th  something unchangeable  o r  unacceptab le .  Whi le  maybe  
he  does  not  wri te  about  how one  becomes ab le  to  accept  love  
af fa i rs  wi th  a  goat ,  he  does  throw in  the quest ion .   
   To  embrace  rea l i ty  i s  to  embrace onese l f .  Throughout  their  
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l ives ,  Wi l l iams  and Albee both  enjoyed success  and  endured  
tough  t imes .  In  the  end,  they  made  themselves  ab le  to  embrace 
thei r  past  and who  they  were  and are .   
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Notes  
 

Int roduct ion  
1 .  For  Wi l l iams ,  I  referred  to  the chronology  in  Tennessee  
Wi l l i ams :  Plays  1937-1955 and The  Kindness  o f  Strangers :  The 
Li fe  o f  Tennessee Wi l l iams  by  Dona ld Spoto .  For  Albee ,  I  
re fer red  to  Mel Gussow’s  Edward  Albee:  A  Singular  Journey  and 
the  b iography  in  The  Edward A lbee  Society .  
 

Chapter  1  
1 .  The  name o f  the  mansion  where  Blanche  and Ste l l a  grow up ,  
Bel le  Reve ,  comes from a  French  word meaning  “beaut i fu l  dream.”  
Blanche ’s  lo st  “beaut i fu l  dream”  re fers  to  her  future  with  A l lan 
and  her  l i fe  l iv ing  as  a  lady .  The  lost  mans ion ’ s  name  i s  bo th  
symbol i c  and i ronic .  In  addi t ion ,  as  Nancy  M. Tischler  exp la ins ,  
whi le  Stanley  and the  others  symbol i ze  the b i r th  o f  a  new 
Southern l i fe ,  the  loss  o f  Bel le  Reve  symbol i zes  the  loss  of  
Blanche ’s  dream l i fe  and the loss  of  t rad i t ion in  the South  
(Tischler  52) .  
 
2 .  In  scene one ,  B lanche  te l l s  S te l l a ,  whom she  has  not  seen in  a  
long  t ime,  that  she has  gained  a  l i t t l e  more  weight ,  which  can  be  
at tr ibuted  to  Ste l la ’s  pregnancy .  Whi le  B lanche  cont inues  to  
obsess  over  her  appearance  and  c l ings  to  her  past  g lory ,  Ste l la  
has  s tarted  a  new l i fe  and  i s  pregnant .  The  di f ference  in  the 
s is ters ’  l ives  i s  a l so  re f lected in  the i r  d i f ferent  at t i tudes  toward 
thei r  appearance .  
 
3 .  When Mitch asks  B lanche what  she  does  for  a  l iv ing ,  she repl ies  
that  she  i s  an  Engl i sh  teacher  and says  the  fo l lowing about  her  
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s tudents :  
 

BLANCHE: [… ] Thei r  l i te rary  her i tage i s  not  what  most  
of  them t reasure  above  a l l  e l se!  But  they ’re  sweet  th ings!  
And in  the  spr ing ,  i t ’ s  touching to  not i ce  them making  
f i rs t  d iscovery  o f  love !  As  i f  nobody  had ever  known i t  
be fore !  (Streetcar  500)  

 
For  a  teacher  to  ra ise  the  top ic  o f  sexual  and  love  l i fe  and  not  
academic  work  when re fer r ing to  her  s tudents ,  i s  somewhat  
unnatura l .  These  l ines ,  then,  re f lect  Blanche ’s  promiscuous  
l i festy le .  Al ternat ive ly ,  when ta lk ing  about  her  young students ,  
perhaps  Blanche  i s  a ssociat ing  them with  her  re la t ionsh ip  with  
Al lan  and reco l lect ing  thei r  fa l l ing  love  and  get t ing marr ied at  a  
young age .  
 
4 .  Marc Robinson,  wr i t ing about  the sexua l  dep ict ions  in  
Wil l i ams ’  work ,  s tates  the  fo l lowing:  
 

Sex in  Wi l l i ams i s  never  merely  t i t i l la t ing ,  never  
without  a  deeper  dr ive  that  goes  beyond the physica l .  
Norman Mai ler  once  sa id  that  the  thr i l l  o f  watch ing 
Wil l i ams ’s  p lays  in  the  f i f t i es  was  that  you could  sense 
the  homosexua l  subtext  to  a l l  the  erot i c  scenes .  But  that  
seems  bes ide  the  point .  I f  there ’s  any  subtext  to  the  sex  
scenes ,  i t ’ s  a  far  l ess  g lamorous  one :  In  a l l  o f  these  scenes ,  
characters  p lead  for  acknowledgement  f rom the person  in  
front  o f  them.  (Robinson 49)  

 
   Robinson’s  assert ion  that  sexual  re lat ionsh ips  are  meant  to  be  
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recognized by  the other  person can be considered in  two ways  in  
the  context  o f  B lanche ’ s  re lat ionships .  Her  re lat ionsh ips  can  be  
cons idered  a  s tepping  s tone  to  f inding  someone  who  would  
protect  her .  In  cont rast ,  her  re lat ionships  with  younger  men 
s igna l  that  she  i s  s t i l l  searching  for  the  meaning  of  exi s tence  that  
Al l an  never  gave her .  In  my opinion,  by  being with  young men,  
she  i s  s t i l l  t ry ing  to  s tay  c lose  to  A l l an .  
 
5 .  C lum notes  that  Blanche ’s  accusat ion  o f  A l l an  in  publ i c ,  on 
the  dance  f loor ,  rather  than  in  thei r  pr ivate  room, and the  fact  
that  i t  was  made in  terms  o f  “h imsel f”  being di sgus t ing  ra ther  
than “hi s  act”  o r  “his  sexua l  or ientat ion”  cause Allan ’s  su ic ide 
(Clum 122) .  
   However ,  I  d i sagree wi th  the  f i rs t  reason.  I t  i s  t rue that  
Blanche accuses  Al l an  in  pub l i c ,  but  nowhere  in  her  s tatement  
does  she inc lude  words  suggest ing  h i s  homosexual i ty .  This ,  I  
be l ieve ,  does  not  count  as  a  case  of  out ing ,  where  someone 
revea ls  another  person’s  sexua l  o r ientat ion wi thout  the ir  consent .  
In  Cat ,  Br ick  re ject s  Skipper  on the  phone ,  and Skipper  chooses  
death .  In  the  same way ,  Al lan  would have  k i l l ed  h imsel f  even  i f  
Blanche  had  accused  him in pr ivate .  The  prob lem i s  not  so  much 
that  A l l an’s  sexual i ty  was  exposed  but  that  he  fe l t  despaired  that  
there  was  no  one  to  forg ive  h im for  i t .  
   In  th is  respect ,  Clum’s  l a t ter  reason i s  correct .  Blanche ’ s  
accusat ion  does  not  show any  k ind  of  humanity  to  Al l an ,  making 
i t  seem as  i f  h i s  sexual  o r ientat ion  i s  the  on ly  th ing  that  
represents  h im.  I f  A l l an’s  homosexual i ty ,  which  he  does  no t  
accept  and which i s  genera l ly  considered  “di sgust ing ,”  i s  the  only  
th ing  that  makes  h im who  he  i s ,  and  i f  people  say  they  cannot  
accept  that ,  i t  i s  no  wonder  that  he  commits  su ic ide .  
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6 .  The  t i t le  was  wri t ten with  soap  on the  mirror  of  a  restaurant  
ca l l ed The  Col lege o f  Complexes  that  Albee v is i ted  in  1954.  
Accord ing  to  A lbee ,  he  laughed and “dropped i t  f rom mind,”  but ,  
as  Gussow notes ,  he  d id  keep  i t  somewhere  in  h is  mind (Gussow 
87) .  
 
7 .  In  act  three ,  George  c la ims  that  h i s  parents  took  h im on a  t r ip  
to  the Mediterranean Sea as  a  graduat ion present .  When Nick  
asks ,  “Was  th i s  a f ter  you k i l l ed  them?” George  and  Martha  s tare  
at  h im and dodge  hi s  quest ion (Woolf  284) .  The  o lder  coup le ,  
who are  sk i l led at  p lay ing word games ,  may  not  necessar i l y  be  
te l l ing  the  t ruth  throughout  the  p lay  but  are  s imply  work ing 
together  to  b lur  the  boundary  between rea l i ty  and f i ct ion by  
invo lv ing Nick ,  Honey ,  and  the  audience .  
   In  contras t ,  Nick  and  Honey  do  not  have  the  l anguage  sk i l l s  
or  understanding to  take over  the  game,  so  they  cannot  s top the  
second game from reveal ing  what  i s  probab ly  a  t rue  s tory .  
 
8 .  The two couples ,  accord ing to  Toby Zinman,  remain unaware 
of  each other ’ s  names unt i l  the  end ,  and that  i s  no  cer ta inty  that  
Honey  i s  rea l ly  the  young lady’s  name or  just  a  nickname given 
to  her  by  her  husband.  In  addi t ion ,  Honey only  ca l l s  Nick  “Dear ,”  
whereas  George and  Martha ca l l  each other  by  name.  George and 
Martha ,  Zinman concludes ,  a re  not  typ i f ied  characters  but ,  
unl ike  the younger  couple ,  characters  with  indiv idua l i ty  (Zinman 
44) .  
 
9 .  The  intertextua l i ty  o f  var ious  genres ,  such as  the  inclus ion  o f  
a  phrase  f rom A St reetcar  Named Desire ,  i s  seen  in  the  p lay .  This  
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i s  based on  the  premise  that  the  characters  and  the  audience,  
many  o f  whom are  “co l l ege  types ,”  as  George puts  i t ,  are  capable  
of  understanding  such inte l l ectual  wi t .  
 

Chapter  2  
1 .  In  th i s  thes is ,  I  used  the f ina l  vers ion of  The Two-Character  
Play  that  was  publ ished  in  1975.  
 
2 .  As  Fe l i c ia  Hardi son  Londré  point s  out ,  Out  Cry  has  a  
metatheatr i ca l  e f fect  in  that  i t  begins  by  address ing the  rea l  
audience  and  gradua l ly  incorporates  them as  the  audience  who  
came to  see  “The  Two-Character  Play”  (Londré  99) .  
 
3 .  In  The Sandbox,  an ear ly  p lay  o f  Albee ' s ,  a  character  named 
Young Man appears  as  an  Angel  o f  Death.  A lbee  dedica ted  the 
p lay  to  h is  Grandma Cotter ,  the  on ly  member  o f  the  fami ly  he  
loved .  The Young Man stays  bes ide the dying Grandma unt i l  she  
passes  away ,  te l l ing her  that  he  has  come to  her  as  her  Angel  o f  
Death  (Sandbox 94).  
 
4 .  Accord ing  to  Gussow,  The Lady  From Dubuque  had  a  fo rmer  
t i t l e :  The Subst i tu te  Speaker .  “ In the  or ig inal  concept ion ,  Jo ,  the  
wi fe  who  i s  s i ck ,  d ies  in  the  f i r s t  ac t ,  and her  husband,  Sam,  
dresses  up  in  her  c lo thes  and assumes  her  ident i ty :  He becomes 
“the  subst i tu te  speaker”  (Gussow 309–10) .  Though  there  i s  a  
great  d i f ference  regard ing  who  " the  subst i tute  speaker"  i s ,  bo th  
the  or igina l  and  the  f ina l  p lay  use  a  subst i tute  to  dep ict  what  Jo  
needs  on her  deathbed.  
 
5 .  In  act  one ,  Jo  ca l l s  Sam “Sambo”  as  a  nickname (Lady 602) .  At  
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th is  po int ,  Oscar  has  not  a rr ived  on  s tage .  S ince  the word  
"sambo"  i s  a  cruel  way  o f  address ing  b lack  peop le ,  i t  may be  sa id  
that  th i s  nickname forecast s  the  interchangeabi l i t y  o f  Sam and 
Oscar  in  the  proceeding  act .  
 
6 .  A lbee  notes  E l izabeth ’s  character  descr ipt ion  as  “a  s ty l i sh ,  
e legant ,  handsome woman;  sp lendid  for  whatever  her  age”  (Lady 
558) .  But  we cannot  draw any  concrete  informat ion  from thi s ,  
such  as  her  age  or  appearance .  Thus ,  the  only  speci f i c  
in format ion  o f  E l i zabeth ' s  i s  that  she i s  f rom Dubuque .  
 
7 .  Oscar  and  the male  guest s  t ie  up  Sam when he frant ic ly  denies  
El i zabeth  and Oscar ' s  ident i ty  (Lady  641) .  As  we wi l l  short ly  
di scuss  in  the  main  text ,  the  guest s  buy  E l i zabeth ' s  ins is tence 
that  she i s  Jo 's  mother  and,  there fore ,  see  Sam as  a  di s turbing 
character .  Sam loses  h is  freedom in a  p lace  where  i t  should have  
been  hi s  own.  
 
8 .  To be accurate ,  Caro l ,  the  newcomer to  the  guest -group,  has  
some doubts  about  El i zabeth  and  Oscar ’s  ident i t i es .  She  does  not  
f ind out  who  they  are ,  but  she has  the most  unbiased  v iew among 
the rest ,  wh ich let s  her  at  l east  cons ider  the  t ruths  o f  El i zabeth  
and Oscar .  She may be the  only  character  the  audience can  
sympathize  with ,  fo r  she has  doubts ,  confus ions ,  and never-
answered  ques t ions .  
 
9 .  This  i s  espec ia l ly  t rue  fo r  Oscar .  Jo  does  not  ca l l  Oscar  by  h is  
name.  She on ly  ca l l s  h im “Sam” in  her  i l lness-b lurred 
consc iousness .  For  Jo ,  Oscar  i s  not  anyone specia l ;  he  i s  an 
unspec i f i ed  man who acts  as  an  idea l  husband,  or ,  in  o ther  words ,  
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in  a  way  she  wants  Sam to  act .  Roudané  cons iders  that  Jo  and Sam 
lack  love  in  thei r  re lat ionsh ip  (Albee 121) ,  but ,  a l though  thei r  
thoughts  may di f fer ,  they  both  ca l l  each o ther  by  their  names 
unt i l  the ir  f ina l  part ing .  They  obv ious ly  have love  for  each other ;  
they  just  do  not  know how to  show i t .  
 

Chapter  3  
1 .  The rea l i ty  o f  1940 i s  d i s turbed by  the scenes  in  which  Hazel ,  
Frank ,  and  Ta l lu lah  appear ,  as  ment ioned  ear l i er .  Here ,  we  
become aware that  the  present  August  i s  in  1980.  
 
2 .  Att i l io  Favor ini  wr i tes  about  the  s imi lar i t i es  between th is  p lay  
and  Memoirs  in  terms o f  thei r  nonl inear i ty .  
 

Like  the  Memoirs ,  Something  Cloudy ,  Something 
Clear  a l lows for  a  much freer  f low o f  t ime and event  than  
does  The Glass  Menager ie .  [… ] Simi lar ly ,  Someth ing 
Cloudy  de l iberate ly  b lends  present  and  past  and  
super imposes  incidents  from di f ferent  memory p lanes  one  
upon the  other .  (Favor in i  145)  
 

3 .  At  the  beginning  o f  the  p lay ,  i t  i s  revealed that  A be l ieves  
herse l f  to  be  n inety-one years  o ld ,  and  C asks  her  what  the  pr ide  
in  t ak ing  just  one  year  o f f  her  rea l  age  i s  (Women 310).  Before  
her  death ,  Frances  a l so  says  that  she  i s  one year  younger  than  she 
actua l ly  i s  (Gussow 25) ,  so  f rom the beginning  o f  the  p lay ,  i t  i s  
ev ident  that  i t  incorporates  t rue  s tor ies .  
 
4 .  When re fer r ing to  the  bedr idden A,  I  wi l l  re fer  to  her  as  
“Dummy A.”  
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5 .  A associates  her  he ight  wi th  her  s t rength ,  as  she reca l l s  that  
she  was  once  ta l l  and  st rong (Women 351) .  A  severe ly  laments  
the  fact  that  her  spine i s  shr ink ing  due  to  the e ffect s  o f  
osteoporos is  (Women 341) ,  and  th i s  i s  another  scene  that  shows 
her  confusion and fear  o f  being t ransformed into  something  e lse  
from what  she  once was .  
 
6 .  Both  A ’s  mother  and husband suf fered  a  di sease  for  a  long  
per iod ,  and A does  not  want  to  ta lk  speci f i ca l l y  about  i t s  
consequences .  One  th ing  that  i s  c lear  i s  that  A ’s  mother ,  who  was 
fa i r  and  st r i ct  in  her  youth  and  devoted  to  her  daughters ,  became 
A ’ s  enemy  as  she got  o lder .  By  the end  o f  her  l i fe ,  thei r  
re lat ionsh ip  became terr ib ly  bad .  In  addi t ion,  the  re lat ionship  
between A  and her  a l coho l i c  s i s ter  deter iorated .  The  re lat ionship  
losses  A  has  exper ienced  inc lude  not  only  “death”  but  a lso  
“psychologica l  separa t ion .”  
 
7 .  Cynthia  Bassham, who played  C,  remembers  that  Albee  was  
also  adamant  about  matching  the  shades  o f  the  three  women’s  
clo thes  for  act  two.  According to  her ,  “ i t  was  very  important  to  
h im that  we  look  l ike  we belong together”  (So lomon 167) .  Th is  
shows  that  Albee wanted A ,  B ,  and  C to  be  connected to  each 
other .  
 
8.  “Everyone”  ment ioned here  includes  The  Boy  who v i s i ted  
dummy A,  but  he  wi l l  be  di scussed  l ater  in  th is  sect ion .  
 
9 .  In  fact ,  Roudané sta tes  that  the  se t t ing o f  Albee  l eav ing  on  h is  
own wi l l  i s  i ronic  in  that  he  was  actual l y  thrown out  o f  the  house  
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by  Frances  (Albee  140) .  
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