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THRI— T YT LXK,
CEDFI? byl ¥—
—alld, R, =7 Y Fa—

BHE Mtz

1 Avbtayrvay
Tennessee Williams (2 BE4E, B & O RIMEES) & MIEEERELZNET 5 21F

Vieux Carré (1978) & Something Cloudy, Something Clear (1981) % BIfE$ 5,
PR, FIEORICBIfES N7 4 v VP2 IV F EEEN Y 2K D Clothes
for a Summer Hotel (1980) %#&C, BfE &BEORZE %8 2 - 5 ES o v
THOEREZRAZTERANL Y4 VT LADPEP-RICHE, CNO6TE
ZEBEEWEN S B 3MED T VI, Something Cloudy, Something Clear {25
D, BEOTELORENRZDY ZHWL T 2 ODRERFET 5 ENFLE
NEBIER =74 U T LA AHE R EREE S, KR TIE. Something Cloudy,
Something Clear 2 Hlalc, T2V F o — L EEEFROMHEBBENE 2K 3
74 ) 7 L ARBED B OAENBIE T AL TCEOF I by b¥—) &
MBI T, 20H DKL H, BERZEZ 5,

2 B ETE —Vieux Carrél» & Something Cloudy, Something Clear

Vieux Carré & Something Cloudy, Something Clear\3\ W TiLb w7 4 U 7 L XD
74 TRIFR E e 2 NEDHETIRZIRYIEYD, BHoDL 7 Y Fa—ltry
27 YT 4 OBRMZ RODEL 7B TH %, Vieur Carré DIEEIT = 2 —
A=VYAD7 VT« 74— —, RHI198FEND 5 39ER, KERICY
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FHRI— A VT LR, CHOFIw by ¥~ i, B, 27V F a0
A VT LARDPHDCZa—F— Y v X2HN, BIFGHR~I 7 VRED &H
TrAREED, P22 727 - VA YT AXDLHROTE) RV R — 4
DEWERT 2> — + D4 VT LRARKEF LG EBHTH 5, T OMER
DEXREDPCHEDVIRE B,

WRITER [spotlight downstage]: Once this house was alive, it was occupied
once. In my recollection it still is but by shadowy occupants like ghosts. Now

they enter the lighter areas of my memory. (Vieux Carré [VC] 5)

BHREE I, fERY "B L) REOEA) EEEALPEST 5 EHERL
MU T Dk, HEERPERLTE» S B S OBM & 45 AL 2 BRI
B, LT 2 EHLERE b o ERANEER L TRESETH 5,
—7., HOERE~NEEEL =2 L A%iZ, BSOREREEREE
TEIN, FROBED—aw L LTETESNTHL, BHEAYDORAED
B, RERAT, BIFELR ERASHOFEE B, FLICEE L, 28ICEZ
T, Z0UE7 4V 7 L2 ADBIE L EETRODICEES T, ETELR
TEANZBTBE > THRERKE- T 2ETH S, AMEE, PELLOZE
HIo L CEBT 274 ) 72 A0BIEGEIO 7o A2 BAICHEL Tw L,
T BARETIR, BEZEET 2EROLIIBEEHEERFOFL—F—L
LTDEVICL o TRENBICEEE > T3, Lad, BEROTEIGE
KHEZZERH-oTH, RS, HICT 2 THERIE D IZTRFEL RV,
BREORETOFEEL L THEDRIBITAEI NS,

They’re disappearing behind me. Going. People you've known in places do
that: they go when you go. The earth seems to swallow them up, the walls
absorb them like moisture, remain with you only as ghosts; their voices are
echoes, fading but remembered.

[The clarinet calls again. He turns for a moment at the door.]
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This house is empty now.
THE END
(v 115)

—75, V98UAEHIE D Something Cloudy, Something Clear T, BEDTEIX
BROPICHE S & THREDOIEFRIEEZ RITT, KMEOHEEIZI80EIH L
19404 9 H, B4 % 2 00RO 70y 4 v 59 v O¥E, 8049 HickE
DUERA—HA =74 Y 7 LARXPOFEI AREIETZ, ZD2DDKELT
B AT, ERIGRELHEDL 7V Fa— s a7 74 O
AP RER 2> T BUCELBBDIED T2 Ro0%E T, DFD,
BAEETE OER O NS IS8 E RICE T 5,

The setting itself should suggest the spectral quality of a time and place from
deep in the past: remembered, specifically, from a time forty years later.

(Something Cloudy, Something Clear [SCSC] x)

LEOFE Y FERBHANRT LS I, 0FEBOS D S A XS 19404 9
A, FROEBOERICHFET 2REMOTEEZELY 5, 2 ZIIR4
LEST A, TOME IO 4 7T ORI AL TR,
5B ZBEORKER» ST I, ERE LD THECERICH >
A2 DEETH S, 19404 9 B DHEEHEIB04 D & BT 2 ERDOEH 2 &
ERAUTETHEVRMT %,

3 FRIHE - RETBBUELBE — W LIE, TEDL L DX
194042 9 H L 19804E 9 A, Zo DD HIREZ &5 Bl L & ¥ IC T
ENBDOD, TO—ODAFIE, FAOEEELT BB R A =UROM
eI BIERDPBETH 2, (ERA—H R+ DUDBAL %5 *
v 7 A= iR, HEEEN, TAYARREABL A FIAT VY —,
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FRY— I YTARN, CHOFI e by X~ B B, =2V Fa—
20Xy 7RBEGICEISNTwS, —JH, ¥y 7TEREZ EHICT RS
L7 200REOEB RS A L - AV v TEARICL, ERONEZ B
Ted BEEE E R AR AREI NI ANYED, R F B ORERE & BlE
ZEY, ¥y 7L T, ZAO@IERES B, MW DEE IR LD
MO,

TP E L2 ix19404E 9 A% v 7793, 19634 IR §27 57 -
==, 2FH, V4 Y7 LARDIERDRAEE A~ P F—DTEEEN
Mg 225 TH 5, ZOBE TR, ¥ v 7HMEE I T— R
2D BRARRA A A PDEICT 5, ROBHE. 19634 1 il TSR L 7=
75 I BEEMCHFINICEOTIE S B TESET 5,

BT Z D F F6EHDHRHRICH Bo— 10— DRIy —7 L, F—H 2
N SRR R CBE R R B 7 T v 7 L EER D LK., THORHE1940
FEOHIERES, 20, ¥y 7797 0d U4 UTLADEANLE
S THROBEHLRKEICHEE SN, BREBICEEOb L 2R, HD 03B
SRR L 7z, DOTOBATZAD, 1940E 9B, Juv s v A7 Dl
HONRICEE T2, Lhd, 207 —7%EKBRT 2/EROBIRIL, 19804,
19404F, 19634, ¥ N T ORFZEHFERFLAEIGIGETE) L 22 Xme v, 71/
Y-l ens I Eid,

Lol EORZEMIcY — 7L &9 EHOREOERPNALTL S, ¥
NT v~y FUZEBED 4 ) 7 LR LD S o B, 74
7 L RERIC I L 2 iR D2 K- T Y 4 ) 7 AR L B EERER YR
Lice ZOF N5 OUENEST 2 I5HICE R 2 BEOERINAT 5 Bk
BlZRLEMTESD,

AUGUST: Flowers, yes, and your idolators, yes! —Did anyone know who
you were? — [ did. Later, later, I'd learn through old family letters that we were

blood-kin. I was proud of that, Tallulah, and Jater, when you were in a breathing

machine, at a Manhattan hospital, they’d say to you, “What do you want?” —
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[k

You’d reply, “Bourbon, Codeine!” —The last request you’d make

[There are sea sounds. The actress bows her proud head slightly, then lifts it
high and turns away.]

ACTRESS: —Later, later, not much later, but later. Well, good night—lover.
I'm going home. Yes, I'm going to take your play up country. You go sleep. Let

Frankie drive you home to bed. Drive you home carefully—1I love you -+ [She

descends from the upstage dune.)

AUGUST [looking up at the sky]: Life is all—it’s just one time. It finally

seems to occur all at one time.

(SCSC 59, underlines added; italics original)

TIC, A-HAMIIMOEI B LT EFL TR bbb T,
Wt s Ny 7 2 DFBETIEDRIZSH > THERBICERN TH 3T %58
RIS o HEFEDPD LI ICEEST0E, VTV Ny P /DLy b -
b= ZRBE TR I & o> TE L & 2 DI319684E, 2 F D 19804 IC kD
HBHA—HRAFIE, 1968FITBE 7= ¥ L S IRBOLE19404£ 9 HOBEH B D
MDHYILTICFED ., YT LRISGEZ 2 H S ORMORIE AL w3
BHEITHB, S50, N7 F—EENBE 7507 « v —a—it,
IHEDIEHE TR T A U T LRAEHE-> T, 7 s U7 L A0 HE:
WIRHIMTAERED 70T 4 VA 7D ETHD, EEaL, EbItES
Lik® 5 DIXB4BEIOH, 2 F D, ZNLEGIEIC ZADBINS £ TORE
THEBRIT, VT —0 =T TOR y e — %3 —H A MCEEL
TWB I EILhs, Bz, 140EIHICBE LIV LA —DA

F OEGRIZ, FIRFICI9684E LR EARABEZLR S ) —DDiBED 1 JICHEL.
%m6@£&5%W@%%$ﬁv\ﬁ%m~%m@:01m%oiﬁmm%
BoA—A AT DB, “Life is all—it’s just one time. It finally seems to occur
all at one time.” (SCSC 59) 13 F Z T T X TORFEDHERE ISR Z 20K
P RITEENLAEETH B, L L, H¥19404E 9 ADEBOREDH
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FHRI— T4 YT LA, CHEOFF e byl ¥ — G, B, 2oV Fa—n

HENRAERETLI 7 —AN - BA Y PR D A BDD,

4 rvarvYraErrYFa—-N—
“exigencies of desperation” & “negotiation of terms”

1405E 9 B 70Tt Y AZ I TY 4 Y T LA RXOEERANEDHIE L 5
TOOHRREMRI S, 10W, o 7ulE (78— FLF) IKks
31E Battle of Angels (1940) DEFEFEEZELEE, WE 12374 74
ZHDIBNETLBAFTANT v — Fv TEDHEHEQEEDHEHRT
b5, BEIEZ, ZO200OHRINRMT2MAET, TROBRERELTD
IV Fa— N EEEEOE AN OTNRL THEWEEIR UL (exigencies of
desperation) (SCSC 5, 62, 66, 69) & TEFIZAFAZ ) (negotiation of terms) (SCSC
32,73) v 200F —T— FTHSINZHELWERICH2HTH 5,

A =77 A B IE 100 KV O ERO FRRERCId% < Z DHEHDE0 R
DI LPEFTES T, FifebiiEl L e LTwes, LerL, B
DERICH 7B T2 —Y—THBZE~YR 74 F7—LZDFELL R}
SIZA100 F L O BEFEAN O LT & 2 ORIEER 2RO 38 5101k, BA
BRBERESELERECI 2200, A—HA MEZ 20N % FTi
T30, HoOEREREFENSIC U NENEMAEH) ki
7, BREIICEREEL 2 RH#T 5,

—J. ¥ vl E, FEAEE TS 0Bc > FREEICES N, 7L
7O ELBEOHRBEEES, JRICEDRH ERFNRGE L vw) X Tl
PIEGEIRIL, ORizd 2 A, X v 7OBEERMEEEA - R FCER
5 LT, M SREBEIERT 5 THENRMZS) KBRY 5,

HEHTAREE, HBERTCEBMNICH 70 F o - DR ERE R EREE L
BA-HTAPCE T EVIL, A-FA b ERFy 7EILTO TEAER
Bly WIRUC TEMERE KXo THy 72 MNEE L, HoRErE-
7eEICH B, ZHUEA—HRA PO, EICRETH S ) LT HEEHEN
WEARRD T DIMME =N 2IRL L, ZO2O0OFCBHFEL T
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W I EEMRED, I, V4 VT AT uDBIER E L THIOARKH
RN HARZMBOHNRE, 27 Fa—NEeer a7 VT4 DEE
& AR C THIREAR HET L 22 19404E 9 H oo sEsH ¢dh 5, 1980482 & A4l
TAHERIE, COHKELZROOETESLRE, »OTHEAL - MHEL LT
EBMAL PR LB EREM E LTiio2lE L, FifF2H$Ed2H
BOHEEPHIL TV, 22T, =T A FEEABLEST 3 2 o0H%E 2
DOHTEERTRLIT, 202, REEOBRERY «+ U 7L XPR5H
BORRFETF—7—F, Double Exposure (“HFEH - “HEL) ¢tH5

5 Double Exposure (“H#H « “HEL)
Something Cloudy, Something Clear DT & T, #HI%K Eve Adamson t& 7 4

Y 7 2 A ? double exposure Z BU T D X S ICEFHL L Tva 5 ¢

A photographic double exposure could also be described as cloudy and clear,

and double exposure is the key metaphor of the play. Two times, two selves,

two sensibilities exist simultaneously in August. But also, hovering around

and permeating the entire dramatic poem, is the double exposure of Tennessee
Williams: the artist and his art, the man and his theatrical person, immediacy and

retrospect, time stopped and time flowing. (Adamson vii, underlines added)

FEDF— + A 77— THIEHOEBR L, Bo7bDLBALLD
TRENE 2200KHE 2200HT, ZL T2 00 RIENA —H A DR

TR T 2 RN RRT 5, FAEEKE., COTEBHIBERY 1Y
FLARADTEMERBL T, Z0dF 4 A b DFES “Present and past, yes,
a sort of double exposure” (SCSC 38) & 5 \>id “Life is all—it’s just one time. It
finally seems to all occur at one time” (SCSC 59) 1R E 2k & BIAELS T IR
FET BT 4V a i on’, EELI L BRLBEL VI =D
DRI L bz, BUER D 4 U 7 L X3RN 2 o0 BT L EEEE
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FRI—= A UTPLX CHOFI T by AX¥— —FE B, T2V Fa—0

TEBHEPRLTOBEIETHE, 74 YT LARIDMITOCTHIES A
FADBHBE LTRD L) IKEEo T3,

I prefer the title Something Cloudy, Something Clear because it refers to my
eyes. My left eye was cloudy then because it was developing a cataract. But my
right eye was clear. It was like the two sides of my nature. The side that was
obsessively homosexual, compulsively interested in sexuality. And the side that
in those days was gentle and understanding and contemplative. So it’s pertinent
title. (Rader 346)

CDEHEIEFV 4 VT LADBARKNGZ >0 2R LY, okl
KRBEN BRI TIMEL2EL LTI —D L) RRAEEREOMmRK E
BARRHIZESNBRPEI L, Bueh2dh b, EELZFLECH»E AWM,
BIF B OF 2R L kD, BHWICHERE R L, Z OBE DR
AU, HFEEZRBL, BTks, —H, BEeoRBRLERT 3
N DRBU T BB & B R FFOEBLLHERT, 7A—R ] -
ET 4 )T L ZERDBING 20D NDEET BN N T 4 =V FRE LW
UTw3 (Mann 147), I, ARBECE S X HICRBE N5 B8R R
BHOWHE - T80, 74 V)7 AAHHA - HFET S, BI1E LCHEE
WRFELFAI Uo7 bDTHE I Lh, WOBAFBELBEZL TS &
IRTHE, “EBRHTRINBERNT 1 Pavik, 74076 08058%
EBEDFRELE T 2 A CRE2BA L TELORD Y 2B L THICH->
T, HHIREZ LI, HEHEITEDE M, 74V 7T LRDWN
W, fEMBEED - OICRIA S, HE - BEINTO o fhE. »OTD
BA BEA, Tl E I BERANL LS,

DT, AMEDHEIBUECHKREIN, 74 v VP2 IV FEFELLSY
#®2 Ta—R - 7V A 4. Clothes for a Summer Hotel \ 3B iR B2 5D,
FfEIE 7 1/ 09— % RE L BB OB ORI T s R T, fERE
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HE Mz
Z DEREM &z o WBEE OB W ENEX Y, =7 ) F 2 —AnZmlgitl
ERELL 7B Ch 2, MBI/ —R - 20 T4 F, Ty a T VRO
NA T v R, AP OZEL N FICEWICEN S DR, TTIC iR
LEEE Lo RT74 v Y P2 IVRTHE, ELTLEDEENDTTC
DEEETH B EMMF TS s> T DI, ERTE L 5D 5 1R A
DR 2L RIERAN LB OAR, BRONHEREG L, 2D NEEHE
FLTEMELL TR 7 4 v VP 25V FOFAETH S,
RIEFMTY 4 U 7o R, BRI - Mo TRHE Y Z tokw
BEOANZ=1Bb0Xb) LS DEG - B EWHIERNT 42 a v
BRANET S ETIERKBO L7 Y F 2 — ) EREFEE K BN WEOE
AbEzR AT, & oW - ZEORRELET 2R - X, Bk
ERMEBHL, BETITECL>TI 4 YT LARBMEROI 2 Y F2—)
DEDFHEZFHHET 2 F 7 b o A X —2EDHIF ook, Z2LT, 74
VP LAVBIOFERBHALT, 7ATHERELTOREOHEEZNAT
BEOTEME UCED L 72053 Something Cloudy, Something Clear 72 5 7z,

6 CRILTHA—AA L, HREMICBV a8 & KR ——
Clothes for a Summer Hotel % 1% C

LRGIRZEMP CBN A TR EDZD Y 2 ELLP O HONEZIED 5
T, A—HAMEHFSIERZBABEEZF> L) Cas, 2 LT, 44
DBERTH > 71980 9 Ao SHEBL L . BB ML L BHEDM 2 83ET 5
CRNFLEL 2T, TUST - RAIA=AT—=FEILY - N VY
= V2 V& Clothes for a Summer Hotel & Something Cloudy, Something Clear T
W BEDSEIG I T 2 EMZ2FET 2 CROFEICER L TR 35
(Smith-Howard and Heintzelman 67), WE &% >77 4 v V¥ = 7))L FlAkk,
HONEOEEA —F A M, HoMHHE I TREO—AL %3 I ETHEN
BTk LiED T (,

Ta—¥ W 7 F TN Clothes for a Summer Hotel & Something Cloudy,
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FRE— D4 YTLA, CHOFI2 by A¥— 3R, B, 2V Fa—n
Something Clear T, 7 4 ) 7 L ANERWBHICRb2 ALV —FF 17
RS2 G5 & LT, ZORMRR 2 H 2O THEZEM ) (aesthetic
space) ERZ T3, 77 ¥ F Mz Lrud TEEZEM, BEOHREIC
i B ERE L, BEELABREZR OFER LRI HEZRIT 5,
R IR E QWA B, BRI h, BEMAE TR ATH RS
THFE (=5 HES LEN5 (Crandell 169-170),

HENETRIGEE & BEOAESEENIC X > Tfibin, Z0EBIEH S0
BRI RN 2 Z TR, ZOBKRCHDNERY 7 v FLOE ) TH
R, ISR S - JFEHTH D, HOWBIGHEMSEELETET R T
BROIROZ -, G A A YBERNC RS wd -2 b &R B,
Clothes for a Summer Hotel D “AUTHOR’S NOTE: This is a ghost play” T% 4 U
TLRRETOLIICEHLTw 3,

AUTHOR’S NOTE: This is a ghost play.

Of course in a sense all plays are ghost plays, since players are not actually
whom they play.

Our reason for taking liberty with time and place is that in an asylum and
on its grounds liberties of this kind are quite prevalent: and also these liberties
allow us to explore in more depth what we believe is truth of character.

And so we ask you to indulge us with the licenses we take for a purpose

which we consider quite earnest. (Clothes for a Summer Hotel Author’s Note)

DENDHBIHMKRTCTARCOFHBIERMIZCTERTH 31, Clothes for a
Summer Hotel T7 4 v Y ¥ = 7 )V FREFDL 7 ) F 2 —)b & RGBEGKREZ K
HEIL, Something Cloudy, Something Clear TH & #T-8{ L., BEOTEL
LEDHEEEHEL, BHORELAGEOEALZROOETEEL Y4 V7
LAWEZ I EEZ NS,
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Wk oz
7 CRIEPNMR, BAE I-A74 07
B & RER R TR O AR, ~— Vx> - Ay iR %
D3I The Haunted Stage: The Theatre as Memory Machine BT, HEIERSE
DEBVCEE2HR L, WA 5 o Tl ZE2HIL TR S,
EVI)HIREBIFICEG A, ENICA U2 SR IHETHH E LT,
HEERDSTRTCECELEZW b0 ThH B EHET 5,

[---] all plays in general might be called Ghosts, since, as Herbert Blau has

provocatively observed, one of the universals of performance, both East

and West, is its ghostliness, its sense of return, the uncanny but inescapable

impression imposed upon its spectators that “we are seeing what we saw

before.” [++-] this strange quality of experiencing something as a repetition in

the theatre. (Carlson 1, underlines added; italics original)

All theatrical cultures have recognized, in some form or another, this ghostly

quality, this sense of something coming back in the theatre, and so the

relationships between theatre and cultural memory are deep and complex.

Just as one might say that every play might be called Ghosts, so, with equal

justification, one might argue that every play is a memory play. Theatre, as a

simulacrum of the cultural and historical process itself, seeking to depict the

full range of human actions within their physical context, has always provided
society with the most tangible records of its attempts to understand its own

operations. It is the repository of cultural memory, but, like the memory of each

individual, it is also subject to continual adjustment and modification as the

memory'’s recalled in new circumstances and contexts.

(Carlson 2, underlines added; italics original)

ITH—AY VG, BECRL. LR 2BEUBI TR

— 135 —



FRI— 4 YT AN, CHOFS 2 oA ¥F— —Ff B, 220 F a0

5, L) FUe TR, PSR, BEUERE B R T 5 R
BOTERTH S EFED, 9 LB, BERHBIESUEERRIC A E N
bDTH Y, HEE ALK O RIRES & | WEER TR TR
O FBERTY » JiEBEE5 2L 58T NEEEL ThOH . TTEM THD
EEZ B,

T2 RS & TTEEL I3EVh B, DEEE, TRES B
DOHREFEZEFET 5 B, REMHAOEE LN, SOFLELBER
AV SMERBERT S, —77, TCEH CRERINIASLEY - I
FEiz, HET3EED T4 IKH>TL %, O FAELEHRIC X HIEY
EENCRICRYAEN, THREEURIT, 2F 0, WHEHENE 0/
O —=BEA L RIS A DA, BIAEE 15 FliRiH A & B 2 3 4hs
FAET B R OBRUIERICZ2 b | BER EBAED Y = 7 LIRER IR I I E
3, 20, WELBE, X5 IGBRLBEHEORIEIC X B - L1
MR OFERLFNRELO L BT 2 FIZHE2ES Ltk b, 20
EE. ERDBELBAEOEEEEIZ TR, WHNEAICE NS Z
D3OI - ZHEOBEIC & > T 2T 2135 DI & BATICHE L
7o /T BN R E B - W R RO, 29 LRI, PRI A
ETaHROEZICHFEL R, UL, EZEBBERLERITTH B M
TEBWRILTH Y, TR ADERITENGFEE RS,

CTEHOTENRICE1E, SRR REEIZEHT 2T 7 2 MR TH 5,
ZOREHEET 2RI TENFEL 2o T, MF 7 A O#i kT 7 A b
A LT, 2LT, BEREWZZ YV Fa—L 0 TERICHED
DEWERS £ 0TENET 7 A bMEOMRCHEET 2 CENEERICR S
DTHB,

H=Y v OFEBICERCEELERIIT— 2T 1 v 7 =121l (ghosting)
Thb, T—=2AF 4 7, BEBPOTEBLZH D LR~ (identical)
DbD%E, AVF I AP ELTPIIEILTRRT 5, BEE (similarity) T
F7% <, A (identity) DFEHBEIRBF T 0w AD—WEH D, ZDRER,
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WE
ZOT7Tae AKX D EHLET S (Carlson 7), MWEIEBE U 2 HNH - HE

DFERME > T, HAEHIEBT 2 HE - R @EEobo L BET
HhH 7ZC7§§%W§ oL O HRE - FR) OMME - BIRETH, 0
AR 2387 0 2 AHNEE I EELARH R R T, CoRBMRRO%E
%Z’Pﬂ —RATF A VT EWRENBBRTH S, BWEENAY - FREFA—D
bDTHH s, EI R BL BN EINEAY - HROHH,
DENTCE, LR CENFELOMBERECHER -2 T 4 V7 LR
M3hzrbDTh 3,

EHTREE, I—R27 1 v IHERENHE T 7 A FEEEBICET LT
HRTHD, W77 A MO TIE. LT 7 A MISEIET 5 (preexisting) |
POTHENIALD T 7 2 N DEFRZHEGDLEZ VYA 7 LFEED 7 n
AR o NTER, A—AYiE HETZ7AMRIOTOER
WWRHCEEERICH D, BT 7 A MPET 7 A MCTED K ) ICHD 1
WTWB LT S, 2 L CHBISRRIC & o TREW, fSNBIEIICE
R R R OWEOENHEEL - ZELHT 2L Tw 3T, @%ku
SACHIEE DA TEEEA A & = R A DSEET 2 L3 LT 5 (Carlson 8) °,

A—NY VLB T=AT 4 VLT 7 A MEDEwmIE, 74 VT LR
D Something Cloudy, Something Clear DUEMN %2 %EZ 5 L T—2oDiE# %25 2
%, 19755 D Memoirs 1%, 60FEMREIED Y 4 ) 7 5 Z{ERBL itk v+
—Ya P REEER R L. A RRAEEESA LY ay X v BN
LA S WIMCHAT Lz, 2 E D Something Cloudy, Something Clear {JREH D
19814EICIE, V4 U P L RDIGHEDEAILDWTHRETET 7 A MTH

% Memoirs D528 U728, 74 UV 7 AN T 2BZORBIENA X — -
FABEER, 74 TEERY 4 Y 7L XWEBEBR L Tl b#E 216N 5,
Y& D AEREER I 4 V7 L AEEDHAL 2 Efz:%ﬁﬁédfiprﬂf* HD
EBoTORDTH DB, BVIRZIIUL, V4 V7 LR FASZOERYHEL X
%MKUﬁ4ﬁka\ﬁxh%&/@mﬂwk;ofﬁdméMt$=u
BHTHAAMEZAMELI LB R B,
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FERE— A YTLA, CBROFIw by V¥ i B, =2V F2—n
T OIERMATCR INBERA —H X P OHEHAE IR, BEOTED,
FHEIE, FRA& SN, RIETYIA 7 AZINTLEREICBLTHT 7 A MY
THB, 2FD, VYAV AINBEORET 7 2 + A MZ CHEH S
na, COTETEBEICE T —A A ME, BE - BB Y ¥ A 7 AT
BDEFTH D ERAKICEERTH S, ZOBKRTE—AAL (=740 T 4
) BEENFEL RS,

8. FibE-WH - 22V F 2 N——CHDOF I b AX—DF T -
JT4Yav '
P OT 4 Y P AR, “The Timeless World of a Play” (1951) LT 5 =
v A DPTUTDE S KFE> T,

It is this continual rush of time, so violent that it appears to be screaming,
that deprives our actual lives of so much dignity and meaning, and it is,

perhaps more than anything else, the arrest of time which has taken place in

a completed work of art that gives to certain plays their feeling of depth and

significance. [***] Contemplation is something that exists outside of time, and

so is the tragic sense. Even in the actual world of commerce, there exists in

some persons a sensibility to the unfortunate situations of others, a capacity of
concern and compassion, surviving from a more tender period of life outside of
the present whirling wire-cage of business activity.

(“The Timeless World of a Play” 59, underlines added)

DED, BADEFEDSEH EBWRELE I WML RET DIFOTIITHIL .
SEEE e EMER CTIREFOWMNDILE D (the arrest of time) . TEMICHEA L E
Hr5 25, BREPEMERD X KFOBNOIMEET S, 617497
L AL LEER BT R < SCEC, Death of a Salesman D7 4 J — « 01—
YIERLT, BBV (a world without time) WEWTI %, AM®D
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g & EUR, E OARRICAT B MR R BRI, KObwERLR)OL
DN TL 3 LE-o T3 (“The Timeless World of a Play” 59) ,

Something Cloudy, Something Clear THTNE T 21ER D & & EH R,
FIRLI) LIEROLRWIERETH 2, FROLEOWA» BN TE AL
DLEFIE, BOWNZERIMERE DWEZ LA, FROBREITEL LD
WRE EBEORL ZBREEEET 5, LLUERA—FRAIBRLT 4P
a v “Life is all=~it’s just one time. It finally seems to occur all at one time.” (SCSC
59) MRT L H I, TRTH—DDKE, D F DIFMOWNAIEE o IR,
H 50 B HHENEET S HEICNMT 2, 2 LT, ZoRicy % E
CTETHERA—HA LS EREMAREZEET LI -k b,

TEM LA =D AFDRREL Cho/cod, ZEBEHICLEY T -
APavCHHORRTERLEBYTHD, 22 DERIBZND RO
EHFELET AR ZEL, BoHEBARHCERINS 2O0DH
BoYsYarThd, ZLT, KEZBEICHECHHOTERRTCESD
LIV Fa—=nExra7 )T 4 OMABENERZS 7N - T Pay
KE->THRIBSOBRM P2, HERTHZ /7Y Fa -0, %
NS Something Cloudy, Something Clear \CFEENTc T 4 Y P LAD TTEDF
Feho¥— LU BHDEoT,

197745 H8 H, WA YT ARG a2 —3—7 - ¥4 LRIHELLD
Am Widely Regarded as the Ghost of a Writer” LT 5Ly 24 TUTD LS
KRl Tw 3,

Of course no one is more acutely aware than I that I am widely regarded as the
ghost of a writer, a ghost still visible, excessively solid of flesh and perhaps
too ambulatory, but a writer remembered mostly for works which were staged
between 1944 and 1961.  (“I am Widely Regarded as the Ghost of a Writer”184)

TITY A YT LRIE, 405ED & 60FRWNIE (445E D The Glass Menagerie b
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FHRY— D4 VT LR CHOFI 2 by ¥ — G, B, =2V Fa—0

5 615 DETIR The Night of the Iguana ¥ 7C) WV TOERIC L > T L AL
DEMEIFEL 2w, HFE# L EROTENSOHTOLETH S LI H
Ba Xy FEERLTYS, ZORFEI978EYE Vieur Carré % B D 1T,
804 Clothes for a Summer Hotel, % L “T814F I Something Cloudy, Something
Clear 2 %%, fEROTEELHR L4 V7 LRE, BOTUELERSLI LT,
HEZXAZLT7 P YAMRUHTHOHEOTERAZAEL Tvol, 90
FERUE, TNe T4 U T LARMEEDOTERZ, 74V v 7 C-ay v,
TAUTL TRy Y— TA—R ] RV LIARESINBIIIC LT,
HE R A P ES HEBIES (Kolin 1998, 38-40), 7 1 Y 7 L XEMHAED
BAE (Prosser 244-45). 7 4 U 7 L A{ES O HD % 7 T NI~ O BE % B
CEZME (Man 139) & L CEVWEFiZHE21E>TH2 . JOUED
F7=brbo X =237 4 ) 7L ARMEDOEB L7 ) F 2 — VL DITRER >
ftEZONS, RETEEICELND 2 ) 7 LD, 198348 2 H24H,
HOKYOURICAS I L2 TFRTELHLE)DIEP TR,

ik

1 ZNF X o~y Fid, 19564 D Streetcar Named Desire J 734 25)VTC 75 v F &
U, b T 04 BONHETREZ U 72 19644851 D The Milk Train Doesn’t Stop Here
Amymore T7 0 —F « T =7 3 — A %L, B I N LB TH 5 (Kolin, ed., The
Tennessee Williams Encyclopedia 12-13),

2 ®—YA-T74FI—LLA ML, 194040 Battle of Angels KA b v A% S EEMEL 7
T T F— + FN FD Lawrence Langner & Ammina Marshall &€ FMC L7 A, £/, 5 &
ELIBETALHEX YT A v 72—V ADEFIVIZHGE A 4 — 9 Miriam Hopkins, -
FEARA P NEC, HEZCHE Myra Torrance % i U "C V> % (Smith-Howard and Heintzelman 252-53)

3 THEGHK X BB SRERORKROFISFEERIO BEM E LT, BT OBHSH
63, I I TIRIMOEDEIEEHICI9804E0 A —F A P OBERHAIN, 22D
RRAET 3,

AUGUST: They don’t pay much. There’s no formal option, not one approved by my agent

or the Dramatists’ Guild; it’s a half-price arrangement, fifty a month, not the legally binding
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hundred. [dugust is sorting through the mail.] Of course that’s an advantage to me in a way.

[’m not so obligated!

KIP: {to himself, as though trying to work it out]: Two people? New York? Fifty dollars?

AUGUST: They want the last act rewritten, but I won’t write another word until they take
out the regular hundred-dolar option. I have guts now. But I also had them then.

KIP: Now? Then?

AUGUST: Present and past, yes a sort of double exposure.

KIP: I don’t understand.

AUGUST: You're not supposed to, Kip. Here's a telegram for me! [He rips it

open.] God. It’s from them. They’re coming here today. ( )
SCSC 37-38

7o & ZAE, Something Cloudy, Something Clear i 2 CHE LTEBSTA 750 «v—11—
WKHLTY A Y PARAEAREBEERZ LD, v —0—0REORBICRYE - IR
VA4 UTLAAREDOL ERED, ZADOBREKL Y 2E TS, oIS
BoTREERT~—ENL - I F2—1200Th, 74 U7 AXRBMLMEY BB E
LTWw3 EZICA—E N ERIETTW»5 (Mann 147),

LESHHEPIREO THEICH 2 X 12, A -y v dEE LS o RE T
H Y, EAOFEERER, THBDH R B E SURO 2o TRERENIC I - BIEE N T
WSbDTHB LIBRFL TS (Carlson 2),

:@ﬁKMLT A—=NY VIEE SRR ZMA Ty 5, WET 7 A0S

W ToYMN BRICBTT 5 & AN T 2REBOMEMIN - 2 ) B A
%, BlEFREE RIS 213 Y, MTOQAMHOFEE > TH L wABIC A ) e
PR B, ) LR HRSUIc X > TSR I N TEL DD, 29
TROEATS, FIEA LT, > POk cZA N B2 RIFT,

ZOBRROR O YEE e blid, BEORH MR TH S, REHLITHL B ORI
PP L LRFICRBIAEN S, BEOEHFHE NS HMHIE, T CiolMiR s £
v EEY, FL BB CRIERTR oMo E i3 5
BHEDBEICENELEZ L) E L L ETE A, K ELd BB ONT, BFIR
BEORBOM L b, 2L T, FlhfNclinsztic, 2 L e

yEDFBIEDBRDOENDEDTH S (Carlson 8-9),
ra/uy—oRORNELE L R OEHEILAR T, SN EEOM A PR &
WU &, MENREICER I N2 RE L B2 -k T4 P a v En s,

R 2 Y &, Something Cloudy, Something Clear BEfE LM, 74 7> a v nkRs

EECRE., FREEROMEBR., e ULl X2 XA €4 v o Mg
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W EMEROWNIER B HIE LB ERTH 2 L LTHUTO LI EFTFL T 3,

Something Cloudy is a triumphant closure to Williams's exploration of non-linear dramaturgy.
Seen from the perspective of the 1970s and 1980s, Williams the experimental playwright is
a postmodern artist, and Something Cloudy is a postmodern investigation of the playwright
and his art. Considerably more than an autobiographical junket, Something Cloudy
interrogates the larger postmodern issues of the creation of art and culture; the synchronicity
of memory and contemporaneity; the representation of fictions and disclosure of self; the
register of authoricity; the playwright's negotiations with self and with the community of the
disremembered; the sexualization and theatricalization of place; and the commodification
of art. [--*] The relationship of past to present and present to past, vital to Williams's

postmodern strategy, is poignantly reflected in the title of the play. (Kolin1998,38)

Something Cloudy is intimately and inextricably involved in the ways in which Williams
exploits memory analogous to the way a postmodern culture articulates discourse formation.
Something Cloudy is primarily concerned with the production and consumption of memory,
and the two inescapable by-products of memory—-desire and disappointment—which
animate the process of exposure and (dis) closure, the dialectic of representation in the play.
Given the polygenics of his composing process—for Something Cloudy and in almost every

other work in the canon—Williams was a closet postmodernist. (Kolin1998,40)
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