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1. FF

BEH /NG D B 75 & FHRENIC b {HfE] L 72 Tennessee Williams D fXFRAF The Glass Menagerie 1 1%
El Greco D 5R# % Honoré-Victorin Daumier DFRIE] & > o 72T ZM~DF AR I N 5, éE
Hif 1% Andy Warhol % Jackson Pollock 5 DHHMEIFRK & bZEK L 72V 4 VT LR o705, FFITE
VCEENT A Y TR L 72 R B5K Hans Hofmann 12\ Clt, T v &4 “AnAppreciation of
Hans Hofmann” T, E[T Vincent Willem van Gogh <> Pablo Ruiz Picasso & Wi~THE T % L 9 IC
(197). ZOFEIZELY FinLz v, ' TH 7 208YE] o HICIZ, WHIXFEASIC X 2 FafiE
P& THW I NE “Production Notes” 23ffINTEHY, 22 TlIv 4 V7 LXRHEL T 2535
DZ “plastic theatre” (131) ICDWTEEH N 5, Richard E. Kramer 1, 7 4 U 7T L\fﬁ%”:%?“ %
“plastic theatre” DEFED—D & LTk 7~ v ORBELGHIC I T 5 “plasticity” DBEE %281,
ZDEFKEFT 7~V VDI v kA “The Search for the Real: In the Visual Arts” (CFLHIF™ (pars. 6, 7).
7= Vi, “plasticity” & RICOARMIZEM~=RITH) 2 BT X LB 2 b 72 5 T 72D I AR
R E L TERKT 5 (“The Search for the Real,” 49-50), & H 1T, Z D “plasticity” % FEH 3 5 7=

DITIE, MR BRI 4 20801 DH Y, ZDOFiEIE “pushandpull” & H4FFIT S, AT
DX S ICHEHARD A A — 2 THE DS #15——[T] he inside pressure of a balloon is in balance in every
direction. By pressing one side of the balloon, you will disturb this balance, and, as a consequence, the other
end will swallow up the amount of pressure applied. Needless to say, this procedure can be reversed. Exactly
the same thing can happen to the picture plane in a spiritual sense” (50), LEi+= 7~ v OHiHE 7 4 U
7 LRADEREFE O T 7227 v 4 ~— D& % % F T, Sophie Maruéjouls-Koch (%, “Hofmann’s
‘push and pull’ theory thus takes the shape of a conflict on William’s stage, a conflict of images issued from
the pictorial arts” (par. 24) &f5H L. il L7z =y Fx L - 7L 2iTHI 2. Paul Gauguin % Giorgio
de Chirico 7* b DFZE L HBFIC ANTR DD, The Night of the Iguana % F.0 Y 4 ) 7 L A{ERMICE
F BNV EREDORRICOWTEHHL %, /2. TR 2 2F I I3, HREMORMRIC
KoN7-ieEOMEMICER L, v— 728l L CEEIN-EEZZEHRL R85 7). [
7 Z0EYIR] EiRsieilz ST 2 YEETH b Lkt 5, 29 LT oRNhE G &
WX, F 7~ v oizlBE R X NS “pushand pull” O % IC X % plastic 72 (A7) P
DIEY J % E 2 CRBh 252 2 &<, MR T 2FEYOEL Y Dok 2z 5L ) %
WAL S5 L L7y 4 VT LXOAWEIRMZBHO 22 IC 35, 2D LT, VA VT LABKT7 2V H
SEATE AR FROIED X523, CNETHY ZCTEMmMI N T I hr o7k [~y v 7
(167)] DZ7 F X v ANBmWEH —B 25TCBALAD ool 35 2 & ——& L CHREIL
INDZHZHE T2,

TVAVIT7 A=A FRICHALRAD N0 =T Lk, HELERPIIELHEL Vo7,
TIHENV.OER Y DAL NIk o TR EEZ G 2 o5, £ LESICAEL K
BFONE, v—I B KUNICT 2HEEHR S 7 AOEYIR, P LPB2ITEIRDOEE. £ LT
KassamC AHEM~Y vy 2 L LCRBULI NS, [ 7 20@YE] I BT 2PHCIAD & Ritlo 3



B DWW T, EricP.Levy 25, V4 ¥ 77 4 — )V FROERED “soundproof glass” (533) & FKIH X
N5 m%ZHY L, “To live in that home is to live behind a pane of imaginary glass: namely, the mirror
of parental judgement created by Amanda in order to flatter her own self-image” (533) (f5fid %, & B
IC Rita Colanzi I3, v 4 V 7 L X{EEICHEH 3% KD € F — 7 % Jean-Paul Sartre © “bad faith” ([ H
CH | ) o&roFsrfEE oo, LTFTD X SICHL 5,

Satre’s definition of human reality suggests that being is ephemeral and insubstantial. On the
metaphoric level, Williams supports this concept of transcendent being. Among the analogues for
human transcendence in many of William’s dramas are birds and other winged creatures, and with
references to captive birds often accentuating a character’s denial of his or her transcendence and

responsibility to create a self. (452)

a7 v 4% “He [Williams] bids the caged bird fly, and yet, at times, cautions it to remain imprisoned”
(463) DB L5, (A7 ADEYE] b E/-. —FrIcBALAD b OOl T 2 k%R
L7WEETH 2, 295 LBALAD & OmMZIE, "I/ L7z F 2230 D& < el
EXARKICu —J Ko B ~Y vy 7DEF -7 L LTERNDE I & ZlH L 72 \v—the
wonderfullest trick of all was the coffin trick. We nailed him into a coffin and he got out of the coffin without
removing one nail. [He has come inside.] There is a trick that would come in handy for me—get me out of
this two-by-four situation!” (167; emphasis in original), EWFKE L EMAE QS 1L, FMAIE TH
2T o N D 582 — AR IRAF I T2 X i, P LAEKEDITTICHE Y >0 %
IHhoELZIeEHERT L, InpOHMETH LI, PALE 2T, RONMIIZEED DL
BicEonttRchd 2., ROIMIZELRPOREMRCH L, ©AHA, VA4V T T 4 —
WIERPES TIRNT = L OEREICE E VT 5 2 e id. HHZETTRET v v X ORMEICH
ALBZ RO, ZIhoDliHidfict o CoRE L TH D, L L, HHZR®D
TRERCHT O DOD, SEFEHET T ADOPTHICRELTONE BT O, Y 2225
BEKEDY a—v 4 v FoicHibnzBRED RN T ADK V% B0 5L EICH Y £
N7ZEADICIEZ>ET2 237) koK, v—FoninitFiZEer LEAKTH 3, KONHICHE
EOOoOMH T, BRELER, REEBHEOELRYOLPICHEZET S L35 b A,
B~y Yy ZICOWTEEL AR b Br — 102 9 w217 5——You know it don’t take much
intelligence to get yourself into a nailed-up coffin, Laura. But who in hell ever got himself out of one without
removing one nail?” (167), 3% &, FHEZ IIIGE T 52— As if in answer, the father’s grinning
photograph lights up” (168), D~ v 7 DT ZESL DI, V4 v 77 4 =V FRDKEEL 7=
RCTHolze, PLAB=Y Yy 7D v 7 %2FBRICALZENS X ICL TRICEZ Y ool
T5H0, n—JRFICHEI KT L2000, ZHHMNIZOL S LT RWIENAED L9 2R
BT 277 ADEMGLEHSZENRSE Z LT, RV EE BB EZRRCEHETES, 2L
BERRIGICE L 2N X 2 BAFDHETTIE. 7 4 VT L X3k 7 = v ORRHFER D & Z T 725
BENERT LT, XVPAMICHET 208 TES, DE D, F7~ VD “pushandpull” &
WA 72, Rk L 72 ZROTDARE ZERNC N I 2 FY) 2 BdiE L TR0t n@E# 2 b 726 % 5 L L



PRABD LI, VAV T ARG [H 7 ZA0EE] R 7 I I 2 B % 7 A i
BT LT, —ICALAD LN, [TEE > ANEEZ ST I3 2B 0BG A\W b 2T
28N %, RN ZEYR LD, 20856 TGO a2ICAlEL Tw5,

2. BMEERLTERLIEOIPHL

V4 YT LR K7 ORREERT SH1IC, [ 7 Z0EWIE] 12T 3 B OKRENICO N
THER L Tk &\, VA4 YT LXDOMEEWE~D 27200 id, FEthe, 2D PHE &7x-
7= %GR/ NaX “Portrait of a Girl in Glass™ 23 HF 3T 2 H.OMNEF —7 TH 5, 77 AOHMR DL
EEZWS Z & THLPICR S, FFRETZIE, MRS, ol ~oFZEL O T, 77
A DENRIZ NS & D S MEGEHICBEIEI N HTH 5, FfR/NID RS TlE “colored glass” T
— N T BT DT CTldH 7 A% < fEFTIC “colored” OFRIUUTIR Y72 57>, CW.E.
Bigsby (%, [AIEkth O EIC & 72V 407 - BEHEE 2 158 72 Jo Mielziner D 5 3 “Ifhe [Williams] had
written plays in the days before the technical development of translucent and transparent scenery, I believe
he would have invented it” 34) Z 5L 22, v 4 V7 LXEFERAMPEDRRICDOWT, “Explaining
his [Williams’s] own use of translucent interior walls, he insisted that, ‘it was a true reflection of the
contemporary playwright’s interest in—and at times obsession with—the exploration of the inner man’” (34)
b3, InEEEZ 2701, kNG DB~ DB IEEEICE T 2D EEE, fEFXKD
B[ ECNe LTRIBIS T LIITER Y, [H7 7 208YE] 1. B0 EH X & EtaFE]
TDX57%, HKT 2bD02 0L oOEMNICHFI 42 2 L CRR2AEARL T, £ OFIRBIR
F, T LERE T K5I, THRNZO YD L Th RWEREEMICEL 2DICiIRHAT
EDTERVDDTH S, bl %, H7AOEHYRIIMhOEfE D~ L XL TEEEX
NEREDRD -7z,

BOFPLICEST, VAV I 7 4= A FRONNZEEOMRTH 27, % DIMIlIZER
DHFRCH2, CTTETHRALTBE-WI &, [H 7 208WE] k1) 3 EE (truth) D
HWETH2, 74 VT LXIE, BIHD “Production Notes” IC T, BEFE~DIFEIXJFTICTDWTRD
£ 9 ICFE 35— Being a ‘memory play,” The Glass Menagerie can be presented with unusual freedom of
convention. . . . Expressionism and all other unconventional techniques in drama have only one valid aim,
and that is a closer approach to truth” (131), ¥ 4 U 7 A X%, fEROFEEHEH OEE 2L HHIC A
. [ECEOBI ] 2L TEE~ED L, L2 EL TN EE LN 2 KT DA, FENZRIE
X TH2, MEDENT, UTO LS Cdh~6N05 -

The straight realistic play with its genuine Frigidaire and authentic ice-cubes, its characters who
speak exactly as its audience speaks, corresponds to the academic landscape and has the same virtue
of a photographic likeness. Everyone should know nowadays the unimportance of the photographic
in art: that truth, life, or reality is an organic thing which the poetic imagination can represent or
suggest, in essence, only through transformation, through changing into other forms than those

which were merely present in appearance. (131)



74 )T LA E T2 EEIT, FEBRNORETLEILDTELIEETDH S, Liho
T, I bigmizitED 28I, 295 LAXREE 272 EC [HE] ofFxHwv5, #ic,
“photographic” & KILI N5, ELFHIVEGRN ZHL ZHEMRO YV T Y 7 4 —icxf L Tl

[E%| oEFETH2 [BH] 2ZHeTZzolEZ@m LT, twind, fFmAIcENT
LR DM 2 RS 2 MEEH T Lo 2 T BHE MR DI, “disguise” TH D LEVERLE
KEINDDOTHE, V4 )T LRITE o T, GEURNIC X > TR T 1 5 DRI OB F ST
BRI o7, LaL, HEHFO VT Y 74 =3B E S h, LEOHRLZ T »nHirn k>
& L7z2b I Tld7z v, Z i, “Production Notes” IZ “When a play employs unconventional techniques,
it is not, or certainly shouldn’t be, trying to escape its responsibility of dealing with reality” (131) & i &
NEZHICHL D2 TH S, EIICE—F° b 2285 0iF, RREEZFoHATEARL, HET
LR EBIE, BRLEROEMCEEININITHL, 25 LEEKRT, V4 )T LAXDHIELE
[FClE OBkl 1C3 ) 2 FAH Zx [EC1E) &L E, HFEL O IR T 01X ) & HRfF
TE 2 RN GERTORBL IR > T, LEdoT, 20X 7% 7 20FYE] I
Frf R coEIc oW CGEam T 2 Bk, fEIM & © TR0 &KL L TXRIL 72w,

HE GLlE) Ll (Bi%E) oxtihhdix, MEgEeia, > VR oRtbe L TRRS
N3, ZoxEMEIR, L Vb 22008 tEN. v~V Y VB LICHEZILBDO R — 7 (167)
. v—IBY Nz EOER T a— v D (230) £ LT ->T0d, 3wy vy
ERET DMEPERERT T T, n— 72 RT3 MEEHIEFELZKRT, BBV F o
Hé@xﬁ~7%ﬁ:5x#vyy&7#\E%%&?i$#téﬁﬁéeﬁf\m©$f%é
HOn e 2 DX ZDHOL 0L 2EIBEETHL L) “Yes, I have tricks in my pocket,

I have things up my sleeve. But I am the opposite of a stage magician. He gives you illusion that has the

appearance of truth. I give you truth in the pleasant disguise of illusion” (144), Z D 5|HIE, FEY F + &
DEIHICEEZOLDRE T ZR—E LI L T250TIEARL, BROLEIPCHNIEEZRE LS &
LT3 HT, %#%@%m:aof#%CQ%ﬁﬁﬁf%éoL#L\::@uvkif\v
VxR LI, BEERESERERELI L LTV EIRICOARERT S, vV V¥
VERMT 2 EIE, Ehottl LToKEZ52 60 Tw5, foBHTh ., W & ERILE
DIRLFEMESR, VA VT T74 =V FROAPVICH DXV AF—LDI T —F— VI T 5
Ji “delicate rainbow colors” (179) TH Y, KON TE LD XV AF— NV DIEEEN b XA~ 4 v
TRIZ7V=AnicRE s E T, HRIZERDILETH 4TV 5—In Spain there was Guernica!
But here there was only hot swing music and liquor, dance halls, bars, and movies, and sex that hung in the
gloom like a chandelier and flooded the world with brief, deceptive rainbows” (179; emphasis added), —
Ji. BEOERHSIPEIBROA XA -V, = 7 20@VRINGINDE, Znid
“Production Notes” 2% [ 7 2 DEWIE] D “the first condition” (133) TH 21HFEL / A X ALY T
EMNE IS0 DRPERICOVCTHESIXIRT, 0 - IKEREZLTREL, HADA A -
% “the lovely fragility of glass” (133) (L9 Z L ICHAL 2 CTH 5, £ 72, BIH T — 7 2% gentleman
caller DY L %Mz 5 729 A5l 5 5 Tld. “The dress is colored and designed by memory. . . . A
fragile, unearthly prettiness has come out in Laura: she is like a piece of translucent glass touched by light,

given a momentary radiance, not actual, not lasting” (191) &5 X, KL EHLEH 7 AD LS T



HH, HELVSI IV LARLEOMHNIC2 ARITH L Lrbh b,

EEOEA S LILGBOa Y b 72 AR CESE @GR LER BHFE) oxtti, v1v 774
— NV IFRONEIOMBICENENDE RS, TDOHEL YD IE, FKICTIHLZ, Kk b 4a03%F
KDy a—v 4 v FyicHiohizH b volltaz HICL &2 o, RICHESZ v —J0ERT %
B 2500 (237) KD KRN TWE, KLt ald, EzZFOZERBOHA L, 1
— TN 7 A0 b BIECREEHAEREOMALZIRVIELDTH L, Tz, WEBERD
ttTH 5 i %Zim L7z L 72 “In Spain there was Guernica! But here there was only hot swing
music and liquor, dance halls, bars, and movies, and sex that hung in the gloom like a chandelier and flooded
the world with brief, deceptive rainbows” (179) DI D\ FEE % PN ICK DI ~HI7z b L D3FEFRIC
HicL7z, 23R L, 75— F DIMIDER RO E 2 Twz 2 2B WL %
Ve IHIC, BI3H\IcE, MEBHLREELT N— FONMloMAR L B 2528 H 5, LA
B7 =y ZEDOFRDOR, I — F2HETROHANH T L & P roRTOT 3 —FiEEw
RoTu—JDRYIGHN T ZADEHNRICKET-Y, v —F13F 2 THRHE T o X 5 I
Z LT3 (164-65), INELXELITMHHBA 7 ADHYMEEZEL TLE D L) ic, RDI~HI LS &
528k ZONAlIcH 2 n— 7 OMEEWRMRZBIESTZ L LRIETH D, KON
HRZEES 2 L, FRFICHEEHEOBIESE L CEEoN s iz R L Tldke o, i
T, HifEY L =7 L ZATHABICH s TH I RADI=a -V RE TS TLE S 5
(226) T, HEZEHLTz=—a—vEBELCLEI>DIE, BV F LA “He is the most realistic
character in the play, being an emissary from a world of reality that we were somehow set apart from” (145)
LT T 5, HOBEMADL LR > CELFMEY LEDTH L, 20O DGHIRT b L—FK
DT N— DN EHNDOEEZHE X DD, PAR T4 VI T A=A VR ORI ERTH —
ZICGEo T~ Yy 7 2 B, SoFm WITPHCiIAD b/ £ H~ 1 5 L fRliRFIC,
HE GUE) THY B oER GlFE) TbH4EHII AT FF AL aRELZERL w5 C
LA b, PARMETE RVELBE~DOLIA® & 2 22 b O A 77
7 ZADHENYIE] %@ L T, “truthin the pleasant disguise of illusion” (144) %#5EA 5 LT 5D TH Y,
VA4 VT AR, BHE G LER RE) obor RIS LT 50 TRARL, Wi
DERY DEPICEHNLZHFDO N2 T Wil THE S,

3. Tennessee Williams & Hans Hofmann R& L HOHAHDED Tension

i~y 2 DR7 V7 RCRBEI NG K5, [ 7 A0BWIE] X, BIPAH & BtH % [RIRF I 5L
LR B IEZRRT 5, 61, V4 v 7 74— FRONMEIMANL, MEFEHS LIEO
BRI Z L <, RO MFRICHE S 2 HFE L BHEMR I E AN T ER 2 W IICRR T 5
MEBEZL LI, T ZICHE VOO T 5 Lk, BEFELER. T2, LR HELEK
WWEBT2HEZRIVMT L THE L2 d, 29 LAEFELER. fClE & B%E & RIRF I 72
ThoOWEEHET 272012, V4 VT LXESPHREIFR A VR« F 7~ v o2 -E
Tigam L Ch\v, el Lz X i, T4 7 20@PE] BIHICHT & 172 “Production Notes” (3,
VDS BT DL L F N7 b D IR T 2R ICE T, BN L 130 S 5 5 R T
D, EfcE o COHEE, A, VTV T4 —2HBEE L TRRL, "BT5Z LT



2L0) (131) 74 VT LAY EOREOBICIEVERN AN D2 Ao TnizZ
EiE. BBV T LA HBEIEL THT 28I S 2> TH 5 ——To begin with, I turn back time. I
reverse it to that quaint period, the thirties, when the huge middle class of America was matriculating in a
school for the blind. Their eyes had failed them, or they had failed their eyes, and so they were having their
fingers pressed forcibly down on the fiery Braille alphabet of a dissolving economy” (145), L %> L. E%
HE 23 “plastic theatre” OBLRZIIET 2 Ko ic, AfAL LToBESE, £m. V7V 74—,
HLETHENZ DO TH Y, KEICHT 2HE, ERICTHEEL, RECHTIBERY
DX ST, EEMICIRZ 2 LIXTE R, 25 LB ROzl H22 7 4 ) T LR
DFEBEII, w7 ==y 7 JLIPSRE OB E L HGT 2, F 7Dy 24 “The
Search for the Real” 1%, HEPHEFOERBIC X o CAENRME Z24EAB T X 5, BHEICE N
T, 2 DOVEMRERPERL CILHb A2 3 DHOEYHENRWEEY [~Y v 7] L4fMT
5 @7, 7w VICEINE, 2o~V y 7o E R, EMifEREREMCTHIWEZ DD D2 bR
L. “the highest quality of the spirit” (47) ZAET 2 L9, V4 U T LRD “plastic theatre” 73
F7 =V OFETICH D &L, WEEMBERN 2 EROBIRED R Ic i b NS & 2 —
NLTNIEEITH L 2 X HEL, BODEIM~EH Lz W 5, Z on[Hiy 7 EE)
Z, MEOEfi M F 28 CcH 2, A7V, Bloxy 4 “Sculpture” ICTUTFD XS
ICEE D “Color is a plastic means of creating intervals. Intervals are color harmonics produced by special
relationships, or tensions” (51)e ZZ TEHHLZWVWDIX, &7 <V REEE DD 723 “tension” DfF)
BICEMLTWEHTHZ, LWIHIDD, TNETIEHEAMNCTELLIIC, Y4V TLXDE
72y 1977 2 0P ] 1< 3T IR O BORBAR 2 BRI ICAE L Tw b 25 TH B,
7z, F7 < VDI v ¥4I, “A sculptured work should be balanced in the reflected intensity and

the absorption of light. Such balance is achieved at the point where the greatest expansion of the surface
tensions are counter-balanced by the contracting forces of the negative space” (58-59). & % \» (%,
“Concavity in sculpture demands convexity, reflection calls for its counterpart, absorption, intensity requires
depth” (59) &b~ Y& OXIRMEDHR Y 7 T ZMA RS I E N5,

7= VI K R4 IR Y O E & BIRBIR ORER D e p T . ARIEZEMIC BT 5 Wik
AT 2F 271k FRICHEBICET 5, T 7 208 ] 1 [RAEOBEh] th v, 22
iz [RLRE]) OWED, TERNEHEEL OFRR "IN CHETE 20Tl AR L,
HLETRIE/BE, BREEB L o REOEL ) o icins boTchH s Lk, B
IATED S ML TE R, —RIVICV o TRUE L (3. 2O THICR X T Icfith b 7z b 02 H
DHTH O K 724RIC, ZDEHDBPICH MDD T 2 AT EETH D, 2% 0, [EE] D

R CENZEYIE. k7w v ARECERL LS L Lk Sic. H2 L AVOEEEGEOD &
TRHULDTIIEEINS, LER->T, F7~VvDEHADOEZ HICHERZF7-7 4 ) T LR,
CHLE [BHEL LTI CIHD /2 ici | OBEMGE . WAICAE~b 725 Lok
Meagtd 2 2 &5, T 7 20@WE] AEEL T 2087k [30E | oZX2xHL T 20EE 7t
5, LTFTIE. 295 L7 [8018) ORZFXVICTAEE BT -2 e LT, &7

2 VR R LoD, 2/ COREICOWTHLE T E 7,



s A==, FT72VREHICOWTEKLZMENTE LT, “Space must be vital and active—a
force impelled pictorial space, presented as a spiritual and unified entity, with a life of its own” (“The Search
for the Real” 49) ICfifi#L> D, “what both men [Hofman and Williams] said was that space is not inert but
alive, and that unoccupied space is not just empty but as significant to the work as the occupied space” (par.
6) 15T 5, 2D LT, A7 VDEAICNTE2E X750 OENRDHEEFICRN LY L

LC. %Al “Will Mr. Merriwether Return from Memphis?” TRbHDINE VA =& ) FDLLT D
R FET 5, MEORFHEE M —XDREBEDOBFICHNS “plastic space” (121) 322725 b
DTH 5 HZimIcEE> T 5,

LOUISE: Did you set something on the table?

NORA: I just set down the upside-down cake on a vacant spot on the table.

LOUISE: There is no such thing as a vacant spot on the table.

NORA: —Ow, but there was a space with nothing on it, I didn’t move anything, not a thing, not an

inch!

LOUISE: The spaces on the table are just as important as the articles on the table. Is that over your
head?

NORA: I’ve seen your pitcher of ice tea on the table and glasses for it.

LOUISE: The pitcher of ice tea and the glasses for it are part of the composition.

NORA: —The what of the what did you say?

LOUISE: In painting there’s such a thing as plastic space. (121)

IHic, LRLORFEDIRIC /755 “Plastic, y’ mean, like a plastic bottle or—" (122) & =i 5 &,
A —XZ “No. Plastic like the spaces between the objects in a painting. They give to the paintings its
composition like the vacant spaces on my table give to the articles on the table its arrangement” (122) & &
Zb, WA —Rb 7 TOEFET, ZABZOEATII AL, Vo LicE»rNZbDEFL XD
BB O UL OTH 2 Z L EEHT 5,

(777 ADEPE] b F7e. MRAGEHZEELEEY L L CGARICEES 5, &HTH, ¥
4V T 74—V FRICE > TRDREREAHRRBDOAETH 5, FEYF L LlE, RiconT
“There is a fifth character in the play who doesn’t appear except in this larger-than-life-size photograph over
the mantel” (145) & W, ROZDBEIFICES T2 i3 nd oo, HE ETIIZ 0%EH%iEH

T2 L0, ROUBEESEICHTONTWS, 2% 0, d7 <V iieEiPEe L o7z d

3/ moOlEE . (77 20WYE] ZEoME L E o135, AL LTOREE, 52 C
KWWY E LTHIET 20Tl R TnhnidhEdbwa | AE LTiEST 32729127 4
)T ARHBE S HIRIZ, 52 IR ERITAHZ VTS LT, 0aELARLOEE
BRzZAIET 22 THD, Wb, EHERIED tension DEIHETH 5, blE. V4774
— LV FROELZIZ. ROPEL R A THRESEV . HOEDLEZIToT W3 Dh, b LAld,

“I left Saint Louis. I descended the steps of this fire escape for a last time and followed, from then on, in my



father’s footsteps, attempting to find in motion what was lost in space” (236-37) &5 X 9 1C, KL
TROFICHLZENDS L HICLTHKEH S, 2 2IC0AVRDOZEHIE, 5221005 boad
HARbZ eTCHDEDLDING, £72, FLERHT v XL DOGMDER “Why, listen, if self is what I
thought of, Mother, I’d be where he is—GONE! [He points to his father’s picture.]” (163; emphasis in
original) & E W T, HIOGIHCTT < ¥ X1 “More and more you remind me of your father! He was
out all hours without explanation!—Then left! Goodbye! And me with the bag to hold. I saw that letter you
got from the Merchant Marine. I know what you’re dreaming of” (175; emphasis in original) & \»9, 4
EOFEBRMICENTH, FLBFEDDICHEBETHE, —ROKFEOKEZH-T 15, |
LD Z 58 5 1D\ T, Lori Leathers Single (X, Alan S. Gurman ® D Handbook
of Family Therapy \C B3 5> v 7V « T L v FEEEICEH T 5 “parentified-child” O#EZ% T+ 41
BHT 2 (75) VI LOEREEEEATH, R0 PLRRORYV ZHED L LT, —KICE
JA2ROEAZMD DHFHETH D Z L BHOL 2T, BT~y XviRe—7 b 72, KREELEZRE
FA DT CTHEAVRIT Cnwd, 7wV Xk, FAXBREDLHRVICH 22D LT ROKL 72
AW — T %EHT 5 “she is wearing a very old bathrobe, much too large for her slight figure, a relic
of the faithless Mr. Wingfield” (162), R DERFHIC L A DL HTlirm—J b FkkTH S, v—7
BE L a— P~k 25D BT 228, 2oL a—Fid, 7~ v XD H7 “Eternally
play those worn-out phonograph records your father left as a painful reminder of him?” (156) 257" 3 X 9
2. ROFFBYTH o7z, L TAHT, EHEFIHDOME IR, KEfL 72508z © < 35558 T b
WiRINZ, Pl2iF, v— 7 OWANZEERK L EBAHBZRZ LICOWT, T Y X ERADH
OEDbEELTEES “Why, you’re not crippled, you just have a little defect—hardly noticeable, even!

When people have some slight disadvantage like that, they cultivate other things to make up for it—develop
charm—and vivacity—and charm! That’s all you have to do! [She turns again to the photograph.] One thing
your father had plenty of—was charm/” (157-58; emphasis in original), & Z TlZ, HEHZER LRI 556
TlE R WIE T 7228, “makeup” DFEAEIRICKR D “charm” DFE~ZED - T { HAHEKZE N, &
0, VIAPHBLELENL T8 ziie—70b ErbEo T HLT LT, v—
7 DIEHIFE DR v a v MO 3 NYIBAETH S ZLBOIME D, DRI v a VHELE 5 2
ERWECHRIIEAZ TR INTLEI LW LHIC, RIVEHETREEZD L NX—V
DEETHD, ZOVLTIZ, BV FFL0S K5c, ~ 27— VRO L Wi
fHES 2720 DEFICOF TR WIS S, 22D EDE 20D X I, Framilr &
7 YA THORME 2 — R ZHL T 5,

In high school Jim was a hero. He had tremendous Irish good nature and vitality with the scrubbed
and polished look of white chinaware. He seemed to move in a continual spotlight. He was a star in
basketball, captain of the debating club, president of the senior class and the glee club and he sang
the male lead in the annual light operas. He was always running or bounding, never just walking.
He seemed always at the point of defeating the law of gravity. He was shooting with such velocity
through his adolescence that you would logically expect him to arrive at nothing short of the White

House by the time he was thirty. But Jim apparently ran into more interference after his graduation



from Soldan. His speed had definitely slowed. Six years after he left high school he was holding a
job that wasn’t much better than mine. (190)

0— 7 DIERER VW L 2L T 5T~V ARG S, mEDH LR o & BUR
DF ¥y 7 L TRRAEEZACTHE W) ETH AR, YLri2HTATICHED, 2D
THBDBLEOHME LD THRIRICE TV AEHELW N L A2 EH L TREZIYVEREZ 5 &7
% (193), 25 LTHYVBRINZZBL ML 0RRELHDEDEIE, P EHEBRT ) —VIC
M3 X 9 F87R 3 % 3F——Ou sont les neiges” (146) & % \>(Z “Ou sont les neiges d’antan?” (149)
CNHERTIREDIC [FEEOF T nTC CREENE, ToXHic, [47

ZOBYE] . (3] ORPICHEFNED S LRV ORBITIRZ X 5 ET 207, i
EF—TTCHZO—TDHTAOBWRIE. 75 L7z [ oEE2RMT 2 0THE L
% . Sam Bluefarb 235Hi L T\ 3, T —7 7 —FickE. 7T 20EGIL. n—?ﬁ%ﬁ
DHFICH BBED NP EE, ST THEIPARLDE LTHEBETZZ L ZAEICLTWS

Curiously, the glass animals, instead of being vague, distant, faérie-like, are the only artifacts in the
play that hold any degree of reality for Laura. If they are fragile, they are also strong. And if they
are glass, they have a certain quality of transparency which permits their owner the full view of a
world that is not bounded by time and lameness. For even in their fragility, they are at least tangible,
and therefore, for Laura, reliable. They can be seen, touched, felt, even fondled. And they have more

substance than mere memory. (517)

L ofehbix. 77 AR DOTE» W EEZ AL TnwWb b DD, Fv—7 7 — 7% “For Laura,
however, it is neither past, present, nor future which holds the semblance of reality; nor does the past or
future offer even the simulacrum of a make-believe reality. For time has ceased to have any meaning
whatever for Laura; her whole existence turns on a fulcrum of no-time” (517) &L % &£ 91, Kt %
L7 —J70%2 o LS, #7208z, BHE IFEHEOXICRH OEEz o —

FILhbTDOTHS, T, Litoidmit. # 7 2A0EWERS e — 7 ZHHPHORAR T &
Vo ZZBEDOIRT 2 LEiiL 22 LT, AT AOEYHRICREE BRI ALEY X 5 A5, BA
ik it FE L HE O K AR R R L T\ b, * e T, e bldz 5 Lk
LEALIAD B2 X 0 EERICE o= F—7 L LT, BENPERHTREICO VT
Cadnidhohv, BENOREIR, =71l > TH T A0EWESRZ > TH DL LT, b
L BERPR D oINS 28 1L 22 6TH 5,

4. BEHORE

ﬁ?xm@%@ﬁu—"%%aﬁm%ﬁs%féﬂ@m&rb;5%%ﬁa¢a¢n&\r
LOEE, ZOREIREHNOREMHE- T2, ZOREIE. 0 —F % NERICT S/ C.
FA%W4V774—wF§®%AW#b&6Oﬁ%ﬁkEﬁCOWT\i? 1HE Y L0ta
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— 7 DIRFICONTHNLIUTORFICEHL 72 » “You dropped out of school, you gave up an

education because of a clump, which as far as I know was practically non-exist! A little physical defect is
what you have. Hardly noticeable even! Magnified thousands of times by imagination!” (221), 7z, ¥
LR L—REFNIGHO FFHE L, FH LDORX 7 Y — 1T “The accent of a coming foot” (191)
DX FHMIT X HFER L TWwb, “The Accent of a Coming Foot” & 1%, 1935 fFICHE X N 7= iR
INHRDZA P ATH D, FERTIE (77 2A0HYRE] Tr— 78V L%/ 5L 51 LT, A
NF Y Y VBEIREE S Y FERF0,

Footsteps moving along the upper halls. Now slow and now hurried. Footsteps on the stair. Too
heavy for Bud and too loud. He always moved his large body with an amazing penury of sound. In
her mind’s eye she could see him now, moving through a thousand different rooms and places, as
she had seen him in the past years, and he moved always like a tall, vague shadow, one hand
stretched slightly before him like the feeling hand of the blind, suspicious even of air, groping for
things unseen in the path or halfway poised for some defensive gesture as one would move through
regions of perilous dark, his eyes very wide but always seeming ready to blink against the full light.
(45)

HZABWETOETHZICH22boT, Fr¥ U viciENy FOREVHE I Z T 25, Bert
Cardullo R EFHE 213, [# 7 208YE]) © [ESL R3] % Emily Dickinson DFF{T 1760 & &
DRLHED HFEAME 25 (Cardullo 86; T 64), X DT 4 F VY Y OFHILIT DM Y TH 56—
“Elysium is as far as to/The very nearest Room/If in that Room a Friend await/Felicity or Doom—/What
fortitude the Soul contains,/That it can so endure/The accent of a coming Foot—/The opening of a Door—"
(1180), A DFHNZFEDM Z 5 » b Z 2 5 B H & L THRET 28 T, “Elysium” & “The very
nearest Room”, “Felicity” & “Doom” @ X 9 7a, W72 2GR LA EI NS, V4V TLX
(X, WL ) OEREA AN TRERERE T 4 F vy voffme G LT, 22ich D
ERRCDICTEPICHZ D2 BIE~b 7267, BENPELETREIL. Z 5 L8R
DESEHA LD, ZfFRMOREZBATHY B,

77 ADEYNGH v — T & - BUE - ARRPHEJEBREDEL Y D~ T &7 X5
L BB oRER. Poaxk v 4 v T T 4 = FPROI~HE N F—1 left Saint Louis. 1
descended the steps of this fire escape for a last time and followed, from then on, in my father’s footsteps,
attempting to find in motion what was lost in space” (236-37; emphasis added), &5 A . Z D “footsteps”
X TR LRTOBARTH S, Lol [H 7 A0EHYR] © Kz & 35w EDLRE] D
NEDIEEZ 201, [RE] EMRFT 2L bZY7255, 2T, P~y v 7D
TV REMBRTELZOPREE LR TH S LTz LiIcS—EV bilks, AL TH
L339 % 55 “There is a fifth character in the play who doesn’t appear except in this larger-than-life-
size photograph over the mantel. This is our father who left us a long time ago. He was a telephone man
who fell in love with long distances; he gave up his job with the telephone company and skipped the light
fantastic out of town” (145; emphasis added) (CF{#L% “along time ago” & “long distances” IC#& H L
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72, e b, 5K TH “Ididn‘t go to the moon, I went much further—for time is the longest distance
between two places” (236) &iEbN 5 & T, K L7 b L OREHIHTD 2 K DFEGHT~D
[Z2fEf 7 B ] 23, Rbiizd o~ RN ERE ], T2bbROGTE~DOEH L FETH
LZENHLPICREIDLTH D, VA4 VI T4 =N FROHANHED L, LT ER
DBEHFRA~HZ 2L 2EHKRT 2203, DL d ot oTE, RERDIMC AL S, [
RFCARIZ Y 4 v 77 4 =V FRONMNC L 2FEEL e i3 T, MEEALREED L 72 5 5lE
DHFTHEZ 20 ZIC, HEH~Y Yy 7O T VI 220k LEZE MO TH S, ZARGE
B, HE . b5/ RerkFABCHEET (77 208WE) cfEh [ o%EE~k
Vo lROREICEIPNT, PAFEY P R EEsT0oT, 3

5. &

VA VT T A= FRONT o= M ICBALIAD b7z b L% “There is a trick that would come
in handy for me—get me out of this two-by-four situation!” (167) & Miv:7= X 5 ic, #Ef~Y v 713,
PACA® L it o FEZFIEL ST 2 TH 7 2A0EYE] IcB 0 5 0 & DDA HEEZRL T b,
FA—RBEDLT TN FONEINL, ZENBMEEHLEECEY LoREoOMR L, BF
CHSNTEBOBREMPEMEST 2, TAWZ, V4 VT 74—V FRICEE Y O THT
ZliE, T LN RN 72 3 TEDBEREEKRL Tz, 74 VT AR IGEE 2L
R TR 7 = v DIRHPERERAS, (Ehh% B 2YVEMED IR L CEIN ) 7 ) 7 4 —ZAlE S 5 8
BYMOBIREAIRIC AN T2 61, [ 7 208WE] b £ 72, fESN O LI 72 B3R [F + % [
FADELI LT, TOMICAELZ Y 2 — VL TAEE 2 S RICEAHLTn2, F7< Y
. ORHHRAY LR O 52 53 R ITC D AR ZE T 35\ T ERIT 7 iE B & KI5 72 0 I I EA ]
RTHBLFESTDH, VA4V T LAbERFAKRDOTFEEZNS ZLICEY, V4774 =LK
CEALA® b b avm—F %, Gl B, HE . $hiE 52/ 500855 Th
7o, [FEHICRAA 7 [ROfE) o MR~NE 288 RICAIH L X5 LB 7, i~y v 713,
X L7 PRl e/ [REE] KT 274 )7 LAX0FNEGRIZRET 5%
F—7 L LT, R EEEHZHoTw LX),

* AFEIE, 2021 E 12 H4 H (b)) icA v I A4 v ChEINTUNT AV A0CEE 12 Afl&ics
FLOWEKR [0 — - "4 VT LR LB [77 7 2 D@PE] IR W7=ZH~DE
KNTEBLEZIT > d DTH 5, L 72 AWFED NI Y 72 > T, ISPS FHITE TP21K12947
D P Z T 72,

Notes
' 4 VT LREFR T2V DERKITDWT, Kramer 1$ “The Sculptural Drama: Tennessee
Williams’s Plastic Theatre” IZ T, “he [Williams] knew Hofmann from Provincetown, Massachusetts, in
the early 1940s when Hofmann ran a summer art school there and Williams vacationed there with his circle

of friends and lovers; they had many acquaintances in common” (par. 6) &b~ 3,
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27 20@WE] OMEFEEFRIC DWW T, Lester Beaurline DEfICEEL Wy,

3 AHZ20EYE] ICHE T 2 MEFEHI LILED XS Rt i ® N4 A —Tid,
Henry 1. Schvey 2353 % X 9 1T, 4 Streetcar Named Desire IZ % . Stanley DfgiL % £ T D F (X
XL X &, Blanche DffiiE 2RI HI & L THI kA L5 (106).

4 Bert Cardullo » %7z, E.E. Cummings Dij & OB# D5 7 — 7 D “death-in-life” % “life-
in-death” & Vo ZZRA[HTEY X 5 Z46HL T2 (88),

STABKEH S E 0TI, MG CHEOR BN OEYTH 72 E NI LTH
%5 L. BIrhCflEE S BREICAT < & W nRHRIc A 3 2 D Bl & v 5 AR T CTh - 72,
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