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ANNOTATION

The work is concerned with the two plays, writtgn American dramatist Tennessee
Williams, titled Cat on a Hot Tin RoadndA Streetcar Named DesirEspecially, there
are mentioned topics that were not entirely comifooithe given period.

After setting both the plays into the socio-cultucantext with the emphasis on the
postwar atmosphere in the United States of Ameainad the stand of society to the
topics that were regarded taboo, is the issue duntbffered to the above-mentioned
dramatic texts. There are analyzed the particalbod topics appearing in the plays in
more detail.

KEYWORDS

United States of America; post-Second World WargoerAmerican drama; taboo
topics; family; censorship

NAZEV

Tabuizovana témata v dile&wocka na rozpalené plechovéetea Tramvaj do stanice
Touhaod Tennesseeho Williamse

SOUHRN

Prace se zabyva &wa divadelnimi hrami, napsanymi americkym dramatike
Tennessee Williamsem, s nazpcka na rozpalené plechovéra$ea Tramvaj do
stanice touhaJsou zde i@devSim zmigna témata, jeZz nebyla zcela obvykla pro dané
obdobi.

Po zasazeni obowdhto her do spotensko-kulturniho kontextu suthzem na
poval&nou atmosféru ve Spojenych statech americkych gosioj spolénosti k
tématim, kterd byla v tehdejSi délpovaZzovana za tabuizovana, je tato problematika
dale odkazana do vysSe zmaiych dramatickych text Zde jsou podroliji rozebrana
jednotliva tabuizovana témata objevujici séchto divadelnich hrach.

KLi COVA SLOVA

Spojené staty americké; obdobi po druhgmxé valce; americké drama; tabuizovana
témata; rodina; cenzura
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Introduction

This bachelor paper deals with the two literary kgok Streetcar Named Desire
and theCat on a Hot Tin Roofvritten by American playwright Tennessee Williartis.
is well known that William’s plays contain topidgat were not so typical for dramatic
production of his time and the two above mentioplegs are no exception. Majority of
William’s production falls into the period afterettsecond World War, which was a
highly conservative period typical by its paran@idd homophobic atmosphere. Not
only does the author reflect the post-war atmospheihis plays but he also mentions
the topics that were considered taboo. When we talce account the conservative
nature of the postwar period, it is no surprisd tha taboo topics were many which
also influenced the theatre production because somies were not allowed to be
depicted openly.

The main aim of the paper is to work up the dedadlaalysis of the two plays
Streetcar Named Desirand theCat on a Hot Tin RooWith focus on the topics that
were not entirely common for the dramatic produttid the period and to emphasize
the influence of the socio-cultural atmospherehefpostwar period on these plays.

The paper consists of the theoretical and the ipedgtart. The former is further
divided into four main chapters dealing with theuation in the United States after the
Second World War.

The first chapter deals with the post-Second Wakdr period. The postwar
period in America became the age of repressiommna of conformity, insisting that
citizens adhere to intensely conservative valudse fopic of family after the war
became the main focus of concern as the new patfefamily emerged in twentieth
century. The importance of marriage increased aedgender roles of a wife and a
husband in family became strictly defined. The wastperiod was also significant for
the enforcement of strict rules of censorship. Tinest notable censorship effective
between 1930s and 1960s was the Motion Pictureuetimth Code. This Code tried to
protect morality of contemporary American citizeng regulating content of motion
pictures according to strict standards of Christreorality.

In the second chapter, some of the topics that wegarded taboo, such as
adultery, seduction, rape, nymphomania, homoseayualcoholism, murder, castration,

drug addiction, fetishism, even cannibalism are ednThere is also mentioned that the



person who first brought some of the topics to American stage was Tennessee
Williams himself. This chapter also reveals thantemmporary Americans blamed

women for men’s sexual transgressions as theyueeli¢hat women could lead men

down the path to communism. One of the ways how g&omere supposed to achieve
this goal was via seduction.

The third chapter deals with the topic of homosé®uarhe chapter is divided
into two subchapters. In these subchapters, tharyortant reports, that significantly
influenced lives of homosexuals in America, are tiogred. The first subchapter deals
with the document calleKinsey Report'The second subchapter is about the document
named the Employment of Homosexuals and Other Sex Pervert&anernment’
These two reports led in officially sponsored peusien of homosexuals and dismissals
of homosexuals from government. The source of tlesens stemmed from belief of
many contemporary Americans that homosexuality gp@sthreat to the nation because
homosexuals were regarded as weak men and easfopmmunists.

The fourth chapter deals with the topic of alcodmliwhere the changing point of
view on alcohol consumption is explained. In thstfsubchapter, the period of 1920s,
which is the era when the mixed drinks became @wpus mentioned. This era of
mixed drinks is important mainly because it suppdrthe campaign for Repeal of
Prohibition and removed male’s association to altodrinking. In the second
subchapter is mentioned how the Repeal of Probibithanged the point of view on
alcohol drinking and then there is also talked altloe medicalization of the problem of
alcoholism after the Repeal of Prohibition. Althbumoderate drinking was seen as
positive activity because it boosted sociabilitygcoolism itself was regarded as
unsocial.

In the practical part, the analysis of the two ®akStreetcar Named Desisnd
theCat on a Hot Tin Roaé provided. This part is divided into two chaptessere each
of the chapters is devoted to one of the plays. Jéreeral knowledge of the post-war
period provided in the theoretical part serveshasmeans of the analysis. Each of the
chapters is further divided into several subchapteach subchapter deals with one of

the topics that were considered taboo.



1. Post Second World War Period — Conservatism

First, it is appropriate to characterize the timeew the two booksA Streetcar
Named Desirand theCat on a Hot Tin Rogfvere written. Both of them were created
in the period after the Second World War. ChopratGa his bookHollywood Genres
and Post-War Americadescribes the cultural and social mood of the ogeras
“pessimistic, cynical, violent and paranoid” (Chajgant, 3). In 1950s, according to
Kolin, America was ruled by a staunchly consenatiRepublican President General
Dwight D. Eisenhower, American’s Big Daddy, and Viise-President, Richard Nixon.
Kolin terms America in the 1950s as “the age ofr@spion, a time of conformity,
insisting that citizens adhere to intensely corstare values.” (Kolin, xx) As the
consequence of Eisenhower’s conservative effontserica under his reign became
patriotic, heterosexual, and paranoid. (Kolin, &jopra-Gant further names the themes
that have been identified by critics as being fazaicerns of the late 1940s and early
1950s, such as the family, masculinity and Amerinational identity. (Chopra-Gant,
26)

1.1 Family
As the topic of family in America after the war lagte the main focus of concern,

it seems appropriate to devote at least one o$ubehapters of the work to this issue.
The theme of family is also relevant for the sudueg chapters. In this subchapter, the
new pattern of family that emerged in twentiethtaenand its origin is discussed. Then
the importance of marriage for contemporary Amerscis revealed.

While during the nineteenth century the typical eloof family was the Victorian
nuclear family which functioned as a peaceful hafrem the stresses of the public
sphere, in twentieth century a new model of farsiigrted to predominate. Historians
maintain that "the dominant pattern of family lifethe United States changed markedly
during the decades surrounding the turn of the tiwéncentury, and especially after the
1920s." (Rotskoff, 6) The new family ideal reaclischighest popularity in the postwar
era which was the period when "the memory of thel$taps of the Depression began
to fade" (Rotskoff, 7) and the poor economy causgdhe Second World War was
transformed into the thriving consumer economy. gkding to Rotskoff, the new

family system has been ushered in by the rise lmiraaucratic, corporate social order



based on mass production and consumption. Thederdaenabled Americans to
concentrate themselves, both emotionally and fiiledlgcon family life. The ascendant
domestic ideology revised traditional familial vatu The system redefined Americans’
expectations of family life and increased the fgtailmportance. The new institution of
family became a private place of personal expresaind emotional well-being. The
modern family was supposed to generate psychidlfuént and excitement for its
members. The new model not only retained elementiseoprevious Victorian nuclear
family, which functioned as refuge, but it alsowesl the family as a place where its
members could express and achieve their deepesir@ariongings. As Rotskoff points
out, "Americans heightened their psychic demandsdomestic life, idealizing the
nuclear family as a realm of profound emotionafifaient as well as a site of social
reproduction.” (Rotskoff, 7)

Rotskoff further describes that during the postparod marriage was regarded
as the bedrock of the prevailing white, middle-sJadomestic ideal and that to be
perceived as a normative family in the eyes ofdbminant culture required, first and
foremost, a marital union between a husband andfea ({Rotskoff, 12) In 1940 the
Census Bureau distinguished three family types aoéntuated the tendency that the
husband was supposed to be more dominant thanifets w

The first, called the normal family, had a maledé&aing with his wife (with or
without other household members or children). Alifio the other two types
recognized the existence of other male-headed isnidnd female-headed
households, respectively, this federal bureau etisteng currents in popular
culture that prescribed marriage between a dominaaie and a subordinate
female as the favored, normal arrangement. (Rotsk®yf

The trend of the superordinate husband is alseateftl in the belief of most theorists
who claimed, according to May, that women marrizdttong men, who assumed their
rightful economic and sexual dominance in the homeuld channel their sexual

energy into marriage. (May, 93) Marriage also repréed sort of verification of

maturity and responsibility, which were a typicars of heterosexuality, as May
describes in the excerpt:

According to the common wisdom of the time, “norima¢terosexual behavior
culminating in marriage represented “maturity” dmesponsibility”; therefore,
those who were “deviant” were, by definition, ipessible, immature, and weak.
(May, 91)



As the consequence of these attitudes prevailirigmerican society in postwar period,
those individuals who chose personal paths that rmid include marriage and
parenthood risked, in May’s words, “being perceigsgerverted, immoral, unpatriotic,
and pathological.” (May, 92)

Another important task of family was to serve am@del for children during the
process of acquiring their gender identity. Rotglexiplains the approach of the range
of experts, including educators, doctors, jourtslisnd psychiatrists, to sex roles in
1940s and 1950s. The experts argued that "gengeoate behavior was not
biologically determined; rather, it needed to bemed, just like a role in a high school
play." (Rotskoff, 75) Chopra-Gant calls the probédim the "conception of gender as a
performance” and he later points out that this eption radically challenged more
traditional, essentialist conceptions of masculidentity. (Chopra-Gant, 96) This
conception of masculinity as a performance of gen@hopra-Gant explains
accordingly:

This understanding of masculinity not as an intdxi essential identity
consequent on biological maleness, but as a camsaricomplicated assemblage
of exterior signifiers, such as clothing, and acegiibehaviours that position the
male body not as the source of masculine identity &s the site of its
performance [...] (Chopra-Gant, 96)

This excerpt revealed that masculinity was beliet@de acquired throughout life,

rather than biologically determined.

1.2 Morality and Censorship

The main aim of the subchapter is to describe tbealty of Americans at the
time. The reader is introduced to the censorshigctive in the period when the two
plays were written and there are also mentionedh measons why the regulation was
imposed.

One contemporary American citizen described th@ogeafter the War as "the
shutting down of open communication” as "the poat-veaction” (Chopra-Gant, 66).
This restriction of open communication naturallg i@ increased need of censorship.
1930s and 1960s is the time when the Motion PicRraguction Code was effective.
This Code was mainly used as a kind of censorshiints. The Production Code tried

to protect morality of contemporary American citiszeand demanded that “[c]orrect



standards of life, subject only to the requiremeritdrama and entertainment, shall be
presented”. (Prince, 293) According to the bdgkssical Film Violenceoy Stephen
Prince, the Motion Picture Production Code, aldedahe Hays Production Code, was
formulated in 1930. This Code forbade filmmakersstween morally objectionable
content, which was believed to lower the moral déads of viewers. Its aim was "to
censor popular culture according to strict stanslafdChristian morality" (Prince, 42)
by means of "[regulating] screen content in theilttesome areas of sex, religion and
crime”. (Prince, 37) The organization responsilide these matters was called the
Production Code Administration (PCAn Prince's opinion, the extreme amount of
violence displayed in present-day films has maeevers less sensitive to its depiction,
which causes that the violence of classical Hollgd/dilms seems almost invisible to
many of the viewers. As Prince further clarifiehi$ was not true for audiences in
earlier decades and, as a result, displays thaldvatiike a modern viewer as containing
minimal violence were often sufficient to provokagay backlashes from offended
viewers and extreme fright reactions in childreffince, 52). As PCA staff member,
and later the organization’s chief, Geoffrey Shcklpointed out, the Code's main aim
was not to protect the public from being harmed fitywmakers but the reverse.
Shurlock exactly stated: “I have never felt the Awwen public cannot take care of
itself. [. . .] | am protecting the industry froneibg harmed by outraged viewers.”
(Prince, 38) As the result, the PCA, forced byuhsatisfied viewers, had to take action
against the inappropriate content, so that brytalitovertly sexual actions started to be
handled through suggestion rather than be showtcdkpor in detail. The PCA
pronounced: "Whenever scenes of this nature aieatsdl, we urge that they be done
largely by suggestion, and not in any detail whitlght prove offensive.” (165, Prince)
Savran states that this was the very ProductioneCtat finally “banned all
representations of homosexuality in films” in 193&avran, 85) The fact that
contemporary Americans were so intolerant aboutigeand religious matters caused
that there were many taboos at that time whichitedecessity to set up the self-
censorship not only in the motion pictures but atsother spheres such as theatres and
the press. Prince also mentions that "[a]fter ttee @ progressively harder violence
began to appear on American screens” (Prince, dtdihe partially attributes this trend

to the effects of the war. In his opinion, the exgan of the screen violence weakened



the influence of the PCA, so that in 1950s the Rio&ver was in decline. Finally, in
1960s the Production Code completely lost its ¢ffeness because American society
had grown more liberal and tolerant about sexudlratigious matters.

This chapter revealed that the main role of cestgprafter the Second World War
was to censor the morally unacceptable themeglisfiof sex, religion and crime in the
film industry. The reason why the censorship wasesgary was because Americans in
the period were strongly religious, moral and maensitive to depictions of

inappropriate themes than the present day citizens.

2. Adultery, Seduction, Rape, Nymphomania

The goal of the chapter is to name and characténzeopics that were regarded
taboo in the period after the Second World War.

In the bookGay Men in Modern Southern Literatutdepravities” that Tennessee
Williams first brought to the American stage arened. These depravities are murder,
rape, castration, drug addiction, homosexualitgplablism, fetishism, nymphomania,
even cannibalism. (Poteet, 15) Prince further diassadultery as another 1950s taboo
subject. (Prince, 144). The historian Elaine Ty in her bookHomeward Bound
writes about non-marital sex where the topic ofl@dy is included. There she mentions
that "[nJonmarital sexual behavior in all its forrnecame a national obsession after the
war." (May, 91) It is no surprise that such behawi@as condemned because, as has
already been mentioned, the institution of famitgmlathe war played a very important
part in lives of Americans so anything that disadpthis family ideal was regarded
unacceptable. May also describes that, in conteanpduelief, to achieve strong family
“required sexual restraint outside marriage” (M&p). The previously mentioned
Production Code also highlights the necessity dfolging the family ideal by stating
that "[t]he sanctity of the institution of marriagad the home shall be upheld.” (Prince,
294) Although the topic of adultery was regardedad®o at the time, the Production
Code did not ban dealing the topic in films comglet As Production Code later
clarifies, it was only forbidden to treat the themelicitly in case that the topic was
necessary to incorporate into the plot. Howevease the adultery was mentioned in
the storyline, it was not allowed to be "justifient,presented attractively". (Prince, 294)



Another inappropriate topic that May writes abositthe topic of Seduction.
According to Elaine Tyler May, “women were blamexd fmen’s sexual transgressions
that could lead them down the path to communigiay, 93) One of the ways how
women could mislead men was via seduction. Espedlabdse so called deviants who
were considered as “irresponsible, immature, andkivéMay, 91) were regarded as
easy targets for the temptresses working for thensonists which posed a serious
security risk to the natiorAccording to the Production Code, themes like sedar
rape were not supposed to "be more than suggemtedonly when essential for the
plot, and even then never shown by explicit meth@@fince, 294) It was also essential
that so serious topics were never considered gseprsubject for comedies. (Prince,
294)

3. Homosexuality

The next inappropriate topic is sex perversionhdligh the term pervert included
a wide range of individuals, "from adults who enggdgin same-sex consensual
relationships to violent criminals who raped andraewed children” (May, 91), the
main concern of the chapter is the topic of homoabty.

The chapter is divided into two subchapters. In tilve subchapters, the two
important reports that significantly influenced dss of homosexuals in America are
mentioned. In the first subchapter dealing with tKénsey Report’one important
organization called Bachelors Anonymous, that wased for homosexuals, is
mentioned and the contemporary point of view on teemuality is described. In the
second subchapter concerned with document calkedetimployment of Homosexuals
and Other Sex Perverts in Governmaatalso provided the insight into the practices of
the Broadway theatre and its attitude to depictireytopic of homosexuality and also

the usual form of handling the homosexual charastezvealed.



3.1 Kinsey Reports

According to the booksentlemen Callerson 3 January 1948exual Behavior in
the Human Malglater called th&insey Reportwas first published. This study "[b]ased
on over 10,000 face-to-face interviews with Amemicaen and women' (Paller, 50)
was written by Alfred KinseyKinsey in his study discovered that "male homoskxua
experiences were far more common than had beerghitio@ Paller, 50). Paller
mentions the most influential findings of the rasbaconcerning homosexuality as
follows:

Fifty percent of men interviewed reported they had, at one time or another, an
erotic response to another male. Thirty-seven persaid they had had at least
one post-adolescent homosexual encounter thattedsuh an orgasm; four

percent said they had been exclusively homosexuwalghout adulthood, while

one in eight said that attraction to their own peadominated in their sex lives for
a period of a least three yearsPdller, 50)

Kinsey's findings proved homosexuality was nota&® rand not only gay men but also
many heterosexuals homosexually experimented. Alaogto Paller, Kinsey wrote that
homosexuality occurs in all age groups, in all sbdayers and in all kinds of
occupations or places and he summed up the findinglse idea that there was nothing
least abnormal about homosexualifyPdller, 65)

"Despite— and in some sense, because of— the KiRegwprt, social conditions
for gays and lesbians in the late 1940s and e@%p4 got worse rather than bettef." (
Paller, 53) For most homosexuals the conclusioin$ey's statistics was good news,
because as it has already been mentioned, see atd was taboo and none didn’'t ask
or talk about sexual matters, so very often homaalsx felt ashamed for their
orientation because they thought they were strangeexceptional. The report revealed
that “[t]here were many more [homosexuals] tharaeyhad ever suspected"Raller,
51). According to Paller, Kinseyhad written that "in a more tolerant society,
homosexual activity would be even more prevaleahthis shocking report suggested"
(* Paller, 53). As a consequence of this statememtiiadings of the study the Report
started an even greater wave of homophobia. Aacgrdd May, the antipathy to
homosexuals stemmed mainly from the belief of meogtemporary Americans that
homosexuality posed a threat to the nation. Th@ntanviction was that "the Russians
could destroy the United States not only by atomaitack but through internal
subversion." (May, 91) Many government officialsray with influential individuals in



fields of industry, medicine, science and psychypldiglieved wholeheartedly that
"there was a direct connection between communisthsarxual depravity." (May, 91)
The main idea was that "sexual excesses or deggnerauld make individuals easy
prey for communist tactics". This notion is visiile words of Guy Gabrielson, the
Republican Party national chairman, who claimed #axual perverts have infiltrated
Government. In Gabrielson’s opinion, homosexualsewegerhaps as dangerous as the
actual Communists. (May, 91) The Americans werevicwed that "national strength
depended upon the ability of strong, manly mertaod up against communist threats".
(May, 91)

Paller also mentions one organization that staidelle formed in August 1948,
eight months following the premiere &f Streetcar Named Desir@he organization,
called Bachelors Anonymous, was aimed for homodexalad the author Harry Hay
patterned the organization in significant ways raficoholics Anonymous.*(Paller,
51) Even the founder who himself was gay, "largeigwed homosexuality as a
handicap to be overcome™ Paller, 52) The Bachelors Anonymous should hawnbe
"a haven for people who struggled with an illnessforce more powerful than its
victims, whose first task was to admit they weravedess before it"!( Paller, 52).
Hay’s prospectus for Bachelors Anonymous, accortbrigaller, stated:

We, the Androgynes of the world, have formed tkesponsible corporate body to
demonstrate by our efforts that our physiologicadl gsychological handicaps
need be no deterrent in integrating 10% of the ak®rpopulation towards the
constructive social progress of mankind....

We aim to aid in the dispelling of this myth [tlgtys are degenerates because
of their physiological and psychological deviatipbg attempting to regulate the
social conduct of our minority in such matters fas, example, exhibitionism,
indiscriminate profligacy, violations of public d=wy; we aim to explore and
promote a socially healthy approach to the ethiehles of a constructed pairing
between Androgynes; we aim to tackle the questigrafligacy and Satyriasis as
emotional diseases to be treated clinicafiyedller, 52)

This excerpt serves as the evidence of the fa¢thbmosexuality was perceived as

handicap and illness. In 1950 Hay founded the Mhttee Society, that was "the first
nationwide society of gay men® Raller, 51), the successor of Bachelors Anonymous

10



3.2 Employment of Homosexuals and Other Sex PeryéntGovernment

As the consequence of the persuasion that homdggxpases a threat to the
nation, the second important report, called Emeployment of Homosexuals and Other
Sex Perverts in Governmentas issued on 15 December 1950. In the Introdudso
mentioned that "sex perverts, like all other pessaho by their overt acts violate moral
codes and laws and the accepted standards of donulust be treated as transgressors".
(* Paller, 55) Homosexuals were also believed to leaéglly unsuitable™ Paller, 56)
for employment by the federal government becauseir thlack of emotional
stability...and the weakness of their moral fibér"Paller, 56) made them serious
security risks. Homosexuals were regarded as esdfjeculnerable to the interrogation
skills of foreign agents because they “seldom retostalk about themselves™ Raller,
56) The document should ensure that "the nationheasy kept secure from the threat
of homosexuals at work anywhere in the federal gowent, from its lowest ranks to its
highest offices". {Paller, 57) The report, according to Paller, warttedt homosexuals
were so dangerous, that a single homosexual enwlaiythe federal government could
undermine and destroy a government office. Exah#yreport stated:

These perverts will frequently attempt to enticenmal individuals to engage in
perverted practices. This is particularly true ihetcase of young and
impressionable people.... One homosexual can poluGovernment office. (
Paller, 56)

The report finally came to the conclusion that “lus®xuals and other sex perverts are
not proper persons to be employed in GovernmehP4ller, 56) After the Report was
issued, dismissals of civilian homosexual employeethe federal executive branch,
which had numbered about five per month betweerr Bl April 1950, shot up to 60.
(* Paller, 54) It was also believed that since theegtigation was initiated “all known
perverts in the legislative agencies have eithenb@moved or the cases are being
given active consideration(* Paller, 56)

In Paller's words, one of the institutions thatoalglayed its part in the
demonization of homosexuals was the Broadway tbeakithough, as he further
describes, the producers of the plays that featioatosexual characters did not set out
to demonize anybody because many of their bestdsieactually were homosexuals.
The plays that had dealt with homosexuality waneRallers words, forced to approach

the subject either homophobically, as a false atirs or both { Paller, 88) so the
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producers had to choose the plays according topléneailing notions that homosexuals
were dangerous and that to be unfairly accusedonfasexuality was a disaster that
could have deadly results® Paller, 58)As Paller further describes, the first gay men
were depicted on Broadway in 1950s. The first glagtaining the gay protagonists,
called Season in the Sunvas written by the drama critic Wolcott Gibbs.isIplay
opened in late September 1950 and the two gay hatrappeared there were variously
described by critics as “two men who should havenbeomen” { Paller, 58) However,
the first Broadway play of the 1950s that depidednosexuality as a problem was a
1951 revival of The Green Bay Tredy Mordaunt Shairp.!(Paller, 58) Though
homosexuality is never explicitly mentioned or sihow the play, the message is
transparent, according to Paller: "[hJomosexualgy an evil, and a dangerously
communicable one"! Paller, 59)

Paller also mentions that the only dramatist wisieatd creating an openly gay
character "[a]t the height of a period unprecedé&nte its fear, paranoia, and
homophobia" was Tennessee William'sPéaller, 49) The gay character appeared in the
play Camino RealWwhich was presented as a commercial productioBraadway in
1953. ¢ Paller, 52) Paller further writes about the event:

[O]nly Tennessee Williams, among all his contempes presented on a
Broadway stage the image of an unashamed, denmceatil unvarnished gay
man, expert in the sorts of sexual habits that seemake recent critics (even the
gay ones) as uncomfortable, even as homophobenyy4950s cop, politician, or
commentator.(Paller, 49)

But, In Savran’s words, even Williams himself wagaee of the fact that he could not
stage homosexuality directly or candidly during i82l0s and 1950s, because he knew
that "there would be no producer for it" given themophobic program of the
Broadway theater of that period. (Savran, 83)

Although to create the openly gay character wasequinusual in 1950s, there
were still some cases in which even such an unéadoieptopic was still acceptable.
Poteet in his booksay Men in Modern Southern Literatupestifies presence of such a
topic in literature by stating that "[tlhe readipgblic at large could marginally accept
gay characters in literature as long as the chensaetere willing ultimately to punish
themselves for their sexual transgressions.” (Po2€@ Poteet adds that the usual form
of gay self-punishment was committing suicide. Tkisd of dealing with the gay

character, according to Poteet, served two purposes
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First, it supplied a severe and graphic reminddretierosexual readers of the cost
of aberrant sexual behavior, reinforcing existimmiophobic beliefs and myths.
Second, and perhaps more important, it attemptedetoy gay readers any
pleasure in a homosexual representation. (Pot@gt, 2

The next notion was that while homosexuals "tenedongregate in common
nightspots, restaurants, and other gathering plaggsts of hostile governments could
easily recruit and organize them into espionaggstin¢ Paller, 56) As the consequence
of the presumption, the information on local gaitgmplaces of gay men and women
were collected and the Gay bars started to be ér@furaided. According to Paller,
these measures finally led so far that some popléres no longer allowed men to
stand at the bar if they were unescorted by worttepaller, 62) For better visualization
of the events, Paller provides figures of the pe@ffected by the raids:

In Washington, D.C., arrests soon exceeded 1,098aa and in Philadelphia,

they averaged 100 per month. New Orleans, Miamimptas, Seattle, Dallas,

and Wichita were among the cities where gay menvamghen became routine

victims of police violence and harassment. By thddhe of the decade, according
to a survey of homosexuals done by Kinsey’s Injtd0 percent of respondents
had experienced run-ins with the policePaller, 55)

Because Americans generally "considered homosesmiéls criminals”, (Paller, 25) it
IS no surprise that gay men and women used to beesactims of police violence and
harassment in such a measure.

May states that many postwar experts consideradyfatability to be an antidote
to the above mentioned dangers connected to homaligxas they believed that:

Men in sexually fulfilling marriages would not benipted by the degenerate
seductions of the outside world that came from pgraphy, prostitution, “loose

women,” or homosexuals. They would be able to stamdo the communists.

They would be able to prevent the destruction efriation’s moral fiber and its

inevitable result: communist takeover from insideweell as outside the country.
(May, 94)

The fact that family served as the antidote to damgers leading to communism
highlights the importance of functional family faselfare of the whole American post-

war society.
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4. Alcoholism

The aim of the chapter is to explain the changimgtpof view on alcohol
consumption. In the first subchapter, the periodl®20s, which is the era when the
mixed drinks became popular, is mentioned. This adranixed drinks is important
mainly because it supported the campaign for RepédProhibition and removed
male’s association to alcohol drinking. In the seceubchapter is mentioned how the
Repeal of Prohibition changed the point of view aloohol drinking. There is also
talked about the medicalization of the problem tfoholism after the Repeal of
Prohibition. In the third subchapter is describew lthe alcoholism disrupted the family

ideal.

4.1 Cocktail Culture — Removal of Liquor's Assodiat to Males

As Rotskoff mentions, even in the era of Prohiloitiabstinence was not the only
model of alcohol consumption, "the restrained camstion of alcohol in private and
semiprivate settings was often acceptable” (Rofsk&¥), eventhough drinking was
commonly viewed as a masculine activity. HoweventsRoff states that during the era
of Prohibition, men were not the only consumerslobhol, because "large numbers of
respectable American women did drink, often witloramous frequency" (Rotskoff,
37) Although the total consumption of alcohol desed during Prohibition, for persons
with access to stockpiled or bootlegged liquor kirig continued but only removed
from bar into home. The home in the 1920s becameliice where a new American
institution, the cocktail party, was set. The reasdy the cocktails became popular in
the era of Prohibition was that the quality ofallialcohol was very poor, so it was
better to mix, because mixed drinks “helped disguihe fact that the scotch one was
drinking had been aged for hours instead of yégRdtskoff, 38) This kind of softened
liquor removed hard liquor's unfavorable assocratm males, so women could afford
to drink cocktails without worries about their régtions. In Rotskoff's opinion, as the
era of cocktails domesticated drink, liquor wasnmmore seen as a symbol of women’s
vulnerability as a sex, as it was during the niestle and early twentieth centuries. He
clarifies that the increasing numbers of drinkingmen undermined the gendered
assumptions of wet and dry opponents that hadtsted public debates on alcohol.

The image of a fashionable lady drinking with me&gfantly contradicted reformers’
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depictions of a dry American womanhood victimizeg drvink. The female drinkers
disproved the temperance belief that liquor wasiehtly dangerous. (Rotskoff, 39)
The growing numbers of middle and upper-class woméro accepted moderate
drinking also helped fuel the campaign for Repeal.

Rotskoff points out that although the cocktail ot managed to remove the
association of men to hard liquor, over the cowfs®nited States history Americans
have still perceived excessive drinking primariyaamasculine indulgence:

One continuity from the turn of the century throutite 1950s rested in the
perception that most heavy drinkers, and hence alosholics, were men. This

assumption influenced the alcoholism paradigm en1840s and 1950s, when the
term *“alcoholic” usually meant “male alcoholi¢.’Sex-ratio statistics varied

slightly, but most authorities agreed that womemgonsed approximately one-

sixth of all alcoholics. (Rotskoff, 4)

This extract revealed that in 1940s and 1950seime alcoholic usually reffered to male
alcoholic and women alcoholics were believed toateeonly the minority of all

alcoholics.

4.2 Repeal of Prohibition - Shift in Cultural Valug

In Rotskoff’s words “Repeal marked a turning pamnut.S. history [...] because it
symbolized a major shift in cultural values and debr.” (Rotskoff, 36) As Rotskoff
mentions, after 1933 alcohol manufacturers camgaigio persuade the public that
drinking took place in respectable places and Wanen as well as men could drink
with no risk to their reputation. By the late 1946e manufacturers had succeeded in
normalizing of drink as a respectable form of caonption. (Rotskoff, 37) As the
evidence of the normalization serves the fact gt 1934 [...] per capita consumption
of wine, beer, and spirits was almost one gallgnl®46 it had doubled to slightly more
than two gallons.” (Rotskoff, 62) Whereas Prohdriists regarded complete abstinence
as standard, repeal advocates accepted alcohalroptisn in moderate form as safe, or
to be more precise “did not consider alcohol dange in and of itself— or at least not
dangerous enough to warrant federal prohibitigiRdtskoff, 40)

Rotskoff later talks about two related models afolbl consumption, the first
model called social drinking and the second modaled alcoholism. Rotskoff
describes that while normal drinking was believedacilitated sociability, pathological
drinking was regarded as antisocial. Eventhougtghallism was generally perceived as
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a serious disease, it was generally believed Heaillhess afflicted only the minority of
drinkers because the “social drinking did not neadl/ lead to alcoholic drinking”
(Rotskoff, 63) Rotskoff also points out that “[a§ecial drinking gained acceptance,
fewer citizens viewed alcohol as inherently threatg to all drinkers.” (Rotskoff, 40)
Rotskoff clarifies that while prohibitionists depad excess to justify abstinence as a
standard, the supporters of repeal relied on thiemof excessive or problem drinkers
to legitimate the concept of social drinking. Irder to portray moderate drinking of
majority as normal, "antiprohibitionists needed evidnt standard against which to
measure that normality". (Rotskoff, 63) These nedjcaccording to Rotskoff, reflect a
new set of parameters within which most Americargjardless of their particular
attitudes toward drinking, were beginning to untierd alcohol consumption and its
consequent problems. (Rotskoff, 64)

As Rotskoff explains, soon after the repeal of ition, the public discourse on
excessive drinking was no longer structured as avessus-dry debate over legal
proscription but the debate was moved between @liaaf reformers and various
social groups created by scientific, medical, aalf-gedentialed authorities. As the
result, the subject of alcoholism was moved outhef realm of morals into the more
appropriate sphere of medicine. The new approacmabriety stemmed from the
concerns of doctors, psychiatrists, social workensd lay therapists. The experts
replaced the typical view of overindulgence as @ with a modern, therapeutic
conception of excessive drinking as a sickness athgbogy. (Rotskoff, 2) To cite
Rotskoff:

Between the 1930s and 1960s, however, a new camseim®k shape as
“traditional moralistic interpretations . . . weadandoned in favor of a ‘scientific’
or medical view according to which the chronic deamd is [treated as] the victim
of a physiological or psychological aberrationRdtskoff, 2)

According to Rotskoff, during the mid-twentieth tary, experts increasingly defined
alcoholism as a medical and psychological probldvat rendered certain people
subjects for scientific scrutiny, diagnosis, anerépy. Alcoholism no longer constituted
a moral problem, instead a drunkard started to dsn @as a sick man, a matter of
scientific concern. As the source of addictiontsthito be regarded the body and mind
of the drunkard, not alcohol as such. It also measttift in the types of institutions and

individuals who aimed to solve alcohol-related peofis. "[T]he new authorities were
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physicians, psychiatrists, social workers, andtheyapists— medical and mental health
experts who brought new concerns and therapewuimigues"”. (Rotskoff, 65) Rotskoff
also mentions that this medicalized view of chraienkenness later led in forming an
“alcoholism movement,” these authorities aimed teeat people with drinking
problems and to heighten public awareness abobteodrinking. (Rotskoff, 2)

In drawing the line between moderation and alc@nolisome medical experts, in
Rotskoff’s words, emphasized the lonely descerthefalcoholic who drank his way
down the ladder in the social scheme of things:

According to experts of various stripes, excessireking prevented meaningful
social interaction with others; indeed, the tengetocdrink alone was a telling
sign that drinking had progressed to the alcohstage. Jellinek expressed this
view as follows: “A drinking behavior which hasveys and everywhere been
regarded as the gravest form of inebriety is ‘aojitdrinking’ . . . [which] proves
that the drinker is using the beverage for a puedos which it is culturally not
intended. . . . Sooner or later nearly every alioHmecomes a solitary drinker.”
[...] “Whether they are drinking with a friend, thi 100 acquaintances, or alone,
makes no difference,” Bacon wrote. “There is rowigl purpose here; there is the
complete opposite— individual in purpose, asocamimotive and antisocial in
result.” (Rotskoff, 73-74)

The except shows that while moderate drinking wegarded as positive activity
because it served as means of social interactiergxcessive drinking was perceived as
something negative. Later Rotskoff also revealsapi@ions of some medical experts
on the personality of alcoholic:

E. M. Jellinek and Howard Haggard asserted thaethe&s no single “inebriate
personality” but, rather, a variety of traits repented by habitual drinker8.Yet
certain features appeared to be common among dicehbirst, alcoholic men
were loners, incapable of forging sound friendshgugscommunity ties. [...]
Psychiatrist Edward Strecker claimed that “at te@sety percent of all abnormal
drinkers are predominantly of the introverted typ¥ale sociologist Selden
Bacon sketched a portrait of the alcoholic as amsocial dreamer,” a far cry
from someone who used liquor felicitously as aadabricant. (Rotskoff, 73)

This quotation revealed that majority of alcoholiess regarded as loners and
introverts. It is also important to point out thhée term “alcoholism” was quite a new
term. Rotskoff mentions that by 1915 a few Amerigaychiatrists had used the term
“alcoholism,” but it did not appear in lay pubfations until the 1930s. Finally, the

word “alcoholic” first appeared in th&lew York Times September 1943. (Rotskoff,

70)
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4.3 Family and Alcohol

As Rotskoff describes, the dominant ideal of theteylmiddle-class, suburban,
nuclear family was based on strictly divided gendeles where “a husband was
supposed to provide for his wife and children tiglohis status as breadwinner while a
wife worked primarily as a homemaker, consumer, fanaily caretaker”. (Rotskoff, 7)
However, according to Rotskoff, many individuals owvltried to conform to the
dominant ideals failed to meet the standards wiltighised that an undercurrent of
anxiety and unhappiness ran through domestic eulidhich caused that the family in
1950s was fraught with problems. One of the obstaiti achieving the idealized model
of family was alcohol because alcohol so often ifigph the family’s failure to meet
cultural standards of nurturance which was theraéfinction of the modern American
family. (Rotskoff, 8).

5. A Streetcar Named Desire

However, Poteet states thatStreetcar Named Desiiie considered by many to
be one of the greatest works of American dramae@ptl7), Kolin mentions that
censorship hounded the play both on stage andhin (iKolin, 69) Kolin later adds that
problems that the play raised, such as homoseyuatiti Blanche's sexual behavior
were in Tischler "far beyond the boundaries of ptaaility in the 1940s". (Kollin, 69)

As has already been mentioned, the importancenoifyfaafter the war increased
significantly. In the play, the normative family ispresented by the married couple of
Stella and Stanley Kowalski, where Stella represahe role of homemaker and
Stanley's role is the role of breadwinner. Stamdee typical example of economically
and sexually dominant husband. Because Stella isedao a strong man, her sexual
energy is channeled into marriage in a healthy wawy. contrary, Blanche, whose
husband is dead, is not enabled to channel heakerargy into marriage which causes
her deviation.

Kolin states that in Sievers's view, Stella is '®althy housewife adjusted to
reality, expecting a child, and serenely happyithWinconscious jealousy, Blanche
tries to split them apart”. (Kolin, 61) After Blame arrives, this family ideal starts to be
disrupted by her negative influence as Blancheadrayed by some critics as "an
intruder infecting and destroying the health anditgaof Stanley's home." (Kolin, 57)
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Kleb maintains that it is by removing the insanehealthy Blanche to the madhouse
that Stanley and Stella protect their home and renge re-establishment of society.
(Kolin, 58)

The following subchapters deal with the taboo temiontained in the play, such
as seduction, rape, homosexuality, alcoholism adtery.

5.1 Seduction and Rape

As has already been mentioned in the theoreticd) p@men were blamed for
seducing men to evil and communism. Under thesdittons Blanche’s playing with
men might be perceived by general public in a veegative way. The topic of
seduction appears in the play more times buttihheésmost significant in the scene five
where is described how Blanche tries to seduceuag/anan who collects money for
the paper called The Evening Star. First, shekmgpabout the name of the paper, then
she offers him a drink and after he refuses, she hen she has no money to pay the
paper. He answers that it is no problem that hedrap by later, so she asks him
whether he could light her a cigarette, but whestiit does not work she asks what the
time is and afterwards talks how rainy day it isl @gain asks the boy whether he did
not get wet in the rain and then she complimentsthiat he looks like a young Prince.
Finally, she kisses him and lets him leave. (Witi&a 93-95)

Another Blanche’s attempt to seduce is depictet@éme two where she is flirting
with Stanley during their conversation about thsslof the plantation. §he sprays
herself with her atomizer; then playfully sprayshwith it. He seizes the atomizer and
slams it down on the dresser. She throws back éad land laugh¥. (* Williams, 42-
43) It seems that Stanley himself notices this Etans attempt and he points out: “If |
didn"t know that you was my wife’s sister I'd géeas about you.™ (Williams, 43)
When Blanche in the same scene further talks wigtie§ Blanche herself admits that
she flirted with Stanley: “I called him a little pand laughed and flirted. Yes, | was
flirting with your husband!” { Williams, 47) Contemporary people could attribtkies
Stanley’s resistance against Blanche’s seducihgststrength as he was a manly man
that lived in sexually fulfilling marriage.

With the topic of seduction can also be conneckedtopic of rape. The act of

rape itself might be considered by contemporary Acaes as a kind of punishment for
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Blanche’s inappropriate behaviour. At the end @hscnine is intimated Mitch's rape
attempt on Blanche and at the end of scene teassrithed the match between Stanley
and Blanche where Blanche is trying to defend hiefregn rape but unsuccessfully:

[He springs toward her, overturning the table. Shescout and strikes at him
with the bottle top but he catches her wr[st] She moans. The bottle-top falls.
She sinks to her knees. He picks up her inertdigund carries her to the bed. The
hot trumpet and drums from the Four Deuces soundlyd (* Williams, 151)

By Kaolin, Tischler claims, that "Blanche may be iagkStanley to rape her [to] expiate
her sins against Allan [...] turn[ing] sexual viote into a ritual act. Williams knew that
combining sex and religion was anathema to Amereagiences” (Kolin, 69) In this
way, Blanche is reversed from the victim of sexasdault to the person who requests

for it.

5.2 Homosexuality

The chapter deals with the topic of homosexualitye topic of homosexuality
appears in the play although it was far beyond kibendaries of acceptability. The
chapter also specifies the technique of dealingh Mite topic so that it was still
acceptable and names the main protagonists corntefitiethe topic.

Although no unambiguously homosexual character aspe the play, at least not
on stage, the whole storyline is intertwined by lbeexuality. The theme of
homosexuality is reconstructed via memories ofrttaén female protagonists Blanche
and Stella. This technique of revealing the inappete theme via memories of
protagonists appearing on stage Poteet calls ‘hleatér of memory”. (Poteet, 19)
According to Poteet, it is Blanche that especifllyctions as "the source of the theater
of memory". (Poteet, 19) In the bodkay Men in Modern Southern Literatyurthe
reason for using the technique of recreating theaparacter from memory is clarified
accordingly:

As Dean Shackelford points out when contextualixiiliams with the historical

period of his greatest success, the late 1940sughrdhe early 1960s "no
American writer who wished to establish a reputatiath a widespread audience
could come out in public without facing censureswen rejection as an artist’..”
If Williams had written his gay characters actuatlyappear on stage, he would
have, in essence, "come out," especially if theyewepresented in any type of
positive or normal manner. Therefore, Willams ded a method, either
consciously or unconsciously, of incorporating gzaharacters into his major
works of the period; he has on stage charactemnsétict the absent gay men
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from memory, and they become intrinsically impotteonthe dramatic action of
the plays. (Poteet, 16)

In Poteet’s words this technique also enables sm@®es concerning homosexuality to
be "ritualistically repeated and reinforced”. (Raifel9) Throughout the play, the
audience is supplied with "theatrical markers gnal when the theater of memory is
about to begin" (Poteet, 19). The chief markers'epasistent images and sounds from
the past” (Poteet, 19). The first of the markers, tunes of polka music, comes in the
scene one when Stanley asks Blanche about heragarriYou were married once,
weren't you? The music of the polka rises up, faint in the disgd" (* Williams, 31)
According to Poteet, This music, later identified the Varsouviana polka, will
introduce and accompany Blanche's memory of Allaagic dead throughout the play.
In Thompson’s words, the Varsouviana polka funation the play also as an aural
symbol of Blanches guilt of her husband's deatbtgét, 19)

Blanche gradually reveals the memories of the ydomg she married and who
later died. We learn that the boy's name was ABaay and she fell in love with him
when she was sixteen. In the scene six, Blancke &ddout her dead husband. Blanche
in her monologue mentions that "[tlhere was sommethdifferent about the boy, a
nervousness, a softness and tenderness which \es@itman's, although he wasn't the
least bit effeminate lookinrgstill—that thing was there....* Williams, 108) According
to Paller, the adjectives that Williams uses tocdbs Allan in this excerpt have been
criticized for enforcing a stereotype of a gay nfaaller further clarifies that this way of
indication of presence of a gay man was as diepbasible at the time, by stating:

But given the mores of 1948, which applied to Bwag producers perhaps even
more than they did to the general public, suchestypes were necessary
shortcuts to create an image Williams could nottestdirectly. Blanche
characterizes Allan in terms as explicit as theyld®e in 1948[.]{ Paller, 147)

Unfortunately, after Blanche married Allan she ided that the boy was homosexual.
She caught him in the sex act with a man, the situ@he describes accordingly:

Then | found out. In the worst of all possible waBy coming suddenly into a
room that | thought was emptywhich wasn't empty, but had two people in it ...
the boy | had married and an older man who had béefriend for years ..} (
Williams, 109)

As the consequence of the event, Allan commitsideiibecause Blanche says him on
the dance floor of Moon Lake Casino he disgusts Reteet further describes that

Blanche DuBois’s constant anguish over her gay dngls death and her role in it
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speak to a common tradition in twentieth-century edican literature. (Poteet, 20)
According to Poteet, Leonard Berkman claims tha@nBhe’s most fundamental regret
is not that she happened to marry a homosexuahdrutoncern is more directly that,
when made aware of her husband's homosexualityhrshgght on the boy's suicide by
her unqualified expression of disgust. (Poteet, 20)

Poteet also clarifies that the death of homoserspkcially in form of suicide
appeared very often in literary works till 1960s:

Until the advent of the gay rights movement in ldte 1960s, there existed a type
of tacit literary approval of depictions of fictiah gay characters, with one
important caveat: The character must die by thecdrile text, preferably by his

or her own hand. (Poteet, 20)

As the result of the tradition, Allan Grey, althduigeing a major figure in the play, is
not only offstage but also dead.

As was already mentioned, Blanche is not the ohlgracter to reconstruct the
dead Allan from memory. Stella also remembers tam@&he's gay husband, although in
a very different way. Poteet states that while Blen"tries to separate homosexuality
("that thing") from Allan in her memory theaterefa names it and attaches it firmly by
referring to him as a degenerate". (Poteet, 3B5ckne seven, shortly after Blanche has
told the story of her marriage to Mitch and Stantegs discovered the details of
Blanche’s promiscuous past, Stella tells StanleytBlanche's dead gay husband:

But when she was young, very young, she marriedyanho wrote poetry.... He
was extremely good-looking. | think Blanche diduo%t love him but worshipped
the ground he walked on! Adored him and thought himost too fine to be
human! But then she found eut[...] This beautiful and talented young man was
a degenerate! Williams, 117)

According to Poteet, this excerpt is richly inteérted by Williams” linguistic signals for
gay presence: "a boy who wrote poetry", "extremgdpd-looking", "beautiful and
talented". (Poteet, 31)

In Poteet’s words, Allan and Stanley representtwte contrasting "models of
male sexuality". While homosexual Allan must beidigal as "effete, degeneratand
dead", heterosexual Stanley is epitomized as "bhwgger masculine-and cruel”. This
contrasting masculine model of Stanley and his olase friends enables the author to
revive the Blanche's memory of her dead gay hushbaadighout the play. (Poteet, 33)
Poteet states that, "Williams juxtaposes Blanchexsall of the gay sex scene with her
viewing of the hypermasculine and homosocial irdgoa of Stanley and his macho
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poker-playing friends.” (18, Poteet) He later suppthis statement by the fact that both
scenes, Allan's sex act and its consequences ante$s poker games, occur twice in
the play. (Poteet, 18)

The next person who might be considered by conteanpocitizens as
degenerate is Harold Mitchell who is both unmaraed immature; what is more, he is
apparently very dependent on his overprotectiveherofor example, in the scene three
Mitch says to his friends during their poker sesstbat he should go home soon
because of his ill mother:

[MITCH: ... | oughta go home pretty soon.

STANLEY: Shut up.

MITCH: | gotta sick mother. She don’t go to sleegild come in at night.
STANLEY: Then why don’t you stay home with her?

MITCH: She says to go out, so | go, but | don’tognit. All the while | keep
wondering how she is.}\illiams, 49)

In the excerpt Mitch seems quite immature whentitidiges with his mother and does

what she tells him.

5.3 Alcoholism
The next taboo topic that appears in the play c®halism. Throughout the

storyline is gradually revealed Blanche’s weakrfessalcohol. The first scene with
alcohol appears in the act one where Blanche isingain her sister's home till her
sister comes from the bowling alley. The situai®described as follows:

After a while the blind look goes out of her eyad gahe begins to look slowly
around. [...] Suddenly she notices something irak dpened closet. She springs
up and crosses to it, and removes a whiskey b@tie. pours a half tumbler of
whiskey and tosses it down. She carefully repl#tedottle and washes out the
tumbler at the sink. Then she resumes her seatr éf the tablg.

BLANCHE [faintly to herself I've got to keep hold of myselft Villiams, 15)

Later after Stella comes, Blanche is again attchtealcohol and she pretends that she
doesn’t know where the alcohol is. In the sceneBlaeche says to Stella:

Well, now you talk. Open your pretty mouth and tatkile | look around for
some liquor! | know you must have some liquor om phkace! Where could it be, |
wonder? Oh, | spy, | spyShe rushes to the closet and removes the botieissh
shaking all over and panting for breath as shestrie laugh. The bottle nearly
slips from her grasp(* Williams, 16)
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The following excerpt shows the habit of mixing dhdrinks with soft drinks such as
coke:

STELLA [noticing]: Blanche, you sit down and let mpeur the drinks. | don't
know what we've got to mix with. Maybe a coke'shia icebox. look'n see,
honey, while I'm—{Williams, 16)

BLANCHE: No coke, honey, not with my nerves tonight]

STELLA: [...]-found some sodal! [...]

BLANCHE: Just water, baby, to chase it! Now domt gorried, your sister
hasn't turned into a drunkard, she's just all shaleand hot and tired and dirty!
[...] (Williams, 16-17)

Although in the excerpt above Blanche denies hewhallism, throughout the storyline
is provided the evidence that she is drunkard asi&eds are shaking very often, which
is visible in the scene one: “[Blanchiepking down at her glass, which shakes in her
hand. (* Williams, 18) Again in the scene five is descritiemiv “ [Blanche]grabs the
glass, but her hand shakes so it almost slips fnemgrasp” (* Williams, 90) and also

in the scene four she is unable to dial a phonebeurand she utters: “I can’t dial, I'm
too— “ (* Williams, 75) where could probably be added druBien Stanley in the
scene one reveals Blanches weakness for alcohol:

STANLEY: [...] Liquor goes fast in hot weatheH¢ holds the bottle to the light
to observe its depletignHave a shot?

BLANCHE: No, I-rarely touch it.

STANLEY: Some people rarely touch it, but it toustieem often. (Williams,

29)

In the chapter is not only depicted the taboo tgialcoholism but the fact that it

is presented by the female protagonist is partitulanusual, because, as has already
been mentioned in the theoretical part, in the $940d 1950s “the term “alcoholic”
usually meant “male alcoholic.”” and the femalecdlclics were supposed to comprise

only “approximately one-sixth of all alcoholics” ¢iskoff, 4)
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5.4 Adultery
The next subchapter is concerned with the topadoftery. InA Streetcar Named

Desire,the topic of adultery is portrayed in the formseiveral love triangles, the first
triangle occurs between Blanche DuBois, her husidiath Grey and his old friend, the
second triangle takes place between Blanche DuBwesmillionaire Shep Huntleigh
and his wife, the third triangle can be seen betw8tella Kowalski (DuBois), her
husband Stanley Kowalski and her sister BlanchedisiB

The first love triangle between Blanche DuBois, hesband Allan Grey and his
old friend is one of the central themes of the glagause the situation when Blanche
learns of the affair between her husband Allan laisdriend later results in Blanche's
rejection of Allan on the dance floor leading tdall committing suicide.

The second love triangle between Blanche DuBoig thillionaire Shep
Huntleigh and his wife is well visible in the scefoeir where Blanche talks to Stella
about Shep and she mentions his wife:

He could do it with half what his wife throws awalythe races.
STELLA: He’s married?
BLANCHE: Honey, would | be here if the man weremarried? (1 Williams, 75)

The extract above reveals that Shep was marridiseaime they met and in the scene
five Blanche even wants to send Shep a threatdeitgy. The act proves there was
something more between Blanche and Shep becaustben way she would not have
sent him the threatening letter. In this letterriglae writes:

Darling Shep. lam spending the summer on the wimaking flying visits here
and there. And who knows, perhaps | shall takedalesn notion teswoopdown
on Dallas! How would you feel about that? Ha-ha! [...] Foeened is forearmed,
as they say!"(Williams, 83)

The third love triangle between Stella Kowalski &ais), her husband Stanley
Kowalski and her sister Blanche DuBois is not adgplove triangle because Blanche

becomes the participant not voluntarily but aftee & raped by her sister’s husband.
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5.5 Nymphomania

It seems strange that one person may be percewvdversely in different socio-
cultural background. For instance, the presentréager might consider Blanche as a
poor lady that suffered several strokes of fatee Tikst stroke of fate she probably
suffered after she caught her loving husband inhttreosexual act with his old friend
and the second one after the young homosexual hdsimmmitted suicide when she
told him he disgusts her. Blanche’s subsequent ipomous behavior might be
considered as a natural consequence of these wabd®oconditions. After she
discovered the husband’s infidelity, Blanche costdrt to feel unattractive, so she
wanted to prove herself that she is attractive égusing other men, especially those
young and manly, such as students and soldiers.

In the scene seven, Stanley reveals to StellalaidBe’s secrets. First, Stanley
provides Stella with the information about the saist “Yes, did you know there was
an army camp near Laurel and your sister's wasafrthe places called “Out-of-
Bounds"?” ¢ Williams, 115) Second, Stanley talks about Blafsheeakness for the
young boys: “They kicked her out of that high sdhibefore the spring term ended—
and | hate to tell you the reason that step wasntak seventeen-year-old boy—she’d
gotten mixed up with!”{Williams, 115)

Not only did Blanche want to prove herself that ghstill attractive for men but
she might also seek refuge in men’s arms. In so@r@eBlanche reveals the source of
her actions: “I think it was panic, just panic, ttdaove me from one to another, hunting

nl

for some protection [...]"(Williams, 136) However, in the scene seven, Stadlmits

that “[Blanche] was always—flighty!™

adds:

But when she was young, very young, she marriedyanho wrote poetry... He
was extremely good-looking. I think Blanche didpist love him but worshipped
the ground he walked on! Adored him and thought himost too fine to be
human! But then she found out—...] This beaut#nd talented young man was a
degenerate! Williams, 117)

(Williams, 117) but immediately afterwards she

In this excerpt Stella justifies Blanche’s fliglegs by referring to the event when
Blanche caught her husband with another man. lirasinto this perception of Blanche
as the victim of the unfavorable conditions, Kgimints out that Blanche has frequently
been condemned by contemporary critics as a nymah@m, a beguiling witch, or

even a sexual deviant. (Kolin, 57) Falk further fooms Blanche's inappropriate
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behavior by stating that "Blanche wears white, l#eof Williams's sexual deviates"
and he also adds that many reviewers brand hex esrfimon tart" because of her "red
satin wrap”. (Kolin, 57) This red garment is mengd in scene two, where there is
stated thatBlanche comes out of the bathroom in a red satibe.” (* Williams, 38)

As mentioned above, Stella in scene seven adntlied[Blanche] was always—
flighty!”. (* Williams, 17) This undesirable sexual behavioprisbably the only family
heritage that ancestors of DuBois family left aftieeir death. In scene two, Blanche
gives Stanley evidence of the fact that the plaoathat their family owned is lost. In
the following excerpt Blanche puts the blame onaheestors by stating:

There are thousands of papers, stretching back lawsireds of years, affecting
Belle Reve as, piece by piece, our improvident di@thers and father and uncles
and brothers exchanged the land for their epicidations [...] The four-letter
word deprived us of our plantation [...] (Willian¥s)

By the Macmillan dictionary the word "fornicate" a 'old-fashionet word meaning
"to have sex with someone you are not married tioitkvrefers either to premarital or
extramarital sexual intercourse. This word per sf®ws you think this is morally
wrong." (Macmillan, 557) Although in the excerptdearly mentioned the main cause
of the loss of the plantation some contemporanycsrrefused to accept this Blanche’s
clarification as trustworthy sequence of eventstaging that "Once the girls had a fine
house but it has slipped from Blanche's hands—ust is never made clear, for
Blanche is not one for facts® Paller, 148)
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6. Cat on a Hot Tin Roof

According to Poteet's bodBay Men in Modern Southern LiteratutbeCat on a
Hot Tin Roofhas been first performed in 1955 and it is arguablilliams’ most
commercially successful play. In Poteet's words,tlay represents "one day in 1954 in
the life of the Pollitts, one of the Mississippi I2és wealthiest cotton-growing

families". (Poteet, 35)

6.1 Homosexuality

According to Poteet, in the pla@at on a Hot Tin Roofthe same means of
displaying the taboo topic of homosexuality ad\istreetcar Named Desirs applied.
Williams again uses the technique of theater of orgmIn Poteet’s words, this
technique proved to be dramatically effective, siligths repeated it in th€at on a
Hot Tin Roof However, the dead gay characters that are medionthe play are not
reconstructed from the memory only by female charac as inA Streetcar Named
Desire but also by male characters. (Poteet, 17) Theagomists who reveal the gay
men via their memories are Brick, Big Daddy, Magae Big Mama.

The next technique of displaying the topic is vet slescriptions and stage
directions. As Paller points out, the crucial thiagout set descriptions and stage
directions is thathey are both present and invisible, because theyiaknown to an
audience at a performance while available to acacs others who read the published
text. Although, they are a part of the play, they are agiart of it in the sense that "if
they were deleted, nothing in a production of ttey pvould change'(* Paller, 123)

Throughout the storyline, several homosexual cthara@re mentioned. We learn
that the name of Brick Pollitt's gay friend is St@p and that, the same asArBtreetcar
Named Desirethe gay protagonist is dead. In Poteet's wordathde/as the typical
means of dealing with the homosexual in contempoli¢éerary works (Poteet, 20).
However, in comparison to Allan Gray's deatthistreetcar Named Desjrevhich was
caused by his own hand, Skipper’s death was cac®dentally by someone else. In
the scene three, Big Mama describes to Gooperaimsecof Skipper’s death:

You know how poor Skipper died. They gave him a big dose of that sodium
amytal stuff at his home an' then they called tidw@ance an' give him another
big, big dose of it at th' hospital an’ that ahtta alcohol in his system fo' months
an' months just proved too much for his heart ds'Heart quit beatin'.?(
Williams, 141)
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This passage exposes that Skipper died after tpicagon of some drug but the
second cause of his death was his long lastinghalamnsumption that weakened his
heart. The same as Skipper, Brick also drinks Ineard there is possibility that he
might drink himself to death.

Moreover, there are more gay characters that arealed by means of Big
Daddy's memory. The persons are the previous owoérgdhe plantation, the
homosexual couple, Jack Straw and Peter Ochelle. ditierence between the first
couple, Jack Straw and Peter Ochello, and the secouple, Brick Pollitt and Skipper,
in Paller’s opinion, lies in the fact that whileedand Peter were "open about their lives
and did not suffer for their candor® Paller, 122), Brick and Skipper are not able to
confess the real nature of their relationship teraaunding and maybe even to

themselves.}(Paller, 122)

Savran also points to the connection between Bigldpa slightly queer
patrimony and his intestinal cancer by stating tkia¢ two properties so often
accompany each other in Williams writing. (Savrah) This deadly intestinal disease
might be regarded as a kind of punishment for théiguous (probably homosexual)
relation between Big Daddy and the two homosex8akran himself expresses the
notion as he says that “[flor Big Daddy, bowel camseems to be the wages of sodomy
(or, at least, of "knocking around").” (Savran, 1ot only do the two gay characters
Peter Ochello and Jack Straw are dead and Skigperel, but also Big Daddy and
Brick are slowly dying.

Although, Brick's sex orientation remains still lear, in the act two, there is
displayed Brick's concern about what people wouilthkt of their homosexual
relationship: “—Don’t you know how peopleel about things like that? How, how
disgustedthey are by things like that?? Villiams, 121) Brick is probably right about
this reaction of contemporary Americans. In thenscvo Brick reveals the details of
Skipper’s call, where Skipper probably confessatitie was gay:

BRICK: Yes!—I left out a long-distance call whicthad from Skipper, in which
he made a drunken confession to me and on whiamng lup!—Ilast time we
spoke to each other in our lives.... [...]

BIG DADDY: You hung up?

BRICK: Hung up. Jesus! Well—

BIG DADDY: Anyhow now!—we have tracked down the ligth which you're
disgusted and which you are drinking to kill yousgist with, Brick. You been
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passing the buck. This disgust with mendacity sgdst with yourself. You!—
dug the grave of your friend and kicked him in ithefore you'd face truth with
him!

BRICK: His truth, not mine!

BIG DADDY: His truth, okay! But you wouldn't facéwith him!

BRICK: Who can face truth? Can yod¥illiams, 126-127)

By hanging the telephone up Brick expressed higudisto Skipper’s homosexuality;
the same like Blanche DuBois did,AnStreetcar Named Desirby telling Allan that he
disgusts her.

By the act of hanging the phone up Brick also $&ed the clear relationship that
was between him and Skipper. In the second ackRhascribes how Maggie treated
Skipper:

Poured in his mind the dirty, false idea that wivat were, him and me, was a
frustrated case of that ole pair of sisters thadiin this room, Jack Straw and
Peter Ochello'—He, poor Skipper, went to bed withddie to prove it wasn't
true, and when it didn't work out, he thought itsviue! ¢ Williams, 125)

This Brick’s claim is full of homophobia that Briafained from the homophobic
society that he was surrounded with. The society tiging to persuade him that the
homosexual relationship is something disgustingtualty, somewhere inside, Brick
still thought that the relationship between him &kipper was clear because it was not
just about sexual attraction like in the case otiBand Maggie. In the second act
during the conversation with Big Daddy, Brick adsnit

Y'know, | think that Maggie had always felt sortleft out because she and me
never got any closer together than two peoplegastn bed, which is not much
closer than two cats on a--fence humpind. W{lliams, 125)

This statement may serve as the evidence that Bdokiders the relationship between
him and Skipper as something superior to that Widlygie.

In Paller's opinion, when Maggie tells Skipper, &4 LOVIN' MY HUSBAND
OR TELL HIM HE’'S GOT TO LET YOU ADMIT IT TO HIM!” ¢ Williams, 60) she
tries to make Skipper and probably also Brick fewe truth about their relationship.
Unfortunately, as Paller points out, Brick canndind the truth about his relationship
with Skipper, because "doing so requires facingvibed’s disapproval."}( Paller, 99)
As the consequence of the Maggie’s insistence erirtith, Skipper slides into alcohol
and suicide and “Brick is seized by a paralyzinitgy* Paller, 94) Paller also clarifies

that Brick's guilt over dead of Skipper probablgms from the reluctance to admit his
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homosexuality to the world, because “the world 854 was so quick to punish the
admission”. t Paller, 96)

In the speech, where Maggie describes Brick ang@ekis relationship during
their college days at Ole Miss, Williams revealsvitbe homosexual orientation had to
be hidden:

Why | remember when we double-dated at collegedyald-itzgerald and | and
you and Skipper, it was more like a date betweanamd Skipper. Gladys and |
were just sort of tagging along as if it was neags$o chaperone you!l—to make
a good public impression—2 Williams, 59)

This kind of camouflage, when women accompaniedr themosexual friends, was
probably practiced also after tlnployment of Homosexuals and Other Sex Perverts
in Governmentwas issued, which caused that many bars were diaide the
consequence of the events, some popular placesnger allowed men to stand at the
bar if they were unescorted by women. Another sintyf, between the play and the real
historical events that followed issuing the preglgumentioned document, is the
persecution of homosexuals by the policemen. ThHrougthe play, especially during
Brick’s conversation with Big Daddy, is providedetimformation of Gooper’s and
Mae’s eavesdropping. In the second act, Big Dadgbyesses his disgust by these
practices by saying: “I hate eavesdroppers, | dik&tany kind of sneakin' an' spyin'.”
(> Williams, 84) Later, Big Daddy accuses Mae of dleéivity and afterwards he talks to
her:

I'm going to move you and Gooper out of that roawtrio this! It's none of your
goddam business what goes on in here at night betBeick an' Maggie. You
listen at night like a couple of rutten peekholéespand go and give a report on
what you hear to Big Mama an' she comes to me ayslthey say such and such
and so and so about what they heard goin' on batBeiek an' Maggie, and
Jesus, it makes me sick. I'm goin' to move youGamdper out of that room, | can't
stand sneakin' an' spyin’, it makes me puké Williams, 84-85)

In the abstract, the paranoid atmosphere that waisal for the postwar period is

reflected.
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6.2 Alcoholism
In comparison to the previously mentioned phagtreetcar Named Desjrevhere

the person depicted as an alcoholic is the femadgagonist Blanche DuBois, here in
the playCat on a Hot Tin Roothe figure that represents alcoholic is the mhkracter
Brick Pollitt. While inA Streetcar Named Desi&lanche’s alcoholism is never directly
revealed, in th&Cat on A Hot Tin RoofBrick’s addiction is avowed, when Big Daddy
during the conversation with Brick proclaims: “ddit know it had gotten that bad with
you. Why, boy, you're—alcoholic!” and Brick nodsthat's the truth, Big Daddy. I'm
alcoholic.” ¢ Williams, 101). Brick’s tendency to drink aloneasother sign that his
drinking had progressed to the alcoholic stagethin play, Brick is depicted as the
typical solitary drinker who drank his way down tlalder in the social scheme of
things. In the act two, during Brick’s conversatwith Big Daddy, the real reason why
Brick lost his job is revealed:

BIG DADDY: Son, you know you got a real liquor pftetm?

BRICK: Yes, sir, yes, | know.

BIG DADDY: Is that why you quit sports-announcinigecause of this liquor
problem?

BRICK: Yes, sir, yes, sir, | guess so. (2 Williar85;86)

In the act is again admitted that Brick is alcob@nd that this liquor problem is the
main reason why Brick left the position of sponsauncer.

Later in the play is revealed that Brick starteddtink, after his close friend
Skipper died. In the second act, during the coratens between Brick and Big Daddy,
the exact reason of Brick’s drinking is revealed:

BRICK: Why do | drink?

BIG DADDY: Yeah! Why? [...]

BRICK: I'll tell you in one word.

BIG DADDY: What word?

BRICK: DISGUST! [...]

BIG DADDY: What are you disgusted with? [...]

BRICK: | told you, | said to kill my disgust!

BIG DADDY: DISGUST WITH WHAT! [...]

BRICK: [...] Have you ever heard the word “mendg@it]...]
BRICK: You know what it means?

BIG DADDY: Don't it mean lying and liars?

BRICK: Yes, sir, lying and liars. [...]

BIG DADDY: Then who's been lying to you, and whhbat?
BRICK: No one single person and no one lie. ...

BIG DADDY: Then what, what then, for Christ's sake?
BRICK: —The whole, the whole—thing..2 Williams, 108-109)
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Brick in this excerpt reveals he drinks to kill kisgust with mendacity. In the play the
author himself claims that at the heart of the naertgl, because of which Brick drinks
to kill his disgust with, may be hidden the facatthf the homosexual relationship
between Brick and Skipper existed, “it had to bsadowed to "keep face” in the world
they lived in”. € Williams, 116) He also names this mendacity assthece of Brick’s
collapse. { Williams, 116)

The alcoholic beverage also functions as the me&mescape from real life and
from all the lies. In the scene two, during the v@rsation with Big Daddy, Brick
reveals that he drinks because he wants to dodgg faam life:

BIG DADDY: I've lived with mendacity!'—Why can't yolive with it? Hell, you
got to live with it, there's nothing else to livethvexcept mendacity, is there?
BRICK: Yes, sir. Yes, sir, there is something dls# you can live with!

BIG DADDY: What?

BRICK [lifting his glass]: This!—Liquor...

BIG DADDY: That's not living, that's dodging awayin life.

BRICK: | want to dodge away from it.

BIG DADDY: Then why don't you kill yourself, man?

BRICK: | like to drink.... £, Williams, 111)

This excerpt proved that Brick uses drink as a sbrescape from life instead of
committing suicide. The same as other characteat were somehow connected to
homosexuality, such as Skipper, Jack Straw andr Ratbello who are dead or Big
Daddy who is slowly dying, also Brick’s drinking ylae considered as slow death.

6.3 Adultery
This chapter presents the topic of adultery. Winila Streetcar Named Desitke

topic has been represented in form of several taaegles, in theCat on a Hot Tin
Roofthe theme is first revealed by means of Big Daslgplan to have pleasure with
women. The second mention of the topic is providadSkipper’s attempt to make love
with Maggie to prove that he is not gay. Finallye topic appears when Brick pushes
Maggie to find a lover.

The Big Daddy’s plan to have pleasure with womear\vgaled in the second act
during the conversation with Brick:

BIG DADDY: Ha hal—Pleasure!l—pleasure with women'i&'s smile fades a
little but lingers.] 1 still have desire for womeamd this is my sixty-fifth birthday.
[...] I realize now that | never had me enougtetirhany chances slip by because
of scruples about it, scruples, convention—cra@ll.that stuff is bull, bull,
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bull'—It took the shadow of death to make me se&ldw that shadow's lifted,
I'm going to cut loose and have, what is it thely itahave me a—ball! [...] I'm

going to pick me a good one to spend 'em on! I'mgto pick me a choice one, |
don't care how much she costs, I'll smother hemimks! Ha ha! I'll strip her

naked and smother her in minks and choke her vidimainds! Ha ha! I'll strip her
naked and choke her with diamonds and smother terminks and hump her
from hell to breakfast. Ha ha ha ha HaW(lliams, 95-99)

The excerpt deals with the topic of sex which wassegally considered quite an unusual
topic to talk about. Here Big Daddy openly revdakssexual desires during the speech
with Brick. In the speech is revealed Big Daddyanpgfor an extramarital relationship.

What is more, Big Daddy openly admits that he i;igdo buy the mistress by means

of buying her expensive presents.
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Conclusion

This bachelor paper is concerned with the two pllaysAmerican playwright
Tennessee WilliamA Streetcar Named Desiend theCat on the Hot Tin RooBoth
these plays were created in the period after ticer®@World War. The main aim of the
paper was to work up the detailed analysis of we glaysA Streetcar Named Desire
and theCat on a Hot Tin Roodvith focus on the topics that were not entirely coom
for the dramatic production of the period and tgpbasize the influence of the socio-
cultural atmosphere of the postwar period on tipéses.

The thesis begins by the introduction into the ¢aond by the description of the
content. Further, the thesis is imaginarily dividatb two main parts, the theoretical
part and the practical part. The theoretical partes as means for the reader to create
the idea about life in the postwar America, abd& tontemporary ideals and about
topics that were not entirely common in the peradér the Second World War. The
theoretical part includes four main chapters. T bf them is namedPost Second
World War Period — ConservatiSmand deals with the topics, such as family, moyali
and censorship. The second chapter with headliaultery, Seduction, Rape,
Nymphomanianames the topics that were regarded taboo anthitteand the fourth
part of the theoretical part, analyses two of th@mtaboo themes in greater detail.
Hence the third chapter, subtitletiomosexuality is mainly concerned with two
documents that significantly influenced the histakievents related to homosexuality.
These documents are th€insey Reporfsand the Employment of Homosexuals and
Other Sex Perverts in Governmenthe last, fourth chapter in the theoretical part
called Alcoholism presents the events leading to Repeal of Pradvibénd further, the
chapter deals with the negative influence of tlmlabl consumption on the frequently
discussed ideal of family.

The practical part is divided into two chaptersclEaf the chapters is concerned
with one of the plays by Tennessee WilliafgStreetcar Named Desiand theCat on
a Hot Tin Roaf

The first chapter, which is concerned with the wArtreetcar Named Desjris
divided into several subchapters. Each of the saiteins is engaged in the particular
taboo topic, such as seduction, rape, homosexuaditgoholism, adultery and

nymphomania.
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The first subchapter deals with the topics, suclseaiiction and rape. The role
of the temptress is represented by Blanche DuB@s$.only does she try to seduce the
young boy collecting money for newspapers but dee tries to seduce her sister’s
husband. With the topic of seduction is also cotetkethe topic of rape, because there
was a notion that Blanche asked Stanley to rap®&yédirting with him. By the act she
was supposed to expiate sins that she committdaetchomosexual husband Allan
Gray.

In the second subchapter, the topic of homoseyuaitanalyzed. In the play,
Tennessee Williams applied the technique enablimgthat the homosexually oriented
characters did not appear directly on stage. Tlohseacters are mentioned only in
memories of the main female protagonists. The nmmosexual character that is
introduced by means of the above mentioned tecknisjAllan Gray, Blanche’s dead
husband that committed suicide after Blanche tahd, that he disgusts her after she
caught him in sex act with his old friend. Theralso revealed that death was the usual
means of dealing with the character in literary kgorEspecially, the suicide was
regarded as the suitable form of death of homodeXsathe opposition to Allan’s
homosexuality serves the depiction of Stanley asdrfends as the representatives of
typically homosexual characters.

The third subchapter is concerned with the topialobholism. In the subchapter,
the character that throughout the play consumeshalcis presented. The person’s
name is Blanche DuBois and she refuses to adniistieis alcoholic. The fact that the
alcoholic is a female protagonist seems particylanusual when we take into account
that in 1940s and 1950s the term “alcoholic” uguaieant “male alcoholic”.

In the fourth subchapter, the topic of adultenamalyzed. Throughout the play,
the theme of adultery is portrayed in form of saldove triangles. The first triangle
occurs between Blanche, her husband Allan and Iti¢riend where Blanche catches
them during sex act, the second triangle takesepbmtween Blanche, the millionaire
Shep Huntleigh and his wife and the third triangé® be seen in the situation when
Blanche is raped by her sister’s husband Stanley.

The fifth subchapter deals with the theme of nynmpania. The topic is depicted
by means of Blanche DuBois that was called by copteary critics a nymfo. Blanche

is characteristic especially by her weakness famgoboys. This promiscuous behavior
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presented itself the most since she caught heramdstiuring the sex act with the man.
Although, her sister Stella avows that Blanche baen always flighty. This flightiness

probably also stems from the fact that Blanche ritdad this behavior from her

ancestors.

The second chapter of the practical part that icemed with the worlCat on a
Hot Tin Roofis also divided into several subchapters that eetll particular taboo
topics, such as homosexuality, alcoholism and edult

The first subchapter deals with homosexuality. Bssee Williams again
repeated the technique of displaying the homosexharacters offstage as i
Streetcar Named DesireThe next technique of displaying the topic is \gat
descriptions and stage directions. The crucialgtrabout set descriptions and stage
directions is thathey are unknown to an audience at a performandke \atailable to
actors and others who read the published text. Tthere are introduced the main
homosexually oriented protagonists, such as Briakéad friend Skipper and the
homosexual couple Jack Straw and Peter Ochellosa@hee as in the previous play, all
homosexually oriented protagonists are dead angetlwho are somehow linked to
homosexuality suffer either by deadly disease, Bigge Daddy or they drink themselves
to death, like Brick Pollitt. Although, Brick’s seal orientation remains unclear, his
fear of being perceived as gay is apparent. FrommkBr means of expression, the
homophobia that was typical for the postwar pensdvisible. Then there is also
reflected the postwar paranoid atmosphere by meéarig Daddy’s accusations of
eavesdropping.

In the second subchapter, the theme of alcoholssamalyzed. Compared to the
preceding playA Streetcar Named Desirethere it was the female protagonist Blanche
that was presented as alcoholic, in @&t on a Hot Tin Roofthe role of alcoholic is
introduced by the male character Brick Pollittthe play, alcohol serves as the tools for
escape from reality and from all the lies.

The third subchapter is engaged in the theme dfexgiuln the play, the theme of
adultery is presented in many ways. First, Big Dagthns to have pleasure with
women. In the second case the theme appears whehn ®iggests Maggie to find a
lover and in the third situation the topic of aéwtcan be seen in Skipper’s attempt to

prove that he is not gay, when he tried to havensdxMaggie.
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To conclude, the postwar period was a very consigevgeriod typical by its
homophoby, paranoia and fear. In these two playshamosexually oriented
protagonists are not only offstage but also deatithose who are somehow linked to
homosexuality suffer either from deadly diseasethmy drink themselves to death
which reflects the homophoby. The paranoia is damty visible in Big Daddy’s
accusations of eavesdropping and the fear can ynlankeen in Brick’s fear of being

perceived as gay.
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Resumé

Tato bakaléska prace se zabyvadama konkrétnimi dily Amerického dramatika
Tennesseeho Williamse s nazA&yStreetcar Named Desi(@ramvaj do stanice touha)
a Cat on the Hot Tin Roof (Kka na rozpalené plechovéres$g, jez olg vznikla v
obdobi po druhé stové véalce. Williams je zndm tim, Ze jeho divaddiny obsahuji
témata, jez nebyla zcela obvykla pro dramatickoarktu tehdejSi doby. &tSina
Williamsovy tvorby spadad do obdobi po druhéctevé valce, coz byla vysoce
konzervativni doba vyziajici se paranoidni a homofobni atmosférou. Nejeriam
tento autor zachycuje tuto pov&eu atmosféru ve svych divadelnich hrach, ale takeé
zminuje témata, jez byla povazovana za tabuizovana.

Hlavnim cilem této prace bylo vypracovat detailmialgzu €chto dvou vySe
zmirgnych her se zad#éienim na témata, jez nebyla zcela obvykla pro drakaai
tvorbu tehdejSi doby a #chznit vliv tehdejSiho spoatensko-kulturniho kontextu
povaleéného obdobi na povahéchto cl.

Prace zé&ina uvodem do tématu a stnym popisem jejiho obsahu. Dale je
pomyslré rozdtlena do dvou hlavniclkiasti, a tocasti teoretické aasti praktické.
Teoretickacast slouzi k tomu, aby sten& vytvoril predstavu o Ziv@t v poval€éné
Americe, o tehdejSich idedlech a o tom, jaka tématayla zcela obvykla pro tehdejsi
dobu. Do teoretickéasti jsou zahrnutytyti hlavni kapitoly, prvni z nich je nazvéana
"Post Second World War Period — Conservatism” (Obgo druhé sstové valce —
Konzervatismus) a zabyva se tématy jako je rodim@alka a cenzura. Toto povéte
obdobi v Americe se stalo obdobim repregizpisobovani se a trvani na tom, aby
obyvatelé pinuli ke konzervativnim hodnotam. Po valce se témdiny dostalo do
centra zajmu, jelikoz se ve dvacatém stoleti vgtvoovy model rodiny a vzrostl
vyznam manzelského svazku. Role Zeny a muze \ndadihlediska pohlavi byly
striktné¢ rozdtleny, zatimco Ukolem dominantniho manzela byledevsim zabezpi
rodinu, submisivni manzelka zastavala ulohu Zempmacnosti. Toto jasné roddni
Zenskych a muzskych roli také slouZzilo jako vzar giti béhem procesu osvojovani
jejich genderové identity. Povéleé obdobi se také vyzEmvalo uplatiovanim gisnych
pravidel cenzory. Nejvyznangj$im pedpisem, ktery woval pravidla cenzury v
americké filmové produkci vletech 1930 a 1960, ss&l Produkni kodex, neboli
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Haysiv kodex. Tento kodex se pokouSel odimeat moralitu tehdejSich obyvatel
prostednictvim usmrnovani filmi dle giisnych pravidel keg’anské morélky.

Druha kapitola jmenuje jednotliva témata, jako fildpd svadni, znasilgni,
mimomanzelsky sex, kkmuz je také piclenéno téma cizolozstvi. fEti actvrta kapitola
podrobréji rozebird dalSi dv tabuizovana témata, jimiZ jsou homosexualita a
alkoholismus. Tudizieti kapitola, s nazvem "Homosexuality” (Homosexaplije
roz&klena do dvou podkapitol. \é¢hto podkapitolach se hokioo dvou dilezitych
dokumentech, které vyznagrovlivnily sled udalosti tykajicich se homosexualit
Témito dokumenty jsou Kinsey Reporfs (Kinseyovy zpravy) a Employment of
Homosexuals and Other Sex Perverts in Governm@atméstnavani homosexugala
dalSich zvrhlik ve vlad). Ve druhé podkapitole je také zmiira jedna vyznamna
organizace, nazyvana Bachelors Anonymous (Anonyswobodni mladenci), ktera
byla ugena pro homosexualy. Je vhodné také podotknoutpirmsexualita byla v této
doke povazovana za nemoc.

Poslednictvrta kapitola v teoretickéasti ‘Alcoholism (Alkoholismus) rozebira
udalosti vedouci k agovnému povoleni konzumace alkoholu a déale tatotddapreSi
negativni vliv alkoholu na tehdejSi héjdiskutovany ideal rodiny.

7

ast je rozdlena do dvou kapitol, z nichz kazda zvlahalyzuje jednou

%

Prakticka¢
z her Tennesseeho WilliamaeStreetcar Named DesieeCat on a Hot Tin Roof

Prvni kapitola zabyvajici se diled Streetcar Named Desjrge rozdtlena do
n¢kolika podkapitol, jeZeSi jednotliva tabuizovana témata, ktera se zdevapj jako
je nagiklad svadni, znasilgni, homosexualita, alkoholismus, cizolozstvi a
nymfomanie.

Prvni podkapitola pojednava o tématech gaad znasilani. V roli svidnice zde
vystupuje Blanche DuBois, ktera se pokousi svégnnmladého chlapce vybirajiciho
penize na noviny ale i manzZela své sestry Stanl&gvealskiho. S tématem svéd je
spojeno i téma znasini, jelikoz zde panovala doréimka, Ze tim jak Blanche flirtovala
se Stanleym, si vlasiniikala o to, aby ji znasilnil¢imz chgla odinit své Hichy,
kterych se dopustila na svém zesnulém homosexud@nzelovi Allanovi Grayovi.

V druhé podkapitole je rozebrano téma homosexudligypnessee Williams v této
hie zvolil techniku, ktera mu umoznila, aby se pogt&omosexuaky orientované

neobjevovaly fimo na podiu. Tyto postavy jsou ziovany pouze ve vzpominkach
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hlavnich protagonif§f vtomto pipact pouze Zen. Hlavnimi homosexualnim
charakterem, ktery jefpdstaven pomoci této vySe zmmg techniky je Allan Gray,
manzel Blanche DuBois, ktery spachal sebevrazdy, kth Blanche v opilostekla, Zze
se ji hnusi poté, co haigtihla v posteli s jeho dlouholetym kamarademzde také
odhaleno, Ze smrt byla¢bnym prostedkem jak se vygadat s homosexualnim
charakterem v literarnich dilech v tehdejSi #olsebevrazda byla povazovana za
obzvlas¢ vhodnou formu smrti homosexuala. Jako kontrasti&&w homosexuali
slouzi ztvargni Stanleyho a jeho kamaraghko pedstavitel typicky homosexualnich
protagonisi.

Treti podkapitolareSi téma alkoholismu. V této podkapitole jéedgstavena
postava, ktera v pb¢hu celé hry konzumuje alkohol, ale odmita skntet, Ze by byla
alkoholik, touto postavou je Blanche BuBois. SkKuotest, Ze postava alkoholika je
v této He ztvargna prostednictvim Zeny, se zda byti obzviastezvyklym tématem,
jelikoz vletech 1940 a 1950 termin ,alkoholik“ ofe znamenal ,muZského
alkoholika®

Ve ¢tvrté podkapitole je rozebrano téma cizolozZstview tre je téma cizolozZstvi
prezentovano pragdnictvim rkolika milostnych trojuhelnik. Prvni se odehrava mezi
Blanche jejim muZzem Allanem a jeho dlouholetyiitgbem, kdy je Blanchefjstihne
piimo pi aktu. DalSi milostny trojuhelnik Ize nalézt meBianche, milion&m
Shephem Huntleighem a jeho manzelkoketiTmilostny trojuhelnik je mozno spavat
v situaci kdy je Blanche znaséina manZzelem své sestry Stanleym Kowalskim.

Pata podkapitola pojednava o tématu nymfomanieo Ttéma je ztvamno
prostednictvim Blanche, kterd byla tehdejSimi kritikyzgr@ana nymfomankou. Tato
protagonistka se vyztaje slabosti fedevSim pro mladé chlapce. Toto promiskuitni
chovani se nejvice projevilo poté, co svého man&iiéma pistihla v posteli s muzem,
nasledkemc¢ehoZz Allan spachal sebevrazduckaliv jeji sestra Stella ifznava zZe
Blanche byla vzdy ielétava. Tato ielétavost prawgpodobr prameni ze skuteosti,
Ze Blanche toto chovani adila po svych pedcich. Udaji podle Blanchiny vyposdi,
rodina DuBois pisla o vSechen majetek a o plantaz prédiky sexualnim poklesikn
predki. Ackoliv tato Blanchina vyposd® byla tehdejSimi kritiky zpochytmvana,
Blanche byla dleéchto kritiki povaZzovana za nédéryhodnou osobu ki svému

deviantnimu chovani.
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Druhd kapitola, kter4 se zabyva dil€at on a Hot Tin Rogfe také rozélena do
nékolika podkapitol, jez se zabyvaji jednotlivymi tabovanymi tématy, jako je
nagiklad homosexualita, alkoholismus a cizolozZstvi.

Prvni podkapitola pojednava o tématu homosexuadignnessee Williams v této
hie zvolil stejnou techniku zobrazovani homosexué8lirdbaraktek, jako v gedchozi
hie. Tyto postavy jsou @pzminovany pouze progdnictvim vzpominek, avSak oproti
piedchozi ke jsou postavy, které si ve vzpominkach vybavuio tiiomosexualy,
nejenom Zenskeho pohlavi ale i muzského. Déale je zohirtna dalSi technika
zobrazovan nevhodnych témat prednictvim popig zasazeni hry a reZie cRoliv tyto
popisky jsou fistupné henom a dalSim, kté ¢tou publikovany text, jsou zarokdaké
neviditelné pro divaky, kie jdou shlédnout i@dstaveni, Zehoz vyplyva, Zze pokud by
doSlo k cenzte €chto ¢asti, nic v produkci hry by se neénilo. Poté jsou zde také
predstaveny hlavni homosexudlorientované postavy, kterymi je ridgpad Brickav
zesnuly kamarad Skipper a homosexualni par JackvSirPeter Ochello. Stejjako
v predchozi ke i zde jsou vSichni homosexudlorientovani protagonisté mrtvi a ti,
ktefi jsou rEjakym zpisobem propojeni s homosexualitou, trpd’busmrtelnou nemoci,
jako napiklad Big Daddy, ktery umira na rakovinourest, nebo se jako wipack
Bricka Pollitta upijeji k smrti. Akoliv je Brickova sexualni orientace nejasna, je zd
patrno, Ze ma obavu z toho, jak by gaspolenost pohlizela, pokud by se dakli, Ze
je homosexudl. Také je z jeho vyfadani patrna homofobie, ktera byla typicka pro
tehdejSi dobu. V neposledfact je zde také zachycena paranoidni atmosféra, Kedea,
jiz bylo popsano v teoretick&asti, byla typickAd vtéto povaleé dolks, kdy
homosexualové byli pronasledovani a Spehovani isbficpropoudini z prace aasto
také dochazelo k policejnim raziim na bary. Tytdigepni praktiky jsou v této ie
provozovany pedevsim Gooperem a Mae, tdonasSeji Big Mamma informace o tom
co se dje v loznici Bricka a Maggie.

V druhé podkapitole je rozebrano téma alkoholisf@proti g'edchozi ke A
Streetcar Named Desir&de jsme se setkali s alkohtou Blanche, \Cat on the Hot
Tin Roofv roli alkoholika vystupuje Brick Pollitt. V tétbre alkohol slouzi jako nastroj
k Uniku z reéalného Zivota a od IZi. Brick se timpisobem pomalu upiji k smrti, coz se

da povazovat za Apob sebevrazdy.
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Treti podkapitola se zabyva tématem cizoloZstvi.ty tée je téma cizoloZstvi
predstaveno mnoha #goby. Zaprvé, Big Daddy mé& v planu ffabt si milenku.
V druhém pipact se toto téma objevuje kdyZz Brick navrhuje Magdie,by si nila
poridit milence a zdeti I1ze cizolozZstvi sp&dvat ve Skipperaypokusu dokazat Ze neni

gay tim, Ze se pokusil o to mit sex s Maggie.
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