
UNIVERZITA KARLOVA V PRAZE - FILOZOFICKÁ FAKULTA  

ÚSTAV ANGLOFONNÍCH LITERATUR A KULTUR 

 

 

 

 

 

 

 

 

 

 

Outsiders in the Works of Tennessee Williams and Sam Shepard 

BAKALÁŘSKÁ PRÁCE 

 

 

 

 

 

 

 

 

 

Vedoucí bakalářské  práce (supervisor): 

Clare Wallace, PhD 

 

Praha, May 2011 

 

 

 

Zpracovala (author): 

Martina Kecerová 

studijní obor (subject): 

Anglistika a amerikanistika 



 

 

Prohlašuji, že jsem tuto bakalářskou práci vypracovala samostatně, že jsem řádně citovala 

všechny použité prameny a literaturu a že práce nebyla využita v rámci jiného 

vysokoškolského studia či k získání jiného či stejného titulu.  

 

I declare that the following BA thesis is my own work for which I used only the sources and 

literature mentioned, and that this thesis has not been used in the course of other university 

studies or in order to acquire the same or another type of diploma.  

 

Souhlasím se zapůjčením bakalářské práce ke studijním účelům. I have no objections to the 

BA thesis being borrowed and used for study purposes.  

 

V Praze, dne  20.5.2011 

 

........................................................... 

Martina Kecerová 

 

 

 

 

 

 

 

 

 



 

Acknowledgements 

I would like to thank my supervisor Clare Wallace, Phd for her guidance, ideas and readiness 

that helped me write this thesis.   

 

 

 

 

 

 



 

Anotace 

Tato bakalářská práce se zabývá postavy outsiderů v hrách Tramvaj do stanice touha a 

Skleněný zvěřinec od Tennessee Williamse a Pravdivý západ a Láskou posedlí od Sama 

Sheparda. Outsideři jsou postavy, které jsou odněkud vyčleněné, a dělá jim potíže někam 

zapadnout, či je to vztah s druhým člověkem, celá společnost anebo širší okolní prostředí. 

Outsideřmi byli celý svůj život a proto při analýze jejich identity je minulost stejně důležitá 

jako přítomnost. Postavy se nevědí nebo nechtějí přizpůsobit většině, zařadit se na určité 

místo a zapadnout do prostředí, ve kterém se nacházejí. Často tedy raději proti realitě – které 

nejsou součástí – bojují, místo toho aby ji akceptovali. 

 V úvodě práce vysvětluji, že i když je tvorba autorů od sebe vzdálená několik desítek 

let a jejich způsob psaní je dost odlišný, v rozebíraných hrách můžeme najít podobné typy 

postav outsiderů, kteří nejsou součástí reality kolem nich. V této části práce se také zabývám 

tím, že způsob jakým dramatici vykreslovali jejich postavy může mít souvis s jejich vlastními 

životy a zkušenostmi, které je formovali. Tennessee Williams byl odmala velmi citlivý, lišil 

se od jiných dětí a s později přiznanou homosexualitou se ještě víc odčlenil a sám byl 

outsiderem. Podobnost je vidět později v jeho ženských hrdinkách, které byli také v minulosti 

zvyklé na jemnost a eleganci anebo teď jsou tak neobyčejně křehké, neschopné zápasit 

s realitou, která je reprezentována příliš sebevědomými lidi nebo unáhlenou a ne příliš 

příjemnou moderní dobou. Sam Shepard je opačný případ, protože jeho povaha byla 

„vytvrzena“ věčným stěhováním se z místa na místo když byl malý. Kromě toho mu byly 

stále zdůrazňovány typické mužské vlastnosti, které on nikdy nepřijal za své, ale naopak si 

uvědomil, jak zničující mohou být. V jeho hrách tak můžeme vidět silné mužské postavy, 

které nejsou usazené a svůj nesoulad s realitou řeší tvrdým způsobem, například necitlivým 

posmíváním se, agresivitou či násilím.  



 

 Samotnou analýzu postav jsem rozdělila do dvou hlavních kapitol a v prvé z nich se 

soustředím na minulost a přítomnost postav. Právě minulost je pro všechny postavy nesmírně 

důležitá, protože se k ní můžou neustále vracet, jelikož nynější život je nenaplňuje dostatečně. 

Tím se víc utvrzuje jejich outsiderská identita, protože místo toho, aby se pokusili realitu 

přijmout, oni se jí jen víc vzdalují. Tenhle únik z reality a různé způsoby boje proti ní jsou 

součástí druhé hlavní kapitoly, kde se věnuji této konfrontaci jednotlivých outsiderů. Tato část 

poukazuje na typický sebeklam a únik do jiného světa, často plného iluzí, které jsou hlavními 

rysy těchto problematických postav. Vedle toho se postavy nezřídka brání realitě chorobným 

lhaním anebo se jí snaží ztlumit alkoholem. Typické je i jejich vkládání se do různých rol a 

neovládání agresivity a násilí v napjatých situacích. V závěru pak ještě rozebírám konečné 

scény her, ve kterých jsou vykresleny právě napjaté situace, ve kterých se identita outsidera 

jen upevňuje. Tyto scény mi také pomáhají znova vysvětlit můj hlavní argument o outsideřích 

a potvrdit výsledky mé analýzy v této práci.  

Klíčová slova: outsider, realita, prostředí, přítomnost, minulost, konfrontace, strategie  

   



 

Abstract 

This thesis analyzes characters – outsiders that appear in the plays The Glass Menagerie, A 

Streetcar Named Desire written by Tennessee Williams and True West and Fool for Love by 

Sam Shepard. These outsiders are always singled out from somewhere and they have 

difficulties to fit in a relationship, society or the physical environment in which they are 

found. They have been outsiders their entire lives, thus the past is as important as the present. 

These characters were classified as outsiders because they cannot or do not want to fit in a 

majority, belong to one specific place and adjust to environment. Consequently, they often 

use various means to fight against the reality that they are not part of instead of accepting it.  

 In the introduction of the thesis I explain that even though there is a gap of several 

decades between the works of both authors and their style of writing is considerably different, 

we can still find the similar characters that are lost in reality. In this section of the thesis I also 

discuss the fact that the way authors describe the characters can be related to their own lives 

and experiences that formed them. Tennessee Williams, since a child, was very sensitive and 

different from other children and later-confessed homosexuality also made him an outsider. 

This can be later seen in his female protagonists that were similarly used to delicacy and 

elegance or now are unusually fragile, not being able to fight with the reality, represented 

either by ambitious people or fast moving and less pleasant age. Shepard is the opposite, 

whose „resistance‟ was constantly tried by moving from one place to another, with the family 

when he was younger. Besides, he was always reminded of typical masculine qualities that he 

never accepted, and they only made him realize they can be very devastating. In his plays we 

can see strong male characters who have problems because they are not settled and when they 

get into disharmony with reality they have a harsh approach – insensitive mockery, 

aggression, violence.  



 

 I divided the analysis itself into two main chapters, in the first I focus on the 

characters‟ past and present that are mingled. The past is for each character – outsider 

important because they can always go back to it, since their present lives do not fulfill them. 

Doing that, their outsider identity is only confirmed because instead of trying to accept the 

reality, they go even further away from it. Their departure from reality and various means of 

fighting against are discussed in the following chapter where I analyze in detail their 

confrontation. In this part, the self-deception and escape to a different world, often full of 

illusions is shown as a typical feature of an outsider‟s identity. Apart from that, they also 

defend themselves by compulsive lying or they try to suppress it with alcohol and 

transforming into different roles, often using aggression and violence. In conclusion, I discuss 

final scenes of the plays that show tense situations in which the outsider‟s identity is again 

strengthened. These scenes help clarify my main argument and confirm the results of my 

analysis.  

Key words: outsider, reality, environment, past, present, confrontation, strategy 
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Chapter 1: Introduction 

 

Tennessee Williams and Sam Shepard are central playwrights in modern American drama. 

Their plays enable people to see the American identity, often marked by the important 

historical and political events. Even though the majority of their plays do not deal with the 

politics directly and they were mostly inspired by the lives of the authors themselves, the 

impact of the period after the Second World War could also play its role in the creation and 

depiction of the troubled characters who struggle with their lives. These characters are the 

protagonists in their most celebrated plays such as Williams‟s The Glass Menagerie or A 

Streetcar Named Desire and Shepard‟s True West or Fool for Love. 

 It is a common practice to analyze the works of one author together with others, 

usually of the same period, to give a reader better understanding through the comparison. In 

this thesis, I would like to employ the similar method and compare these two representatives 

of modern American drama. Both authors are well regarded and their works have become 

classics, so they have an equal position in the comparison. Even though Shepard is a more 

recent author and his works seem to be utterly different in many ways, this analysis should 

show both authors in a different light and prove that both of them are in many aspects similar. 

In their works, we can often find similar types of characters, who are in different life 

situations, but they have in common feelings of being lost and singled out. Thus, these 

characters that are in some way outsiders create a space where the two authors meet. 

 Problematic relationships and people who do not fit into the normal system of the 

society then often appear in both Shepard‟s and Williams‟s plays and they have become main 

features of their work. Christopher Bigsby in his essay “Sam Shepard: Imagining America” 

explains that the characters in his plays are seekers, drifters after the truth in which they can 
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no longer believe.”
1
 Being a drifter then almost predestines the characters to have problems 

achieving a healthy relationship with a partner, their family members and finally the whole 

society where they feel as „the others.‟ It is because the truth they would find in the normal 

relationship and the society is not acceptable for them, they are always drifted towards 

something else. We can see this already in the older plays such as Williams‟s The Glass 

Menagerie or A Streetcar Named Desire as well as Shepard‟s True West or Fool for Love 

written few decades later. We can characterize them all as outsiders, even though they express 

themselves in a very specific way and the explanation to their behavior can be found every 

time somewhere else. My main argument is that these outsiders are people who stand outside, 

not being able to enter, a relationship with a partner, family member or society for various 

reasons. They have problems to cope with the life situations they find themselves in and they 

often look for a solution where it cannot be found. Their lives are further complicated not 

only by the past that has tremendous impact on them but also their fighting against reality 

they cannot or do not want to accept. The aim of this thesis is to investigate the origin of 

outsiders‟ alienation, how they express themselves, cope with the reality they are not part of. 

The final scenes of the plays that complete the picture about the individual characters are 

equally important. The structure of my thesis includes the introduction, two main chapters in 

which I analyze in detail four plays from various points of view and the conclusion. In the 

analysis itself, there are always all four plays discussed to show both authors and their 

perspectives in their works. The first chapter or introduction provides the outlook on the lives 

of the two authors and discusses what might have influenced their later career as writers. 

Chapter two deals with the question what creates the outsider‟s identity and compares the past 

and the present in their lives. The third chapter then discusses different ways of outsiders‟ 

fighting against reality they have problems to accept, such as self-deception, running away 

                                                             

1
 C.W.E. Bigsby, Modern American Drama: 1945-1990 (Cambridge: Cambridge University Press, 1992) 165. 
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from problems to the world of illusions or even aggression and violence. In the conclusion I 

discuss the results of my analysis also by looking at the final scenes in the plays that can help 

understand the main argument about outsiders and their identity.  

Before the actual analysis of the characters – the outsiders in Williams‟s and 

Shepard‟s plays – it would be suitable to mention the experiences from the personal lives of 

both authors because they had a great impact on their work later. We can mainly see them in 

the form of the autobiographical references in their plays which are often very direct and 

obvious. The fact that both authors are interested in characters who have problems with 

identity and integration, although in different periods, is not surprising when we realize the 

family backgrounds they came from and what generally influenced them when they were 

older.  

 Fathers play an important role in the lives of both authors and in Williams‟s case was 

not very supportive in anything that he chose do to.  Even though both authors left their 

homes quite early in their lives, their family experience never really disappeared. Ironically 

enough, it was his father‟s absence that shaped Williams‟s life to a great extent. As a 

salesman, his home was the car and the American roads and the gap that was left by him was 

filled by his mother, grandmother and mainly sister. Benjamin Nelson in his book Tennessee 

Williams: Life and Work explains: “As the children grew older they found their lives 

pleasurably dominated by their mother and grandmother with whom they naturally aligned 

themselves whenever their father made one of his infrequent visits home.”
2
 These women in 

the author‟s life had their own problems and personal struggles which directly or indirectly 

affected his life and left permanent marks, which then infiltrated into some plays, for example 

in the character of Laura from The Glass Menagerie who strongly resembles Williams‟s 

beloved sister.  

                                                             

2 Benjamin Nelson, Tennessee Williams: His Life and Work (Exeter: Peter Owen Ltd, 1961) 17. 
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 Williams‟s life was complicated also because of the predispositions in his character, 

which predestined him to be always delicate and perceptive, especially when we consider also 

his family background. Since he was a child, he was extremely sensitive, had difficulties to be 

friends with other children and he himself did not even show much interest or effort.
3
 He was 

not singled out only as a child; later his homosexuality which was “at a time [...] illegal and in 

some states attracted severe penalties, [caused that] he felt threatened and marginalized.”
4
 The 

characters from his plays are then like Williams‟s own reflections, we can see the situations in 

which the author himself was once found. Blanche from A Streetcar Named Desire is 

similarly shy and has great difficulties to form relationship with other people. 

 Even though Sam Shepard also had a problematic childhood, it influenced him and his 

plays in a very different way. One of the biggest influences on Shepard‟s life was the job of 

his father. He was a military pilot which meant the frequent moving from one place to another 

that naturally was connected with children‟s dissatisfaction and disapproval. Every time when 

children created a new home, it was taken from them and the whole family could again begin 

from the scratch. When the place near Los Angeles finally happened to be more or less their 

home, the expected relief and satisfaction did not come. Stephen J. Bottoms in his book The 

Theatre of Sam Shepard: States of Crisis uses the words of the author himself who comments 

on their life in California that it was a “sort of temporary society...where nothing is 

permanent, where everything could be knocked down and it wouldn‟t be missed. [There‟s] a 

feeling of impermanence that comes from that – that you don‟t belong to any particular 

culture.”
5
 Later in the plays, we can see that some of the Shepard‟s characters struggle with 

the same things that he used to. As outsiders, they are put aside, they feel bad not only 

                                                             

3 Nelson 23. 
4 Bigsby, Modern American Drama: 1945-1990 43. 
5 Stephen J. Bottoms, The Theatre of Sam Shepard: States of Crisis (Cambridge: Cambridge University Press, 

1998) 14. 
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because they are different and do not belong anywhere but also because they have never 

experienced the stability which naturally offers also a kind of relaxedness and stillness.  

 Apart from the constant moving, the father figure influenced Shepard also in another 

way which is again visible in the works written later. When we look at the Shepard‟s plays, 

we see that male characters predominate and they are often presented as the „tough guys‟ or in 

other words „machos‟ whose masculinity is constantly stressed. Lee from True West always 

claims that he is the man who did not became part of the destructive life of stereotype. He is 

the one who is strong enough to survive in the desert which is not place for everybody, 

including his own brother – conformist. In the play Fool for Love, there is the character of 

Eddie who also needs to show his powerful masculinity to everybody, but mainly to the only 

woman he truly loves. He „cocksurely‟ uses violence or blackmails her because he sees it is a 

man‟s right or even obligation. Stephen J. Bottoms again quotes Shepard who explains why 

there is this „macho‟ phenomenon in his plays: “I know what this thing is about, because I 

was a victim of it, it was part of my life, my old man tried to force on me a notion of what it 

was to be a „man.‟ And it destroyed my dad.”
6
 The last sentence of this confession is 

interesting because not only Shepard‟s father was destroyed by this notion but also the 

characters in the plays.  In many situations it is obvious that they cannot avoid problems and 

their macho character makes their lives even more difficult. What is more, when a macho is 

also an outsider, the situation is even more problematic.  

The family negatively affected both authors to a large extent and leaving it behind 

meant for both Shepard and Williams a way to find and understand better their own lives. 

After the long period when he lived with his family, being aware of his own alienation, 

Williams came to New Orleans. There he finally did not feel so different because, as Nelson 

describes, “he met and gained an intimate knowledge of the strange, twisted and bizarre 

                                                             

6 Bottoms 17. 
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characters...[H]e felt a relationship with them as he had never felt with anyone before...[I]t 

was a kinship with the lonely, the rootless and the outcast.”
7
 This helped him realize that he is 

not the only one who does not belong anywhere. What is more, it allowed him to get know 

people who were similar, he could understand what they go through and struggle with. This 

might have helped him build a basis for writing his most successful plays in which he 

discusses very similar characters that surrounded him in the real life.  

After leaving home, Sam Shepard also found himself among various kinds of people, 

all belonging to an „underground society‟ full of small theatres and different artists, giving 

him the “resulting sense of community [that] came as a kind of salvation.”
8
 Like Williams, he 

did not have to feel pressure caused by home atmosphere and he had opportunity to find his 

own identity since the one suggested by his father was not what he really wanted. When he 

was still a teenager, he and his friend Charles Mingus played games when they pretended to 

be someone else, fooling strangers in the streets of New York. One could say that these games 

were just silly teenage ideas, but they seemed to realize there was more into it, not only their 

age and the fact they were far away from the parents. Mingus “has stressed that this manic 

childish game represented a common search for identity in the big city, a need to try out roles 

as if they were new clothes.”
9
 Thus, this seemingly irrelevant autobiographic fact might help 

the reader of Shepard‟s play understand the wider context and his choice of the themes 

dealing with the search for identity and feelings of being lost. 

There were also other events that helped the two authors shape their works and 

recurring themes that deal with characters – outsiders.  The whole situation in the United 

States was different after the Second World War and the period that followed made an impact 

on the whole society and partly infiltrated into works of artists.  The people lived in the same 

country as before the war, nevertheless, they might not have felt safe and they were less 

                                                             

7 Nelson 45. 
8 Bottoms 24. 
9 Bottoms 25. 
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assured of the values that seemed so strong only few years ago. C.W.E. Bigsby in A Critical 

Introduction to Twentieth Century Drama explains that “[t]he new materialism bred its new 

discontents, word „alienation‟ infiltrated the language of sociologist and literary critic alike 

[and] [a]ffluence [...] seemed to locate the individual primarily as a consumer.”
10

 It is not 

surprising that materialism and a consumer were the words that are used to characterize 

period after the war. It was a natural development of the postwar consequences and people 

wanted to get back the enjoyment of life and some kind of certainty that could be artificially 

bought with the new products. Nevertheless, the new prosperity did not make people 

completely satisfied and they had to cope with alienation.  People felt lost and alienated 

because many things from before were now gone. They were same people, in a new situation 

in the country which could add to their transformation into outsiders. What is more, these 

feelings were even more rooted in people after the “explosion of the Soviet bomb in 1949” 

when suddenly the new situation “sought to expose and punish those whose Americanness 

seemed suspect or whose loyalty might be in question.”
11

   

 These two phenomena are prominent in the plays I have selected for detailed analysis. 

The characters in them also do not belong into the world they are in. They represent specific 

forms of alienation, different with every character, and they stand outside the society which 

materialism is undoubtedly part of. Dreamy Blanche form A Streetcar Named Desire is in the 

sharp contrast with her sister‟s husband, the representative of the new modern society in 

which there is no space for those who cannot integrate. Similarly, Laura from The Glass 

Menagerie does not want to be the part of successful life with the handsome husband and 

prestigious job that her mother designed for her. Shepard‟s plays that will be analyzed were 

written much later, in the eighties, but it does not mean that they were not influenced by the 

events from earlier periods. Bottoms also stresses “the high modernist notion of seeking to 

                                                             

10 C.W.E. Bigsby,: A Critical Introduction to Twentieth Century American Drama: Volume II (Cambridge: 

Cambridge University Press, 1984) 2. 
11 Bigsby, A Critical Introduction to Twentieth Century American Drama 2. 
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create art that can generate the kind of unifying human experience which – in the skeptical 

twentieth century – social conventions and religion are no longer able to provide.”
12

 That is 

why Shepard often discusses the people who search for their identity. These characters and 

their problems cannot be linked to just one specific decade. Nevertheless, both Williams‟s and 

Shepard‟s characters are the important representatives of the American culture and people.  

 

 

                                                             

12 Bottoms 8. 
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Chapter 2: Past and Present 

 

We can recognize the outsiders in Williams‟s and Shepard‟s plays immediately because they 

are singled out from the other characters. This chapter would introduce different 

environments where these outsiders can be found and analyze their present situation in the 

course of the play as well as the past to which they always return. It is important to realize 

that The Glass Menagerie is a „memory play‟ where everything happened a long time ago and 

now is only Tom‟s, a narrator and a character, memory that he recalls. Besides, being a part of 

the family he talks about, his objectivity is most likely disrupted, considering also the fact that 

every memory can be deformed by emotions and time. Williams himself reminds us of it 

when he says: “Memory takes a lot of poetic licence. It omits some details; others are 

exaggerated [...] for memory is seated predominantly in the heart.”
1
 The most „noticeable‟ 

outsider in the play is Laura who is physically crippled but this handicap damages also her 

psyche. Nevertheless, it is also important to discuss her mother Amanda, who is also in a 

sense unhealthy person and through her peculiar behavior we can understand Laura better. A 

short description in the list of characters to this play clearly suggests that Amanda is a 

character with some troubles: “[She] is a little a woman of great but confused vitality clinging 

frantically to another time and place...She is not paranoiac, but her life is paranoia.”
2
 Amanda 

is a mother who lives alone with her two children, son Tom and daughter Laura, after her 

husband left her. Even though her children are already adults, the age when most of the 

parents naturally cease to have influence upon their children and often are glad to be free from 

all the parental duties, this is not Amanda‟s case. From the beginning of the play we can see 

that her vitality is directed towards her adult children in the most extreme way which usually 

recoils upon her. She wants to show her opinions and feelings but with her constant criticizing 

                                                             

1 Tennessee Williams, The Glass Menagerie (Harmondsworth:Penguin, 1959) 233. 
2 Williams, The Glass Menagerie 228. 
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and preaching she always chooses the wrong way. Instead of getting closer, she repels them 

and she becomes an outsider who is excluded and with whom the children do not want to 

share their anxieties or joys. 

 As the only parent in the family she is found in a difficult situation and it is not 

surprising that this demanding role with many responsibilities create certain deformities in her 

character. Since her husband left her, she does not have anybody to help her share her 

anxieties and possibly restrain her in the obsessive controlling. All this has also great impact 

upon her children. In the opening scene we see the incomplete Wingfield family eating dinner 

when Amanda tries to instruct Tom how to eat his meal properly: “Honey, don‟t push with 

your fingers [...] Eat food leisurely, son, and really enjoy it. A well-cooked meal has lots of 

delicate flavors that have to be held in the mouth for appreciation.”
3
  Tom who has been 

listening to the same comments his whole life refuses to finish eating his dinner being closely 

watched, not knowing when Amanda will strike with her well-intentioned advice. The very 

first scene of the play suggests that the family is not the happy one. The dinner which should 

be very traditional way to unite its members is ruined by seemingly innocent comments which 

bluntly show that Amanda has problems with herself because she is blinded by her own 

notions and consequently torments the rest of the household.  

 Amanda‟s annoying habits however become more serious when she comments on her 

children‟s career, success, money or suitable life partners. Of course, every mother wishes the 

best for her children whom she cares about. In the case of the Wingfield family it goes further 

than that and Amanda‟s hopes and visions show her own unfulfilled dreams and tendencies to 

cling to different time and environment, more specifically to her youth, when she lived in the 

South. John Gassner claims that Amanda is the representative of “Southern womanhood 

helpless in the grip of the new world, while its old world social position and financial security 

                                                             

3 Williams, The Glass Menagerie 236. 
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is a Paradise Lost.”
4
 It was the most perfect time of her life and she wants her children, 

especially Laura, to experience the same wonderful things that she once did. Amanda is not 

able to realize fully that the South has changed, she currently lives without husband and her 

children have their own opinions how to live their lives, very different form their mother. The 

concept of South is always present in Williams‟s works. It is not only a geographical area, his 

characters feel the strongly connected mostly because of the memories and values that are 

associated with it. Nancy M. Tischler explains the predicament of Southerners in the context 

of the city where Wingfields from The Glass Menagerie live: “The city of St. Louis is used as 

a painful symbol of their exile: from the deep South and its values, from the landscape and the 

flowers, from the past, from the meaningful work, from position of family and community, 

from security and beauty and romance.”
5
 All that is now lost and the characters are forced to 

cope with the less pleasant reality. Thus, it is not surprising that Amanda constantly goes back 

to the times which were probably the best in her life. Besides, if they were not, she simply 

creates them in her illusions. Amanda definitely presents herself as a desperate dreamer. In 

her dreams, she can travel in time: go back to the past deformed by idealization and enjoy it 

or go to the future, in which her whole family will have better life. Thus, when she wants her 

children to relive her past, be in the high society and have easy life, thanks to them, she also 

hopes to have something back for herself. Bigsby explains that “she had dignified the relative 

squalor of her life with memories, real or invented.”
6
 The irony is that everything great that 

might have surrounded her when she was young is now gone. All her plans and gentlemen 

callers who represented a bright and prosperous future disappeared with Amanda‟s youth. 

This happened a long time ago but for her it is still a vivid memory she so desperately wishes 

to be reality. Nevertheless, the reality is far from the warm and pleasing South and it gives her 

                                                             

4 John Gassner, Theatre at the Crossroads (New York: Holt, Rinehart and Winston, 1960) 84. 
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pain – her only daughter that is supposed to be her younger version is extremely shy, Tom 

lacks ambition and the man who she married is gone. All these reasons help explain 

Amanda‟s need to escape to her illusions and thus her outsider identity that she adopts.  

 We can see that Laura is completely different form her mother and therefore she often 

argues with her. Her physical defect, one shorter leg, is almost unnoticeable but it has its 

effects on Laura‟s mental health which makes her feel uncomfortable in the world she has to 

live in. Williams emphasizes Laura‟s complex when he explains that “[her] separation 

increases till she is like piece of her own glass collection, too exquisitely fragile to move from 

the shelf.”
7
 It is precisely her collection of glass animals which defines Laura best. In the play 

we get to know her as a young adult woman who finished high school a few years ago and 

now is at the age when people are most active. However she does not belong among them and 

it seems that her only activities are playing old records and taking care of her glass collection. 

This lifestyle not only minimizes her natural contact with other people, but it maximizes her 

dependence on the home environment and family members she lives with. Besides, as Bigsby 

also mentions, “the claustrophobia of the setting”
8
 might explain Laura‟s unhappiness in the 

closed space of the cheerless apartment. The fact that she has chosen to stay at home because 

she is extremely afraid of the world outside is not a guarantee that her isolated life will make 

her happy. On the contrary, the everyday contact with her mother always presents an 

opportunity for a never ending exchange of opinions what is good and bad for Laura. 

Amanda, as a former „celebrity‟ among young people cannot understand that her daughter 

does not long for the things she would give her life for.  

 Her mother incessantly plans for Laura the future which she never had and Laura is 

Amanda‟s means of fulfilling her dreams. One part of the plan is Laura‟s career and therefore 
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Amanda singed up Laura for an evening school where she is supposed to learn typing that 

should automatically ensure her better life with a decent salary. Roger B. Stein claims that 

this strategy has actually a wider context because “the Cinderella story is [a] favorite national 

myth.”
9
 Unlike her mother, she does not have dreams and fantasies that deform her past or 

give her false or unrealistic hopes for the future. Laura who is an extremely shy and delicate 

outsider does not see her typing course as a challenge and chance for better life but as 

unbearable misery. She could not handle working with people and coping with ordinary stress 

connected with learning because she often became physically sick from the whole evening 

school environment and she had to give up. Laura is simply not able to be a part of any team 

work and would rather spend hours alone in cold parks and cinemas because it is more 

bearable. With this behavior she again confirms her identity of an outsider who feels 

extremely uncomfortable in the situations that are for other people normal. Instead of 

confrontation which is always difficult, she always draws into her own private life that makes 

her feel safe. When Amanda finally finds out that her daughter walks in parks and goes to 

movies instead of working on her future, she is devastated. But the feelings of depression are 

soon gone when she comes up with different plans to find Laura a husband, these plans being 

another means of coping with reality that would be discussed in the next chapter.  

 Laura‟s past in comparison with her mother‟s is not so pleasant. While Amanda can go 

back to her perfectly happy past, forcing out the bad memories that could be also very likely 

there, and fill her ugly reality with feelings of joy, Laura‟s past is composed of rather painful 

and sad moments. We know about Laura‟s past only from the dialogue with Jim, the 

gentleman caller that is set up for her. Nevertheless, with him she can relax and act without 

the restraints that protect her created fragile world from the outside world. It is partly because 

Laura already knows the man from the high school and she used to admire him. From their 
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short dialogue, being one of the very few that Laura has ever had with strangers, it is obvious 

that she has always been the outsider who is different, does not fit in anywhere and cannot 

even change because of the strong inner belief. When Laura describes one insignificant 

situation when she arrived late to a school performance, we can see that for her it is a very 

strong experience and she will probably always remember it also to remind herself that she is 

an outsider. She does not forget to emphasize that she arrived late because she was limping 

and when she finally entered the room, everybody who was there could hear the deafening 

clumping of her crippled leg. Since this deformity is the pivot of her whole existence, Laura 

does not see the possibility that people actually do not mind or even notice her deformity. 

This seemingly irrelevant memory forms Laura as other memories form Amanda. For both of 

them, the past plays an important role in their present lives as outsiders. 

 Blanche from A Streetcar Named Desire is in many ways similar to the female 

characters form The Glass Menagerie, even though she is found in a different situation. She is 

not a settled mother or a girl who spends her days locked in her room. Blanche enters the play 

as a traveler who comes to visit her sister Stella in New Orleans and the following scenes only 

confirm that she has been on the move and unsettled for a longer time. She is in her thirties 

but she does not have children or husband who would keep her in one place like Amanda. 

Blanche‟s past is gone now and since she does not have any family commitments, she 

wanders around places “and without support of family or hope for romance, she moves deeper 

into alcoholism, nymphomania and fantasy.”
10

 This unsettlement is one of the main signs that 

Blanche is an outsider and her lifestyle is in the contrast with the majority people in her age. 

When we see Blanche arriving to New Orleans, it is obvious that she will never be 

comfortable in this place because it is in the sharp contrast with her memories form the past. 

When she finally gets to the quarter where Stella lives, she cannot believe this filthy but 
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dynamic place full of various people from different social and ethnic background is the place 

where she has to spend her visit. Bigsby clarifies Blanche‟s reaction when he says that 

“Tennessee Williams‟s characters are in part victims of modernity [...] and in part the enemies 

of all that is vital and unpredictable.”
11

 Blanche definitely is the outsider who has difficulties 

with accepting and getting used to new things and places and she does not feel comfortable at 

all. She can hardly overcome her first impression and she ignores her sister‟s warm welcome 

and pays attention only to her own comfort, criticizing:  “Now, then, let me look at you. But 

don‟t you look at me...not till I‟ve bathed and rested! I won‟t be looked at in this merciless 

glare! [...] I thought you would never come back to this horrible place!”
12

 Her outsider 

character bans her from normal contact with her surroundings and even the people who are 

the closest, like Stella. She constantly checks her appearance because she is never sure of 

herself and always needs to do some small procedures to feel better. The fact that she is so 

dissatisfied with her own body and appearance then prevents her from accepting anything that 

is not absolutely perfect and the criticism becomes easier that accepting the truth. Amanda 

cannot understand that her daughter does not long for a career and high society, Blanche 

similarly cannot admit that her sister, form the same noble background, can be satisfied in her 

small apartment in dirty New Orleans.  

 For Blanche, reality is also unbearable and for survival she needs several things that 

give her hope but at the same time she can use them as an apology for her mental or physical 

condition. In her case, the past is full of bitter experiences which she has not coped with and 

they still control her life. Amanda has Laura who can help her overcome the bad and revive 

the pleasant. However, Blanche is alone and has no one to confide in. Bad experiences shape 

her life as an outsider who once lost something and has never managed to fill the blank space. 

Thus, Blanche nervously admits that their plantation Belle Reve is lost and hysterically 
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reproaches Stella for not being there when needed: “But you are the one who abandoned Belle 

Reve, not I! I stayed and fought for it, bled for it, almost died for it!”
13

 Blanche is 

undoubtedly crushed by the loss of the property which was not only a comfortable home, but 

it represents the whole background to her personality. Belle Reve, important part of her 

southern past, is gone and she might go through the same crisis as Amanda because they were 

both exiled and are forced to live in a new hostile environment. Losing the property meant 

also losing a crucial part of her life and consequently part of herself. Blanche does not 

consider this loss a natural development, she does not realize that sooner or later she would 

move out anyway and Belle Reve would be again only a memory – as it is now, only in 

different circumstances. Louise Blackwell in her essay “Tennessee Williams and the 

Predicament of Women” explains that Blanche‟s problem might originate in the past because 

she “remain[ed] with her aged parents long beyond the marrying age for most women and 

later staying behind to try to save the family estate [and] since [she] had adjusted to an 

abnormal family life, she was unable, when she had an opportunity, to relate to the so-called 

normal world of her sister.”
14

 This could clarify Blanche‟s violent speech to her sister who 

has obviously coped better with all the changes that happened in her life.  

 Blanche has also a problematic relationship with people, especially men, that is rooted 

also in the past and still influences her present interaction with others. Like Amanda, Blanche 

also probably used to be surrounded by the people with good manners from the upper classes. 

Only Blanche does not live in the South anymore and the United States is full of different 

people who have different backgrounds and thus also their behavior cannot be alike. Blanche 

with her oversensitivity can hardly put up with it, especially when Stanley, Stella‟s husband, 

who represents this new modern age is now near her, the two being always in a tense 
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confrontation. Stella sees that Blanche does not fit into this new world full of various people 

and therefore she tries to prepare her for the relationship with her brother-in-law: “You‟ll get 

fine together, if you‟ll just try not to – well – compare him with men that we went out with at 

home.”
15

 Even though Blanche was informed, she remains terribly inflexible due to her 

outsider character. In the course of play, Stanley becomes the main representative of reality 

who will try, often torment, Blanche in confrontation when she will try to preserve her 

illusions and memories that suit her best. Like Amanda, she will also prove that she needs 

dreams to cope with the unpleasant reality. Bigsby confirms she is one of the typical 

Williams‟s characters who “react with nervous gesture, a lie, a dream” when “the world 

presses on them.”
16

 

 In Shepard‟s plays outsiders are put in completely different settings even though their 

life situations might resemble the characters from Williams‟s plays. In True West, we get to 

know Lee who is in his forties and meets his brother Austin after a long period of separation. 

Together they spend several days in their mother‟s deserted house that Austin was supposed 

to housesit but which continually changes to a real battlefield where two brothers are in the 

tense confrontation. Shepard said that he wanted to write something about the duality of 

human character in which two elements are always fighting: “I just wanted to give a taste of 

what it feels like to be double-sided.”
17

 Lee stands for the darker side of human nature. It is 

well depicted through his outsider character who is not settled and his life style is not so 

typical for the in his age. From the start we can see the tension between the two brothers, 

which Lee is mostly responsible for. To every Austin‟s question he reacts with visible 

irritation, like he was offended or he fights back with some bitter sarcastic comment. His 

behavior can be explained as some kind of immunity system against his brother and the 
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society he represents as well as the environment where he does not feel so comfortable. 

Austin who has his career and family is the opposite of Lee who is “the violent, macho loner 

with his old-fashioned, if twisted, sense of honor.”
18

 We can see that Lee is both „social‟ and 

„spatial‟ outsider because not only he does not fit into the society represented by his brother 

but he also feels uncomfortable in the city neighborhood where the play is set. What is more, 

the reason why Lee came down among people also isolates him again as an outsider not only 

from his brother but the whole setting. Since he does not have a regular job like majority of 

people in his age, Lee came to rob people‟s houses because it is his means of survival. His 

choice of „making his living‟ is understandable since we know that he does not feel 

comfortable almost anywhere, not even in the house of his mother which he used to know and 

he prefers the desert. It is then very improbable that he would be able to function in a team of 

people in the long term and in a place that would probably be always in a conflict with his 

outsider identity. In a way, the two brothers remind us of Williams‟s sisters Blanche and 

Stella, who also come from the same environment but their later lives each developed 

differently. Lee comes from the same background as Austin and yet when he comes back after 

several years to the place where he used to live, he finds it „remote‟ and he feels lost, in 

comparison with Austin whose current home is very similar their old one.  

 Lee feels like he was in some kind of torture chamber because of all the annoying 

sounds from outside like chirping crickets and yapping coyotes that drive him crazy. He has 

similar problems, like Blanche, to relax in a new environment. It is not what he was used to 

and for the outsider, his feelings of uprootedness are even stronger. Lee never ceases to 

compare this place with the desert which was his home and where he felt that he belongs 

there. Ironically enough, the desert with its extreme weather conditions was more comfortable 

place to him that the environment where his mother lives. What is tolerable for most of the 
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people, mother‟s neighbors, is not tolerable for Lee who never belonged to the majority. 

When Austin aptly remarks that it must be the same hot unbearable weather as it is the city 

where they are right now, Lee answers: “Different kinda‟ heat. Out there it‟s clean. Cools of 

at night. There‟s a nice little breeze.”
19

 Lee admits that in the desert, there are of course 

crickets, coyotes and heat, but there he does not mind any of these. Majority of people would 

never choose to live in a desert even if there was a nicer weather in the evening than in the 

city. In addition to that, Lee could have idealized the life in the desert.  In Lee‟s identity we 

can see him also being a dreamer. He never manages to assimilate to the new environment, he 

rather chooses to idealize the desert in his dreams or fantasies. It is similar to the situation 

when he mocks his brother and his lifestyle, fantasizing about the things that might not be 

even true about Austin. Lee‟s dreams help him make his stay at the mother‟s house more 

pleasant, like Blanche did with idealizing Belle Reve, both then being unable to enjoy 

anything anywhere else. The environment in Shepard‟s plays is different form Williams who 

chose closed spaces of apartments that either made the characters feel safe, in the case of 

Laura, or it provoked various anxieties as it was with Blanche. True West or Fool for Love is 

set in the western part of the United States and they are often associated with wild nature, 

boundless deserts and also vast parts of unoccupied land. Bottoms explains that “western 

locations [...] evoke both lostness and occasional flashes of melancholy beauty”
20

 which both 

brothers can feel. Austin would feel lonely and lost in a desert, saying “[he] would go crazy 

[even] if had to spend three nights in a motel by himself.”
21

 Lee, on the other hand, misses 

desert when he nostalgically remembers it with everything good that it brought him and likes 

to brood over the period when he was there. Since he is the outsider and currently not in the 

territory where he would feel, it is difficult to adjust. Thus, it is not surprising that Lee reacts 

in all sorts of ways when he is in confrontation with reality. 
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 Lastly, in Shepard‟s play Fool for Love we also meet outsiders in a situation that has 

been repeated many times before but they still cannot adjust to it or fix it. In this play there is 

Eddie and May, stepbrother and stepsister, who are connected not only through their 

biological father but also in their own incestuous relationship that has been going on with 

short breaks for about fifteen years and now is in the very fragile and easily breakable state of 

reunion. Like Lee from True West, they also are also „double‟ outsiders, singled out form the 

society as well from the more traditional environment such as city suburbs. They are both 

situated in a cheap shabby motel room where May is accommodated at the moment and where 

Eddie comes for an unexpected visit after one of their many separations. From both their lives 

we can see that they do not fit among the majority people of their age who have a decent full 

time job and are more or less settled. Eddie seems to be the one who is even more lost than 

May. Bottoms, realizing her undeniable outsider identity can still praise her “practicality, 

inventiveness a clear-eyed assessment of their situation.”
22

 She is then „above‟ Eddie, in 

seeing and accepting reality, who childishly boasts about travelling more than two thousand 

miles to get to May because he missed her again and now came even with the plan for their 

future together. The fact that he has travelled so far only to revive this uncertain relationship 

with May, which he always leaves in the end, is not practical and it is not worth it. Besides, 

since their relationship perpetually comes to existence and then dies out, his idealistic plan for 

their future is not based on anything solid that would guarantee that this time everything will 

be different. Nevertheless, he has this only notion and thus his vision of reality is blurred.  

 The whole process of travelling and planning their future without May suggests also 

Eddie‟s need to reassure his male identity. From this point of view, it does not matter that his 

travelling is useless and the relationship with May is impossible, he can at least prove to 

himself that is still able to pick up all his stuff, travel such a long distance only to see his 
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woman and even to secure their future. Carla McDonough explains that the whole play Fool 

for Love “explores how men use and abuse women in quest for their male identity.”
23

 The fact 

that all his plans about living in a trailer and having a nice farm are only his cozy illusions is 

shown in May‟s strong disapproval. Her reaction shows the other side of his plans, much less 

pleasant, which of course never occurred to Eddie: „What do you think it‟s like sittin‟ in a tin 

trailer for weeks on end with the wind ripping through it? Waitin‟ around for the butane to 

arrive. Hikin‟ down to the Laudromat in the rain. Do you think it‟s thrilling or something?”
24

 

Not only does May point out the serious drawbacks of this way of living, but she also points 

out Eddie‟s outsider‟s life that would suit him best. It also confirms his inability to accept the 

reality because he prefers departure to some illusion that gives him the feeling that this time, 

it can really turn out well. We can see that important part of his outsider‟s life is formed by 

his dreams that help him cope with the real life. In dreams, he creates exactly the life he 

wants, even though it is impossible that he will ever have it.  

 May seems to have more control over her life and her view is more realistic. However, 

her independence and ability to see the reality more clearly is partly the result of being forced 

to be this way. Since Eddie always leaves her and she stays alone, she had to learn to be on 

her own. Still, she has never been able to make the firm resolution to leave and never come 

back to her lover-tormentor and thus they always very easily start the new destructive phase 

of their relationship. Even though she realizes that in the end she is always left alone, every 

time when Eddie enters her life, all her resolutions are not strong enough. This makes her the 

outsider who would always fall into the destructive process, being according to Lynda Hart 

“imprisoned within the circle of their lives”
25

 instead of having the life as other normal people 

in her age. From time to time she manages to draw her life nearer reality, for example when 
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being employed as a cook. However, her having a job is not a thing that Eddie would approve 

of or encourage her in. He is surprised when he finds out that May is genuinely trying to have 

normal life and work but at the same time, he mocks her cooking abilities. Eddie‟s reaction 

can demonstrate that he as the outsider does not like these new circumstances because May 

could suddenly somehow disturb the way of life he is used to. He himself does not have a 

steady job, he makes a living as a rodeo performer which nicely fits in his life since he is 

unsettled and always on the move. The job of a rodeo performer does not force him to stay at 

one place and he does not „suffocate‟ as he might in more traditional working environment. 

As he does not have to feel tied to a relationship with May, he has no obligations to his job. 

His only problem is that he cannot admit that May can be changed now and she might not be 

the woman he drove more than two thousand miles to pick up and make her live with him.  

May also feeds these feelings of jealousy and manipulation in Eddie with her own 

illusions that are rooted in the nature of their relationship itself and also her outsider identity. 

They are illusions about Eddie‟s potential lover whom she derisively calls „Countess‟ and 

who is supposed to wait in front of the motel where May lives, driving May crazy. The 

Countess never appears in the play, she is only talked about and exists mainly in May‟s 

illusions where she became a monster who haunts her. When May is absolutely convinced 

that she is really there, “[her] fantasies seem to have become so real that they are „real life‟.”
26

 

May is of course easily defeated because she was disappointed so many times that her self 

confidence is almost nonexistent. The Countess who exists mainly in May‟s imagination 

confirms that May also tends to run to her world of illusions from the reality in which Eddie 

always hurts her with his escapes. In the illusions where Eddie‟s potential lover appears, May 

gets very angry that, but at the same time these illusions help her calm down she is the one 

who was hurt by others. She then can live with the notion that nothing is her fault and she is 
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only the victim. Doing that, she only validates her identity of the outsider who creates 

illusions that help her survive in the hostile reality.  

That the past in the play Fool for Love mingles with the present is even more visible 

than in the plays discussed before. It is mainly because of the character of Old Man – the 

father of both Eddie and May who physically appears on the stage but according to Shepard‟s 

production notes he actually exists only in the minds of the two siblings when they recall 

many situations form their past in which he plays an important role. The past mingles with the 

present also because of the cyclic form of the siblings‟ relationship. The situation that we read 

about at the moment is basically the same situation that has happened many times before. The 

Old Man is important character also because when he appears in the memories of one of his 

children, it draws us back to their childhood that they naturally associate with various feelings 

that help us understand what is going on in their lives at this time. Since Eddie and May are 

stepbrother and stepsister, each of them goes back to his or her own memories where two 

mothers are found and alternately the father figure appears. When they were only children, the 

father was for some time with one mother and child, then he sneaked away to the second 

mother and her child. The present relationship of May and Eddie then sort of copies the 

pattern that was created long time ago because “lovers are seen to be simply reenacting the 

disastrous, eternally unsettled desires of their parents.”
27

 Eddie with his sudden escapes and 

arrivals clearly remind their father‟s behavior who was never able to choose only one life of 

the two and he constantly ran back and forth between his two incomplete families. Eddie‟s 

“conflicted need for independence and their absolute need for contact with a woman”
28

 was 

basically rooted already in his father and he only inherited it. Similarly May accepted the 

same role that was played both by her and Eddie‟s mother. Even though she can live on her 

own and tries to integrate into the normal society, she forgets and leaves everything behind 
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every time Eddie comes for her. From Eddie‟s and May‟s memories we find out that none of 

the mothers had ever asked the Old Man where he was all those long months and always took 

him back without any accusations. On this point May differs from the mothers because she 

repeatedly admits that she hates Eddie and does not want start the same old process all over 

again. Unfortunately, she is never successful and their relationship goes on in the same 

vicious circle. Their past and present are thus blended and they remain the outsiders as they 

remain in their relationship.  

The past and present is equally important in analysis of Williams‟s and Shepard‟s 

outsider characters. Many experiences that happened long time ago made a great impact on 

them and are still part of their lives on a certain level. The characters usually go back to the 

past through their memories, dreams and illusions form which a big part can be very likely 

made-up. Nevertheless, the past often explains the present. Amanda‟s need to manipulate and 

control her children is there to secure the similar comfort she once knew. Laura‟s humiliating 

memories from high school help us understand her extreme shyness and fragility that mirrors 

her glass animal collection. In Shepard‟s plays, characters also cannot detach completely from 

their past. Lee who is a stranger in his mother‟s hostile house constantly goes back to the 

desert he used to live in and compares the two. Eddie and May who are connected in their 

difficult relationship also struggle with the present situation which is just one of the many 

repetitions from the past. The analysis shows how the past and present cannot be omitted in 

the case of any of these outsiders because their present problematic lives mingle with the past 

experiences and together give us complete image about individual outsiders.  
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Chapter 3: Outsider’s confrontation with reality 

 

The previous chapter I discussed the present and the past in the outsiders‟ lives, how the 

experiences from past influenced them and in what situation they are found at the moment. 

This chapter will focus on outsiders‟ confrontation with reality that is around them. Each of 

the outsiders is in constant confrontation with reality since the reality is the environment in 

which they are found. Reality is also introduced through other characters who often represent 

the opposite to outsiders and through the contrast between them we can better see the 

outsider‟s confrontation. Blanche from A Streetcar Named Desire uses various ways when 

she confronts the reality when it disturbs her own outsider‟s world. Thus, she often flees to 

the world of illusions or if she has to stay in the real world, she tries to reduce her suffering 

differently. One of her obvious strategies is drinking alcohol. Alcohol accompanies Blanche 

right form the beginning when she arrives to New Orleans. Exhausted after the travelling and 

mainly distressed from the new environment, she tries to calm down with an alcoholic drink. 

As it was said in the previous chapter, the environment and the reality of New Orleans is 

almost unbearable, she does not know how to face it. Blanche of course defends and explains 

her craving for alcohol to her sister: “Now don‟t get worried, your sister hasn‟t turned into a 

drunkard, she‟s just all shaken up and hot and tired and dirty!”
1
 As an outsider, she feels lost, 

unable to fit in the environment and people around. She cannot or even does not want to 

adapt, so the simplest way to reduce and blunt reach of reality is drinking alcohol.  

 However Blanche cannot calm herself down for the whole course of the play and she 

is never able to get the refreshment that would help her feel more comfortable. For the whole 

time, she stays tense, irritated and she reacts overly to a smallest impulse from outside. Apart 

form the New Orleans atmosphere and Kowalski‟s apartment, she is also very sensitive to her 
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sister‟s husband Stanley. She is in a sharp contrast with him and in their relationship we see 

everything Blanche uses to defend herself when she confronts him. She is similarly in 

disharmony with him as she is with the rest of the environment and their relationship does not 

start well. When Blanche is the representative of the world of illusions, Stanley is the 

prototype of a modern American citizen and reality that she hits against. Christopher Bigsby 

says that what matters in Stanley is “his force as a cold, pragmatic, and powerful, if spiritually 

maimed future.”
2
 Stanley is interested in her previous life and the reason why she is visiting 

and he gradually finds out about the lost plantation Belle Reve. He, however, is not willing to 

understand Blanche‟s sensitive character or background that is now lost and left marks on his 

sister in law. The only thing he cares about is whether he has or has not lost some property 

thanks to Blanche‟s suspicious behavior. When he discusses in secret with Stella the losing 

Belle Reve which is not transparent, he says resolutely: “I‟ll wait till she gets through soaking 

in a hot tub and then I‟ll inquire if she is acquainted with the Napoleonic code. It looks to me 

like you have been swindled, baby, and when you are swindled [...] I am swindled too.”
3
 Here 

we can see Stanley‟s pragmatic thinking that is so different from Blanche. She also feels the 

difference that is between them and she tries to block the tension that is present in Kowalski‟s 

household by having long relaxing baths. The bathroom with the bathtub full of hot water 

then becomes the only place where Blanche feels more comfortable. She runs to her sanctuary 

and her bathing rituals always when something from outside disturbs her and she cannot take 

it, searching for calm. One of such situations is when there is a poker night at Kowalski‟s 

place and the household is suddenly full of dirty noisy men. Blanche feels like there are more 

„Stanleys‟ in the room and her feelings of anxiety are intensified. She has to make sure with 

Stella that her look is acceptable when she will be passing by the party but only after couple 

of minutes spent among the poker players she announces to her sister: “My nerves are in 
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knots. Is the bathroom occupied?”
4
 Even though the hot bath is one of her ways to confront 

reality, she never manages to calm down for more than couple of minutes and her bathing has 

only a temporary effect.  

 When Blanche does not have the opportunity to take a bath, she finds another way to 

face the reality and relieve the stress from it. She dresses into pretty clothes she brought and 

surrounds herself with nice objects that make her feel more relaxed. The trunk she brought 

with her is filled with dresses and jewelry, which do not cost much but for Blanche they still 

have great value and often help her to survive in difficult situations. Blanche puts barrier 

between herself and the whole New Orleans environment not only by her harsh criticism but 

also with her appearance and clothes she wears. The dresses she brought are kitsch which she 

combines with her cheap accessories. For Blanche they are important because they remind her 

of old times where people used to have good manners. Bigsby explains that “Blanche turns 

her life into an art work. Her trunk is full of clothes for the various roles she plays while she 

transforms the Kowalski apartment with the eye of a theatre director.”
5
 With her wardrobe she 

tries to relieve the pain form the hostile environment. In these clothes, she feels more noble 

and she can imagine herself not as a aging woman without family or job but as a lady whose 

life is so nice as her clothes. The important part in her role playing is a perfect make-up, 

which however is never shown because Blanche prefers hiding in shadows and soft light. The 

day light or a harsh light from a naked light bulb is also part of the reality that shows her age 

she does not want to see because she cannot accept it. Instead of accepting it, she is fighting 

with it and either tries to avoid it, by not going out during the day, or she accepts it when it is 

toned down. That is why Blanche installs a paper lantern which will cover the unmerciful 

light bulb insolently showing every wrinkle and expression of anxiety in her face. All these 
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strategies are part of Blanche‟s fight against the reality. Nevertheless, what Blanche comes up 

with does not solve the problems she has, they are only temporarily softened.  

 Amanda from The Glass Menagerie also has several methods to confront the reality. 

Planning the future for her children and her visions about the better life are probably her main 

strategy in her fight with reality. Like Blanche, Amanda is not able to accept the reality in 

which she would see that her family is poor, left by the father and their relationships are also 

broken. However, she decided to soften this hostile reality by her affection and plans will be 

fulfilled. John Gassner explains, that “Amanda is redeemed by solicitude for her children.”
6
 

She does not admit that her family has some problems and she does not try to find the 

solution. Instead she tries to create the illusion of the healthy family with all her affection and 

care. When she speaks about the future, she always counts in all the members of the 

Wingfield family: “We have to do to all that we can build ourselves up. In these trying times 

we live in, all that we have to cling to is – each other...”
7
 Every one of them has his or her 

own independent life – Tom who financially supports the family still prefers fleeing to the 

cinema form the unsatisfying home and Laura  prefers the closed room where she is 

accompanied only by her small glass animals. Nevertheless, Amanda always fights against 

this fragmented and unhappy reality in the household with the solidarity which she hopes to 

be revived also in her children. The notion of this cooperation within their family is not real 

because Tom‟s departure and abandonment of the house is inevitable and will happen sooner 

or later and Laura fled to her own world of glass animals long time ago and does not want to 

be part of her mother‟s plans. 

 Amanda in her confrontation with reality also plays different roles like Blanche who 

wears different clothes. Amanda hopes that everybody would believe in the different roles she 
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adopts. Being a perfect mother is one of the roles. The irony is that her motherhood never 

quite fulfilled her as she hoped or expected. Her constant criticizing and dissatisfaction with 

her children‟s lives leaves her in a position where she can at least pretend that everything is 

fine and she really is a very good mother. We can see it in a situation when calls to her friends 

and tries to sell them the magazine called The Home-maker’s Companion that helps mothers 

and wives achieve a harmonic household. When she is on the phone, she really looks like a 

prototype of a woman described in the magazine because she is very compassionate, in a very 

good mood and kind. The irony is that Amanda in the real life is the sharp contrast with the 

women for whom the magazine because “[she] has failed as a homemaker.”
8
 

 Another role that Amanda adopts is a matchmaker. The relationships of her children 

should not be in her hands, but she cannot respect it. She cannot bear the reality in which 

Laura does not have so many gentleman callers like she used to have and Tom with his way 

of life thwarts all the chances for a good relationship. For Amanda, it is easier to give orders. 

In this role of a matchmaker she decides to take care of everything and not only express her 

wishes like she did before. She finds this new role after the reality disappointed her when 

Laura stopped going to a typewriting school and in Amanda‟s opinion destroyed her future. 

She very quickly managed to forget her initial feelings of disappointment, reproaches and fear 

and replace them with a new plan: “Girls that aren‟t cut out for business careers usually wind 

up married to some nice man. Sister, that‟s what you‟ll do!”
9
 In this situation Amanda had the 

chance to realize all the unpleasant things and the reality, however, she chooses to lie. In this 

process of self-deception she also integrates Tom. His job is to find a decent man who can 

come for a visit and if things go well he would be willing to marry Laura. In this situation, 

Amanda‟s self-deception does not stay only in her mind, it grows bigger. When Tom finally 
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announces that he got the man who will come for a visit, Amanda tries to create an illusion of 

an ideal home that should help her marry Laura and secure her future. Like Blanche, Amanda 

also hopes that the potential husband will believe that the Wingfield household really is a 

cozy home without any problems. In the process of creating this lie, Amanda cleans the 

house, cooks delicious dinner and she makes almost a perfect woman from Laura that simply 

cannot be refused. Laura who realizes the absurdity and artificiality of these preparations 

says: “You make it seem like we were setting a trap.” 
10

However, it is not the gentleman 

caller who falls into trap, it is Amanda when in the end of the play she finds out that all her 

preparations were useless. However hard she tried, her efforts originated from an illusion 

when she again refused to see and accept the reality. 

 Laura can sometimes see the reality more clearly than her mother when she realizes 

that she will never have so many gentleman callers as Amanda and that even if some man 

showed up, she would never be as vivid as her. Nevertheless, in other situations she also fails 

to see, accept the reality and she finds various ways to confront it, also with her lying and 

concealing the truth about not going to typewriting school any more. Laura is not able to face 

her mother who paid for the course and put all her hopes in her. She refuses to stand up to her 

and say the truth why she stopped going there. She prefers lies, only waiting when it will all 

collapse. For her it is more bearable to spend her days in parks and museums, where she is 

alone, but that is still better than sitting in the school where she did not feel comfortable or 

speaking to her mother. Here we can see that Laura tries to avoid two things – the school 

environment and her own mother. For this we can also see the mother-daughter relationship 

that does not work so well because Laura is not able to tell her the truth. When we know that 

Laura is shy, we can understand her fleeing from school but the fact that she cannot tell it to 

her own mother, one of the two closes people she has, shows deeper problems in their 
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relationship. Laura is not brave enough to face her mother‟s plans and illusion. She knows 

that Amanda has certain plans that she has to fulfill. Still, she is not able to stand up to her and 

say that she is not that daughter Amanda created in her illusions.  

 Laura often emphasizes her physical imperfection and shyness and it often serves her 

as an excuse for the things she could do in her life but she chose not to. The fact that she 

deliberately puts her problem between herself and the fulfilling life is only another way to 

confront the reality. Of course, the imperfection can affect her self-confidence but it does not 

stop her from living and enjoying her young life. Bigsby explains that Laura “in her child-like 

world of glass menagerie is denying her maturity and the life‟s.”
11

 Thus, with denying the 

maturity, she also denies herself all the possibilities that an adult life offers her. Laura goes 

away, without even trying, from all the activities that are natural for other people at her age. 

She spends her days doing the purposeless and und useless activities which fulfill her days. 

The day when Amanda finds out that Laura left the school, going resolutely to discuss it, she 

interrupts Laura in her favorite activity – polishing her fragile animals from the glass 

menagerie. Laura suddenly panics because she knows that her mother wants her to do 

something more useful and thus she immediately takes her typewriting chart, pretending that 

she was studying it. It is another proof that Laura not only refuses to face her mother but also 

denies doing other activities that could enrich her life. When she finally admits that she chose 

escape, she apologetically says: “I couldn‟t face it!.”
12

 She does not realize that the school 

represented another chance for her to integrate, practice her communication skills with 

people, and learn to control her extreme shyness. The beginning would have been difficult, 

but if managed to overcome it, it would benefit her whole life. Besides, it is not only this 

typewriting school that she could not face. Later, in conversation with her only gentleman 

caller she admits that she could not finish the high school. Laura‟s life is thus full of proofs 
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that her handicap and timidity ripped her off because she could never really enjoy all the 

normal things life brought. Even though she never was so friendly and open like her mother, 

she could still have fulfilling life. What is more, he staying indoors or strolling in parks could 

be little bit more bearable but is still does not make her happy.  

 In Shepard‟s play Fool for Love, the outsiders also find various means to face the 

reality after they refuse the possibility of accepting it. As it was discussed in the previous 

chapter, May is a bigger realist, able to see things as they really are, so it is mostly Eddie that 

shows his desperate fighting with reality that is everywhere around him. When Eddie returns 

to May after travelling a long distance, he comes with the plan for their future. Their living 

together that he prepared and idealized in detail in his head is part of his illusions and outsider 

world which he often runs to. But May is not be easily lured into his world of illusions. When 

she says to him that she will not join him, it is another blow from reality. As it was discussed 

in the previous chapter, it is the reality that Eddie does not want to accept and he confronts it 

only with more and more self-deception and persistent persuading. He hopes that if has the 

right arguments and manages to present his ideas convincingly, May will finally decide to go 

with him. He does not take into consideration the possibility that May would not go with him 

and even when he sees she is not excited about his ideas, he is very persistent and does not 

want to give up.  

 Also the way Eddie speaks to May is important. His persuading becomes more 

significant and stronger since he often takes her as an object that he can move from one place 

to another. He knows, that in this way he can fight the reality even more successfully. Thus, 

he confidently announces to her: “I‟m not lettin‟ go of you this time, May.”
13

 We can say that 

the more reality shows him that he is not right, the more Eddie fight against it with stronger 

and more convincing arguments. Bottoms explains this never ending persuasion as following: 
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“[H]aving established this rather dull, repetitive vocabulary, Shepard uses it to build a kind of 

pulsating insistence into many of Eddie‟s subsequent comments.”
14

 The fact that his 

persuading and planning the future is only his way to confront the reality he cannot stand is 

also shown in the situation when the Old Man enters his mind and through his words we can 

see Eddie‟s struggle. When Eddie lies in pain on the floor after May kneed him in the groin, 

this physical attack also being May‟s disapproval, Old Man‟s words also confirms Eddie‟s 

inability to accept the reality: “I thought you were supposed to be a fantasist, right? Isn‟t that 

basically the deal with you? You dream things up. Isn‟t that true?”
15

 Even though the notion 

of Old Man in Eddie‟s head is biased because they saw each other long time ago and Old 

Man‟s words can be modified by the emotions and feeling that connect two men, definition of 

Eddie as a fantasist and outsider is not inappropriate.  

The more Eddie finds out about May‟s life and things that have changed, the more he 

has to fight the reality. Her words that she is not in love with him any more and her request 

that he should leave would have never made such a strong impact on him if she did not 

mentioned that she is waiting for somebody to pick her up. This information starts Eddie up 

and his fighting and persuading is again stronger. Instead of admitting that he has been gone 

for a very long time and that it is absolutely natural that May should have a boyfriend, he is 

blinded with jealousy and he immediately sees the rival that needs to be defeated. His 

jealousy is obvious even though he tries to keep the pose that he the potential boyfriend does 

not bother him, confidently boasting that he is the only man in May‟s life: “I didn‟t come here 

to because you were seein‟ somebody else! I don‟t give a damn who you‟re seeing! You‟ll 

never replace me and you know it!”
16

 Nevertheless, he cannot and does not want to realize 

that he is the one who left May last time and many times before. And he cannot admit that she 
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had to live her life without him and now has a boyfriend. He simply cannot accept all this 

because he decided to travel a long time to get her, prepared the future for them and he cannot 

allow another man to take it away from him, even though it is just a beautiful illusion.  

The important part of Eddie‟s confrontation with reality, in which there is also May‟s 

potential lover, is also his showing off which he uses together with mocking. Both these 

reactions are his way of accepting the fact that he really might not be the only man in May‟s 

life. What is more, he is not even the greatest man he so desperately pretends to be. Inside, he 

realizes his weaknesses and thus, he tries to cover them with either by emphasizing his own 

masculinity or mocking Martin‟s manliness. Manly was not only Eddie‟s long travelling or 

planning the future. When he feels jeopardized by the rival, he has to go further show more of 

his masculinity.  That he intends to make an impression on Martin as well as May is obvious. 

In the scene where he starts to practice his tricks with ropes, May gets the chance to mock 

him: “Why are you going through this whole thing again like you‟re trying to impress me or 

something. Like we just met. This is the same crap you laid on me in high school.”
17

 

Nevertheless, Eddie must show that he is the one who loves her more and he can prove it as 

well: “Well, it‟s just a little testimony of my love, see, baby. I mean if I stopped trying to 

impress you, that‟d mean it was all over, wouldn‟t it?”
18

  

When showing off is not enough to impress others, Eddie starts nagging and uses 

violence to make May and Martin feel uneasy. In this process of making other people feel 

uncomfortable he himself needs to be reassured, to know that he is still needed in May‟s life, 

hoping that he can discourage the man who might take his privileged post. After he 

indelicately says to May that surely nobody would come and she must have made the 

boyfriend up only to make Eddie jealous, Martin the rival really appears. Suddenly, in front of 
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Eddie, there is strong representative of reality Eddie hoped did not exist or at least would not 

come. Eddie tries to get back his self-confidence ridiculously trying to make May look 

unattractive and undermine Martin‟s self-confidence. After he has been trying to make Martin 

feel as uncomfortable as possible, Eddie wants to seal his victory by mentioning that he is not 

actually May‟s cousin. He tries to laugh unconcernedly and makes a snappy remark: “Now 

you‟re really gettin‟ tense, huh?”
19

 After that, Martin decides to leave because he feels 

uncomfortable but Eddie does not want to let him and uses violence, hitting him against the 

wall, to prevent him from leaving. This shows Eddie‟s tenseness created by confrontation 

with unpleasant reality. Since he does not want to or cannot understand that many things have 

changed, he has to use various means to cope with it. 

May can definitely confront the reality better because many times she can accept it 

and she does not have to use any strategies to fight against it. Nevertheless, in some situations 

she also has problems to accept the reality how it really is and she also defends herself. When 

she realizes that Eddie is persistent and plans to stay at her place for a longer time, she starts 

to panic and is afraid because she awaits Martin. Since Martin is not familiar with the absurd 

and ongoing relationship of Eddie and May, she fears that he would leave disgusted and never 

come back. Now May realizes all the risks that Eddie brought with him when he decided to 

visit her. She knows that their relationship broke up many times before and she is aware of all 

the absurdities and illusions that represent big part of it, realizing that they can threaten her 

new relationship. However, later she also prefers lying because she is not able to admit her 

dysfunctional relationship with Eddie and decides to lie to Martin, not willing to say how they 

really know each other. Here, we can see her weakness because she at first says to Eddie: 

“And now I plain don‟t love you [...] I don‟t need you. I don‟t want you. Do you get that? 
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Now if you can still stay, then you‟re really crazy or pathetic.”
20

 And Eddie is pathetic and 

always running to his world of illusions since he again decides to stay with her, even though it 

never worked out for them. Nevertheless, she immediately forgets these strong words when 

Martin enters her motel room. She cannot say openly who Martin is and by not doing it, she 

denies herself the great chance to finally accept the reality. Yet she decides to introduce Eddie 

as her cousin and thus stays in the middle of chaos created by her, Eddie and their desperate 

struggles with reality. 

In the previous chapter I discussed also May‟s escapes to the world of illusions where 

she created a monster from Eddie‟s potential lover who then haunted her and also threatened 

her position as Eddie‟s only woman. May created the notion about the woman whom she 

hates because she entered between her and Eddie. From this point of view, May‟s obsession 

with the Countess is similar to Eddie‟s with Martin. They both feel that their long relationship 

does not belong only to them and that other people are mingled now as well. Like Eddie, May 

also ceases to feel unique and cannot and she has problems to accept the fact that form time to 

time, she is replaced by some other woman. This jealousy of her is however in sharp contrast 

with the situations when she reproaches Eddie for disappointing her and erasing form his life 

so many times, adding that she hates him. McDonough explains that “May is fighting against 

this erasure, but she is also drawn to him in a masochistic desire for the very thing that will 

destroy her.”
21

 In case of May, we can well see her confrontation with reality because in one 

situation she can accept it, when she hates Eddie and send him away, in another situation 

when she fight against it, in the situations when she is jealous. The character of Countess, 

even though she never appears on the stage and is probably exaggerated to a large extent, still 

represents reality for May that could finally help her open her eyes and force her to end the 
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relationship with Eddie for good. May however prefers illusion where she is satisfied with the 

half truth that she is the one who is hurt and wants to show it to Eddie, that also explains her 

jealousy. To show it to him, her demonstration of jealousy is often vulgar and full of threats. 

In the situation when somebody starts shooting in front of motel, May is completely 

convinced that it is Countess and her jealousy becomes even stronger: “Who is that? Did you 

bring her with you! You sonofabitch! [...] You are gonna pay for this! I swear to God. You are 

gonna pay.”
22

 Even though her speech is affected by the emotions, this vulgarity and curse 

words are only other means how to confront painful reality. Especially in such situations 

when reality attacks her, May is also forced to use fight back with more weapons. Her 

behavior reminds Eddie‟s because they both decide to fight harder when they feel the pressure 

is greater.  

The outsider Lee from True West can remind us of Eddie with his confrontation of 

reality. His mother‟s household where he does not feel comfortable and the presence of his 

brother Austin who he has nothing in common with shows him the reality that he cannot adapt 

to and still has to face it. In the beginning of the play Lee is the one that has to present himself 

as a strong individual, able to take care of himself even though he does not have the life of 

majority of people. Bottoms also confirms Lee‟s need to be „armored‟ against enemies and 

adds that “the pretense at firm ego identity is compromised and undermined as the 

characte[r‟s] confrontations expose the fragility of the role [he has] chosen to inhabit.”
23

 

Thus, it is not surprising that Lee has to be watchful when he knows he can be defeated. 

When Austin, who is the representative of reality, which Lee has never been able to be part 

of, offers help to his brother, instead of thanks he only encounters Lee‟s touchiness and quick 

temper. Later when Austin tries to advise Lee not to be „visible‟ when he goes around houses 

stealing, he gets only Lee‟s offended reply that he should mind his own business. Lee who is 
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an outsider and thus also a kind of intruder in the hostile environment then cannot afford to 

admit his weaknesses. That would jeopardize his position in this new environment. Thus, he 

has to show that he is strong enough to cope with the reality that surrounds him. Similarly to 

Eddie, Lee also often mocks and his target is obviously Austin. He ridicules Austin‟s job, in 

which he does not have to do anything and only gets lots of money, enjoying the life in the 

company of other rich and influential people. With his mockery he hopes to weaken his 

„enemy‟ and strengthen his position.  

When the situation between the two brothers gets more tense, Lee defenses himself 

not only with mockery or degrading everything that is far from his life style. When Austin 

offers Lee money, Lee is extremely offended, angry and for expressing these emotions he 

uses violence. Shepard describes the tense situation in the stage notes as following: “Lee 

suddenly lunges at Austin, grabs him violently by the shirt and shakes him with tremendous 

power” saying to his brother: “Don‟t you say that to me! Don‟t you ever say that to me!”
24

 

Lee reacts similarly in many tense situations but he does not direct his anger and irritation 

only at his brother but also at inanimate objects in the house. In several situations we can see 

Lee demolishing various objects that he can find around. One of the unforgettable scenes is 

when Lee demolishes the typewriter by hitting it with the golf club. “The attack on the 

typewriter stems from inability to find language for his thoughts,”
25

 Bigsby reasons. Violence 

and aggression is Lee‟s strategy to confront the reality as well as it is often also means for 

communication when he cannot express himself with words. When Lee persuades Austin to 

write his western story script for him, because he cannot formulate his ideas into meaningful 

sentences, brother‟s help still does not relieve his tenseness. What is more, when Austin dares 

to express his opinion that the script is stupid and unrealistic, Lee quickly filled with anger. 

These are situation in which he feels strong emotions, struggles with nervousness and he is 

                                                             

24 Sam Shepard, True West (New York: The Dial Press, 2005) 8.  
25 Bigsby 186. 



 - 47 - 

not able to finish whatever activity he started or thought he had in mind. Besides, we can see 

that Lee could mock his brother and his way life but it does not work vice versa. Lee cannot 

accept the criticism, point of view from a realist, he takes it very personally as the attack and 

his natural reaction is to defend himself and when he cannot finds words, he uses physical 

force. 

When we consider also Lee‟s feelings of discomfort that are aroused in him for 

example from chirping crickets, it is not so surprising that he so often attacks inanimate object 

when tries to soothe his fury by throwing empty beer cans at the window, aggressively 

yelling: “Goddam these crickets! Shut up out there! This place is like a fuckin‟ rest home 

here! How‟re you supposed to think!”
26

 In this moment, we can again see how Lee‟s extreme 

touchiness, short temper quickly growing into aggression and violence. It is interesting that 

Lee reacts in this way not only in the beginning of the play but also after he exchanges the 

roles with Austin and he is supposed to be the one who is calm, responsible and able to 

control himself. However, he cannot endure being in this new role for a long time and very 

soon it is again him who needs to calm down. Gradually, he starts to feel uncomfortable in his 

new role and it becomes clear that it is very difficult to adapt fully to his new situation. It is 

because the whole environment disturbs him and Austin becomes unbearable with his 

mockery and provocation after their roles exchanged and he became like Lee in the beginning. 

His restlessness, dissatisfaction with the whole situation is only intensified. In the last scenes, 

when it seems that Lee and his brother get calmer with new day, it is very misleading because 

the tension grows to the last minute of the play, not offering the ending where the problems 

would be solved and Lee would stop fighting the reality back. 
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Chapter 4: Conclusion 

 

Previous two chapters dealt with my main argument that characters – outsiders in the works 

or Sam Shepard and Tennessee Williams for whom the reality is a different world and they 

have difficulties to be part of it. They have and prefer their own world that is more pleasant 

because it is created in a way they can feel comfortable in it since the real world cannot offer 

what they look for. It is created from their memories, that can be true or made up, and they 

help the outsiders survive. Part of their illusions is also their past, either pleasant or not, and it 

often gives meaning to their present life situation. Without the illusions the real world would 

be even more unbearable. The past often mingles with the present and is thus revived.  Except 

their fleeing from reality to the made-up world, outsiders fight it in other ways to reduce the 

tension from it. These various means of fighting with reality then again confirm their 

identities of outsiders. In Williams‟s women characters we could see mostly escapes and self-

deception, fear and lying. In Shepard‟s plays there were not only self-deception and mockery 

but also aggression and violence that helped them to cope with the reality they did not agree 

with.  

 Final scenes and the endings of the plays also support my argument about the outsider 

identity of main characters. Besides, in the final situations there is more tension and thus, we 

can see better the past mingling with the present and the confrontation with reality than not 

only surrounds but almost falls down at them. Especially these last moments can again 

confirm my thesis statement and they help explain the results of my analysis from the 

previous chapters.  The conclusion in the plays can also give better understanding of the 

course of characters‟ lives, what was in the past, present and how they deal with it.  

 In the last scenes of The Glass Menagerie, the outsider identity of both mother 

Amanda and daughter Laura reaches its peak. From Tom‟s point of view it is again confirmed 
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how their past influenced them and how they fight with the present. In the end of the play 

Laura‟s first and the last gentleman caller is finally supposed to come. Amanda cannot leave 

anything unprepared and she changes the unhappy and gloomy household into a place with 

congenial atmosphere, where not only the new decorations but mainly her vivacity and 

Laura‟s delicacy and beauty should impress Jim. Like Amanda tried before to make her life 

more agreeable with her illusions about the successful future of her children and 

misrepresented past, she does the same in these final scenes. Buying new things to the 

apartment, cooking luxury dinner and dressing up Laura as a beautiful irresistible woman is 

the peak of Amanda‟s fighting with reality. New decorations and gourmet meal are again to 

help her overcome the unpleasant bad financial situation and Laura is supposed to fulfill 

mother‟s dreams other never managed to. It is also confirmed that Amanda really lives from 

her willingness and helpfulness and every new chance for success moves her one step ahead. 

Nevertheless, she does not forget completely her failures when she did not manage to change 

Tom‟s lifestyle or Laura‟s pessimistic view on life. This may explain why she tries even 

harder in the end of the play. Nancy M. Tischler in her essay “The South – Stage Center: 

Hellman and Williams” clarifies the view of Amanda‟s failures and adds: “In this loving and 

cruel struggle for survival, the mother expects ultimate defeat, but her defiance in the face of 

impossible odds makes her stature all more heroic.”
1
 Thus, Amanda probably knows that the 

meeting with the gentleman caller will not be that successful but still, she tries and in the end 

of the play we can see certain heroism in her actions. It is interesting that only very last 

moment of the play presents her in a different light. When the dinner with Jim does not go as 

was planned because of his engagement with another woman, Amanda tries to cheer Laura 

up. According to Williams‟s stage notes, we do not hear spoken words, only see the 

pantomime „performed‟ by two Wingfield women. Thanks to this, Amanda‟s awkwardness, 

                                                             

1 Nancy M. Tischler, “The South – Stage Center: Hellman and Williams,” The American South: Portrait of a 

Culture, ed. Louis D. Rubin, Jr. (Washington: Forum Series, 1979) 350. 
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extreme eagerness and obtrusiveness is dissolved. Finally, she can be the mother that she has 

always tried to be but she was never able to do it right.  

 Laura also proved to be the outsider because she avoided various challenges and 

preferred the loneliness, lying, and also exaggerating her situation rather than accepting the 

reality. In the end of the play, when gentleman caller Jim is supposed to come, it turns out he 

is a schoolmate she knows. Laura cannot suppress her outsider identity and again wants to run 

away from him and the whole situation, being entirely stressed out and physically weak. Jim 

is not just some ordinary schoolmate that she liked few years ago. He is a former high school 

hero who was successful at everything he tried to do and was loved and admired by everyone. 

When he comes to Wingfields he admits that at the moment he is stuck in his life but he will 

not give up and accept life as it is now. Jim, with his way of speaking and charisma is in the 

sharp contrast with Laura. He is warm, friendly, thinks positively but at the same time can be 

very direct. He tries to speak frankly with Laura, advises her to work on her inferiority 

complex and then she can achieve success because she is exceptional. With his speech he only 

confirms his identity of an “emissary of reality” and a “chief spokesman of American 

dream,”
2
 being the opposite of Laura. In this case, he and the reality he represents is so strong 

that he manages to pull Laura in as well. Nobody managed to this with her before. People 

from high school, typewriting course and even her own mother were not able to impress 

Laura with reality. Jim with his charm, intoxicating flirtation, talent for speaking and self-

confidence built up by public speaking course he makes Laura the most ordinary woman. A 

woman she probably always wanted to be, who is not bothered by psychical or physical 

problems and enjoying her life. This change in Laura is symbolically suggested by the fall of 

the glass unicorn Jim throws down by accident. The glass unicorn then becomes the ordinary 

horse and fits among other animals naturally. Nevertheless, like Amanda never managed to 

                                                             

2 Roger B. Stein, “The Glass Menagerie Revisited: Catastrophe without Violence,” Tennessee William’s The 

Glass Menagerie, ed. Harold Bloom (New York: Chelsea House, 1988) 15. 
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get away from her outsider identity, Laura similarly cannot get rid of her unicorn-like identity. 

On the contrary, she gradually returns to it when Jim admits that he is already engaged and by 

this declaration is shown his “inability and impotence [...] to bring her into the real world.”
3
 

Laura tries to withstand this unexpected blow from reality into which she was forced her 

whole life, but she gradually declines to the safer world of her own. Even though Jim was 

probably the strongest representative of reality who challenged Laura to accept that reality, 

his effort proved to be useless in the end. The whole situation did not end up so well as was 

hoped but Laura could still have benefited from it somehow if she overcame the outsider in 

her. Nevertheless, this was not supposed to happen, as many times before when she did not 

finish school or the typewriting course and Bigsby only adds that Laura is unquestionably 

“sen[t] to spinsterly isolation.”
4
 

 A Streetcar Named Desire is unambiguously more dramatic and is ranked among the 

plays in which Williams does not avoid even a certain form of violence. This we could see in 

the whole course of the play when Blanche comes to New Orleans and she is already in a very 

bad condition getting only worse because there is not one situation in the play that would help 

her get better and more satisfied. Haunted by the past that brought her many disappointments 

and that she never reconciled with, Blanche gets herself in other situations that she has 

difficulties to cope with. Similarly, as the women from The Glass Menagerie, she also runs to 

the world of illusions or uses pleasant self-deception, alcohol combined with ineffectual long 

baths. Tischler observes that New Orleans “is the perfect place to end her tragic journey.”
5
 

This only confirms Blanche‟s outsider identity that she adopts more and more while visiting 

her sister Stella. The reality and its strongest representative Stanley constantly hit against 

Blanche‟s fragile world and with the upcoming ending of the play their encounters are so 

                                                             

3 Stein 11. 
4 C.W.E. Bigsby, A Critical Introduction to Twentieth Century American Drama: Volume II (Cambridge: 

Cambridge University Press, 1984) 104. 
5 Tischler 352.  
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strong that Blanche cannot endure any longer. In the ambiguous rape scene, Stanley „sends‟ 

Blanche far away from reality that she does not even have to fight it anymore because she 

ceased to see it completely. In the last scenes we see Blanche who completely exchanged the 

reality for her own world, in which she expects the phone call from some millionaire while 

packing her things for the yacht voyage she believes to go at. Bigsby calls Blanche‟s total 

withdrawal from reality a “lobotomized existence”
6
 in which she finally does not have to fight 

with reality. However, this new state of conditions does not make her healthy and satisfied. 

On the contrary, she is paralyzed as never before and instead of luxury yacht and happy life, 

there is only a mental institution. The ending of the play is not however surprising because 

Blanche was slowly but gradually steered to it. With every single fight with reality she 

confirmed her outsider identity which gave her only very little chance to survive in a hostile 

world and it can be said that Stanley only accelerated her inevitable fall. “While a terrible 

balance seems to be precariously maintained throughout [the play], there inevitably comes a 

time when the thumb comes down securely, sending [...] Blanche to into a sexless dementia.”
7
 

Blanche‟s sister Stella, also a representative of reality is shattered how the situation developed 

and she also has to force herself not to look for the truth and accept Blanche‟s fate as a lesser 

evil. Blanche with her way of life that did not fit into theirs disturbed certain balance that 

existed at Kowalski household. From this point of view, she was not the only one who had to 

fight against something; it was also everybody around her that had to fight with her. 

 In the plays True West and Fool for Love it was shown that the characters prove to be 

outsiders in a different way that the ones in Williams‟s works. Except escapes to the world of 

illusions and self-deception that is also a strategy of Williams‟s characters, it was shown that 

these characters solve their problems by cruel mockery, aggression and even violence. They 

also proved to be the ones who do not fit into given environment and they have problems to 

                                                             

6 Bigsby 49.  
7 Bigsby 104.  
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be part of any community of people, being almost outcasts, living in a desert, trailers or 

shabby motels. In True West, Lee was analyzed mostly in the comparison with his brother 

Austin who Lee is in contrast with. In the course of the play, it is interesting to watch 

development of the two brothers who in the beginning proudly represent their own worlds 

they live in and gradual questioning their choice that is connected with the fact that they roles 

were exchanged. During the play, we see Lee as he fights with the inconvenient environment 

either by mocking his brother to prove himself that he is in a better situation then his brother 

or when the situation is more tense, he becomes more aggressive and he uses violence that 

helps him to communicate. In last scenes, we can see how wildly he can fight with the reality. 

Lee is found in a situation where he tried how it is to live Austin‟s life and have his job. The 

problem is that the new role is far from perfect and it is again only confirmed how he cannot 

adjust to any circumstances. The tense situation causes that he even has to ask his brother for 

help with writing the script and agree that he would take Austin to desert later. We can see 

Lee in a different situation as in the beginning of the play when he proudly declared that he is 

an individual and can take care of himself. In the end of the play he openly admits: “I‟m livin 

out there „cause I can‟t make it here!”
8
 With this confession his outsider identity and freedom 

of his lifestyle is shown from a different point of view, since it is not his primary choice but 

he was rather forced. Carla McDonough confirms his confession with words that “living 

independently in a desert is as much a mark of failure as of independence.”
9
 However, that 

Lee could be forced to live in a desert does not change the fact that he still remains the 

outsider and he confirms his identity even more fiercely, desperately trying to finally get 

away from the hell of his mother‟s house. At that point he lost his motivation in earning a lot 

of money and breaks his promise to take Austin to a desert with an excuse: “I‟m clearin‟ outa‟ 

here once and for all. All this town does is drive a man insane. Look what it‟s done to Austin 

                                                             

8 Sam Shepard, True West (New York: The Dial Press, 2005) 49. 
9 Carla J. McDonough, Staging masculinity: Male Identity in Contemporary American Drama (Jefferson: 

McFarland&Company, 1997) 48.  



 - 54 - 

there. [...] I‟d rather be a hundred miles from nowhere than let that happen to me.”
10

 Here we 

can see that both brothers are confused, desperate and unhappy after they exchange their 

roles. Lee wanted to try to be a decent guy only finding out in the end that he has to run away 

from it. On the other hand, Austin suddenly claims that his former life does not make him 

happy anymore and thus insists on their agreement. In the very tense situation Austin also 

uses violence and aggression where he tries to strangle Lee with the phone cord, this being his 

way of communication with the brother. The very final scene in which we see two brothers is 

described as “the mystical death embrace of two fratricidal brothers” and the play “ends in a 

frightful vision of unresolved, eternal conflict. “
11

 Lee thus stays the outsider who does not 

want to give up his lifestyle, ready to fight for it and defend himself against the reality that 

might take it away from him. 

In the play Fool for Love, there was the outsider‟s fight with the reality analyzed in the 

context of two lovers and at the same time half-siblings. Typically for Shepard, they were 

again characters from lower social class that were not settled or tied by any social convention, 

they were only tied by their never-ending devastating relationship. They again showed that 

many problems were solved through aggression and violence that was their strategy against 

the unpleasant reality always showing what they could not or did not want to see. The play is 

special also because of the strong female element in the character of May that not only helps 

Shepard to portray his male character Eddie but is strong and valid character herself. Thanks 

to her, we could see better Eddie‟s effort to be masculine which is supposed to help him hide 

his own fear of insecurity and inferiority. May who often had to carry the „burden‟ of Eddie‟s 

personality is herself a full character who managed to be more often a realist but still did not 

avoid falling into her illusions and jealousy. When the play is almost at the end we see these 

                                                             

10 Shepard 56. 
11 Lynda Hart, Sam Shepard’s Metaphorical Stages (New York: Greenwood Press, 1987) 100. 
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two outsiders and their strategies to fight the reality even better because of the character of 

Martin. He is very important for both of them, being a rival for Eddie and a potential and 

better partner for May. Both outsiders then try to impress him as they can, also by trying to 

explain who they really are, what shaped their lives into the form of an outsider as it is today. 

Eddie and May thus have long monologues in which they go many years back in their past to 

their childhood where the father figure Old Man was always missing and thus they represent 

two different views. Here they again confirm their outsider characters which were also formed 

by the bad examples of their mothers and the father who was not able to do a final decision to 

be only with one family, causing only more pain to everybody. The ending of the play where 

Eddie again abandons May shortly after they are reunited in emotional hug and kiss, suggests 

that they the same unhappy fate of their parents is prepared for them. Bottoms however 

observes: “Despite the bleak conclusion of Fool for Love, the seeds of [the] new vision can be 

seen emerging in the play. Not only does May‟s initial self-sufficiency provide an image of 

escape from the inherited bind : Eddie himself shows tantalizing hints of his own potential to 

change the existing gender dynamics.”
12

 The ending of the play can thus be understood in a 

more positive way and the fact that it leaves two outsiders in the middle of unfinished fight as 

in True West, is still not as tragic as with the character of Lee. Shepard presented some new 

ideas in Fool for Love and there are some hints that his characters might have potential to step 

out their identity.  

The whole analysis tries to give a unified and complete image of outsider characters 

present in the works of Tennessee Williams and Sam Shepard. In the introduction I looked 

closer at the writers themselves and pointed out their lives are in many ways similar to their 

later works. They were both in a certain way always standing out and trying to define 

themselves. Influenced by their past in which their families and missing father figures were 

                                                             

12 Stephen J. Bottoms, The Theatre of Sam Shepard: States of Crisis (Cambridge: Cambridge University Press, 

1998) 199. 
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probably the most important things, they later created the very similar characters in their 

plays. They both discuss characters that have problems with fitting in somewhere, whether it 

is a relationship between two people or the whole society. In the second chapter I decided to 

analyze these characters by clarifying their past and present. Williams chose female 

characters, deeply influenced by their past and unable to assimilate themselves. I discussed 

two protagonists in The Glass Menagerie Amanda and Laura, where mother hoped the past 

can be revived and the daughter wanted to run away from it. Both mother and daughter were 

also unable to enjoy their present lives fully, being always followed by the earlier 

experiences. Similarly Blanche from A Streetcar Named Desire could not enjoy her stay in 

New Orleans because it was so different from what she was used to when she was younger. 

The second chapter also deals with Shepard‟s characters that struggle with their present 

situation and at the same time cannot get rid of the past. Lee from True West then has 

tendencies to compare his mother‟s house with the desert he used to live in, realizing all the 

differences between the two places. In Fool for Love, two lovers Eddie and May in their 

incestuous relationship are also not happy with their lives, not being able to split up definitely 

or commit to each other, repeating the same pattern for many years. The third chapter then 

deals with characters‟ strategies they use in fight with the reality that does not suit them. In 

Williams‟s plays, characters Amanda and Laura prefer self-deception and lying because it is 

easier then accepting the harsh truth. Blanche has her soothing rituals, alcohol and dresses in 

which she becomes someone else and reality cannot reach her. Shepard‟s characters react 

more fiercely and when the self-deception is not enough, they attack verbally or physically. 

Lee has to defend himself from his brother Austin and May and Eddie from each other, 

realizing that each of them is a threat. In the conclusion I dealt with the final scenes in the 

plays that presented these characters in very tense situations where their outsider‟s identities 

were again revealed. This helped me confirm my main thesis statement and the previous 

analysis of the outsiders. 
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