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Cast and Creative Team

Cast
JACK ASHTON – A YOUNG MAN
Trained: Academy of Live and Recorded Arts.
Theatre: includes The Homecoming and Twelfth Night (Theatre Royal, York), Our
Boys (Pleasance), A Thrashing (Southwark Playhouse).
Film: includes Crimson Knights, Colin Brumby.
Television: includes Mistresses, The Four Seasons, Silent Witness, Bad Girls,
Holby City, Wannabes.

ELLIOT COWAN – STANLEY KOWALSKI
Trained: RADA.
For the Donmar: Frost/Nixon (also Gielgud).
Theatre: includes The Revenger’s Tragedy (NT), The Internationalist (Gate), Henry
V (Manchester Royal Exchange), Women Beware Women (RSC), Don Carlos
(Sheffield Crucible/Gielgud), Flush (Soho), The Seagull (Edinburgh Festival), Camille
(Lyric Hammersmith/tour), Life of Galileo (BAC), Arcadia (Northampton Theatre
Royal, Salisbury).
Film: includes The Golden Compass, Happy Go Lucky, Jonathan Toomey, Love
and Other Disasters, Alexander.
Television: includes The Fixer, Sweet Delta, Marple, In Love with Barbara, Lost
in Austen, Ruby in the Smoke, The Mark of Cain, Poirot, Secrets of the Rosetta
Stone, Foyle’s War, The Project, Ultimate Force, Rescue Me, Jonathan Creek,
Crims, Judge John Deed, It’s a Girl Thing, Chillers.

JUDY HEPBURN – A NURSE
For the Donmar: Mary Stuart (also Apollo).
Theatre: includes Full Circle, The Hollow Crown, Naked Justice, The Heiress, She
Stoops to Conquer (Triumph Productions), Passion Play (Comedy), Sitting in Limbo
(Carib Theatre Co), A Doll’s House (Thelma Holt), Leonora’s Dance (Black Theatre
Co-op), Balthazar (Duke of York’s), Old Story Time (Theatre Royal, Stratford East),
Pravda, Yonadab, A Map of the World (NT).
Film: includes Maila, Hussey.
Television: includes The Bill, Angels, Goodbye America, Space 1999, Z Cars.

3

CHARLES DAISH – A DOCTOR
Theatre: includes The Light in the Piazza (Curve, Leicester), Rain Man (Apollo),
Chains of Dew (Orange Tree), Julius Caesar (Lyric Hammersmith), Journey’s End
(Playhouse/Duke of York’s), Night Caller (White Bear), Gone to L.A. (Hampstead),
The Bassett Table (Tricycle/Bristol Old Vic), The Relapse, The Painter of Dishonour,
Romeo and Juliet, A Woman Killed with Kindness, The Dybuk, Pains of Youth, ’Tis
Pity She’s a Whore (RSC), Agamemnon’s Children (Gate), Othello (Theatre Clwyd).
Film: includes Hamlet, Tattoo, Play Dead, Ignorance Is Dancing.
Television: includes The Bill, Kingdom, Doctors, Rock Rivals, Is This Love, Hustle,
Casualty, Most Mysterious Murders, Spooks, Ultimate Force, Monarch of the
Glen, Family Affairs, Cold Feet, Family, EastEnders, Holby City, Sunburn, Harbour
Lights, A Wing and a Prayer, Highlander, Vanity Dies Hard.

BARNABY KAY – HAROLD ‘MITCH’ MITCHELL
Theatre: includes War and Peace (Shared Experience), Twelfth Night, As You
Like It, Eric La Rue, The Changeling, A Winter’s Tale, The Taming of the Shrew, A
Jovial Crew (RSC), Blues for Mr Charlie (Tricycle), A Midsummer Night’s Dream
(Propeller, New York), Arms and the Man (tour), Macbeth (Albery), Mouth to
Mouth, Trust (Royal Court), Closer (NT), King of Prussia (Chichester Festival),
The Herbal Bed (Duchess), Three Sisters, The Break of Day, Man of Mode, The
Libertine (Out of Joint/Royal Court).
Film: includes Arn, Aka, Conspiracy, Eisenstein, Croupier, Shakespeare in Love,
Oscar & Lucinda, The Man Who Knew Too Little, Red Tails.
Television: includes Wuthering Heights, The Fixer, The Passion, Lifeline, The
Government Inspector, Midsomer Murders, Spooks, Prime Suspect, Blonde
Bombshell, Serious & Organised, Silent Witness, Life as We Know It, The Bill, The
Castle, Jonathan Creek, Cracker, The Vet,The Ghostbusters of East Finchley.

GARY MILNER – STEVE HUBBEL
For the Donmar: Parade.
Theatre: includes Imagine This (New London), Music Man, 5/11, Lee Miller, How
to Succeed in Business Without Really Trying (Chichester Festival), Evita, Chicago
(Adelphi), Brighton Rock (Almeida), Anything Goes (Theatre Royal, Drury Lane),
Chitty Chitty Bang Bang (Palladium), Spend Spend Spend (Piccadilly), Dr Dolittle
(Hammersmith Apollo), Jolson (Victoria Palace/Toronto).
Film: includes Prodigals.
Television: includes The Bill, Doctor Who, Spooks, Murphy’s Law.
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DANIELA NARDINI – EUNICE HUBBEL
Theatre: includes Etta Jenks (Finborough), Top Girls (Citizens, Glasgow), Camille
(Lyric Hammersmith), Mary Queen of Scots Got Her Head Chopped Off (Royal
Lyceum, Edinburgh), Antigone, Miss Julie (7:84), The Cherry Orchard, Macbeth
(Nottingham Playhouse).
Film: includes Festival, Cargo, Tube Tales, Elephant Juice, Dancing, A Lonelier
Place.
Television: includes Lewis, Purves & Pekkala, This Life – BAFTA Award, Shiny
Shiny, Gunpowder Treason and Plot, Sirens, Outside the Rules, Rough Treatment,
Undercover Heart, Big Women.

LUKE RUTHERFORD – PABLO
Trained: Arts Ed.
Theatre: includes Ex Humare (King’s Head), Coriolanus (RSC).
Film: includes 1-2-3-4.
Television: includes Torchwood.

RACHEL WEISZ – BLANCHE DUBOIS
For the Donmar: Suddenly Last Summer, Design for Living – Critics’ Circle Award.
Theatre: includes The Shape of Things (Almeida/New York), The Courtesans (NT
Studio), The Year of the Family, Neville Southhall’s Washbag (Finborough), Slight
Possession (Gate).
Film: includes The Lovely Bones, The Brothers Bloom, Fred Claus, Definitely
Maybe, My Blueberry Nights, The Fountain, The Constant Gardener,
Constantine,The Runaway Jury, Envy, Confidence, The Shape of Things, About a
Boy, The Mummy, The Mummy Returns, Enemy at the Gates, Beautiful Creatures,
Sunshine, I Want You, The Land Girls, Amy Foster: Swept from the Sea, Going All
the Way, Chain Reaction, Stealing Beauty.

RUTH WILSON – STELLA KOWALSKI
Trained: LAMDA.
Theatre: includes Philistines (NT), Good (Sound).
Film: includes The Prisoner, Get Off My Land.
Television: includes A Small Island, Freezing, The Doctor Who Heard Voices, A
Real Summer, Capturing Mary, Miss Marple, Jane Eyre, Suburban Shoot Out.
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Creative Team
ROB ASHFORD – DIRECTOR
For the Donmar: as Director & Choreographer: Parade. As Choreographer: Guys
and Dolls (Piccadilly).
Theatre: as Choreographer on Broadway: Cry Baby, Curtains, The Wedding Singer,
Thoroughly Modern Millie – Tony Award for Best Choreography.
For the West End: Evita, Thoroughly Modern Millie, A Funny Thing Happened on
the Way to the Forum, Once in a Lifetime (NT).
Other US credits include: Boys from Syracuse (Roundabout Theatre Company),
Pardon My English, Bloomer Girl, Tenderloin, Connecticut Yankee (City Center
Encores! Series), Time & Again (Manhattan Theatre Club), Dawn Upshaw
(Lincoln Center), Princesses (5th Avenue Theatre), Marty (Huntington), 3hree
(Ahmanson), Pippin (Paper Mill Playhouse), A Christmas Carol (McCarter). Rob also
choreographed Candide (La Scala, Milan, Théâtre du Châtelet, Paris, and ENO,
London).
As an actor on Broadway: Parade, Crazy for You, Victor Victoria, Most Happy
Fella, My Favorite Year, Anything Goes.
Film: Beyond the Sea.
Television: 63rd Annual Tony Awards (opening number), 61st Annual Academy
Awards (Hugh Jackman and Beyoncé production number).

CHRISTOPHER ORAM – DESIGNER
For the Donmar: Hamlet, Madame de Sade, Twelfth Night, Ivanov, Othello,
Parade (also LA), Frost/Nixon (also Gielgud/New York/US tour), Guys and Dolls
(Piccadilly), Don Juan in Soho, Grand Hotel, Henry IV, World Music, Caligula –
Evening Standard Award, The Vortex, Privates on Parade, Merrily We Roll Along,
Passion Play, Good,The Bullet.
Theatre: includes A View from the Bridge (Duke of York’s), King Lear/The Seagull
(RSC), Evita (Adelphi), Macbeth, The Jew of Malta, The Embalmer (Almeida), Stuff
Happens, Marriage Play/Finding the Sun, Summerfolk, Power – Olivier Award (NT),
Oleanna (Gielgud), Loyal Women, Fucking Games (Royal Court), The Caretaker, All
My Sons (Bristol Old Vic).
For Sheffield Crucible: Suddenly Last Summer – Critics’ Circle Award (also
Albery), The Tempest (also Old Vic), Richard III, Don Juan, Edward II, The Country
Wife, Six Degrees of Separation, As You Like It (also Lyric Hammersmith).
Film: includes The Magic Flute.
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NEIL AUSTIN – LIGHTING DESIGNER
For the Donmar: Hamlet, Madame de Sade, Twelfth Night, Piaf (also Vaudeville/
Buenos Aires), Parade – Knight of Illumination Award (also LA), John Gabriel
Borkman, Don Juan in Soho, The Cryptogram, Frost/Nixon (also Gielgud/New
York/US tour), The Wild Duck, The Cosmonaut’s Last Message to the Woman He
Once Loved in the Former Soviet Union, Henry IV, World Music, After Miss Julie,
Caligula.
Theatre: includes The Observer, England People Very Nice, Mrs Affleck, Oedipus,
Her Naked Skin, Afterlife, The Emperor Jones, Philistines, The Man of Mode,
Thérèse Raquin, The Seafarer, Henry IV Parts 1 & 2, Fix Up, The Night Season,
A Prayer for Owen Meany, The Walls, Further than the Furthest Thing (NT), King
Lear, The Seagull, Much Ado About Nothing, Romeo and Juliet, King John, Julius
Caesar, Two Gentleman of Verona (RSC), Tusk Tusk, Flesh Wound, Trust (Royal
Court), Judgement Day, The Homecoming, Marianne Dreams, Dying for It, Tom
& Viv, Romance, Macbeth (Almeida), No Man’s Land (Duke of York’s), Dealer’s
Choice (Trafalgar Studios), A Life in the Theatre (Apollo), Japes (Haymarket).
Dance: includes Rhapsody (Royal Ballet), The Soldier’s Tale (ROH2), The
Canterville Ghost (ENB), Pineapple Poll (Birmingham Royal Ballet), Darkness &
Light (Tokyo).

ADAM CORK – COMPOSER & SOUND DESIGNER
For the Donmar: Hamlet, Madame de Sade, Ivanov, Creditors, The Chalk Garden,
Othello, John Gabriel Borkman, Don Juan in Soho, Frost/Nixon (also Gielgud/New
York/US tour), The Cut, The Wild Duck, Henry IV, Caligula.
Theatre: includes All’s Well that Ends Well, Phèdre, Time and the Conways (NT),
A View from the Bridge, No Man’s Land (Duke of York’s), Macbeth (New York), Six
Characters in Search of an Author, Don Carlos (Gielgud), The Tempest, Speaking
Like Magpies (RSC), The Glass Menagerie (Apollo), The Last Days of Judas
Iscariot, The Late Henry Moss (Almeida), Suddenly Last Summer (Albery).
Film: includes Bust, Tripletake.
Television: includes Frances Tuesday, Re-ignited, Imprints.
Radio: includes Losing Rosalind, The Luneberg Variation, The Colonel-Bird, Don
Carlos, Othello.

TENNESSEE WILLIAMS – AUTHOR
Tennessee Williams (1911-83) was one of America’s most prolific and important
playwrights. His prodigious output includes The Glass Menagerie (NY Drama
Critics’Award 1944), A Streetcar Named Desire (NY Drama Critics’ Award, Pulitzer
Prize 1947), Summer and Smoke (1948), The Rose Tattoo (1951), Camino Real
(1953), Cat on a Hot Tin Roof (NY Drama Critics’ Award, Pulitzer Prize 1955),
Orpheus Descending (1957), Sweet Bird of Youth (1959), The Night of the Iguana
(1961), The Milk Train Doesn’t Stop Here Anymore (1963), Outcry (1973), Vieux
Carré (1977), A Lovely Summer for Creve Coeur (1979), Something Cloudy,
Something Clear (1981).
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An introduction to A Streetcar Named
Desire
The play’s original context
A STREETCAR NAMED DESIRE was a ground-breaking play when it appeared on
Broadway in 1947. The post-World War II period was dominated by musicals and
revivals of classical texts; the ‘well made play’ of the 1920s and 1930s did not
sit readily with audiences who had lived through the anxieties of the late 1930s
depression, and the devastating repercussions of nuclear technology employed
during the war. Into this uncertain world came Tennessee Williams’ A STREETCAR
NAMED DESIRE, which seemed to encapsulate the anxieties of a society in
transition. The men who appear in the play and gather around the table to play
poker have all fought in the war; Blanche holds memories of her liaisons with offduty soldiers at Belle Reve. All the characters can be seen to be reconstructing
their lives in a post-war America.1 The very title of the play alludes to the idea of
transition. It is also a strong metaphor for Blanche’s emotional journey from desire
to madness. The concept of desire it at the heart of work, this being the first play
in post-war American theatre history to place sexuality at the heart of the action, a
desire that can either redeem or destroy.
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The dramaturgy of Tennessee Williams
Tennessee Williams began his playwriting career in the 1930s. He was ‘drawn to
those on the margins, the damaged, the excluded, those who had stepped off
the American train to glory.’2 These were the characters he so vividly peopled
his dramas with. As a homosexual at a time when homosexuality was illegal, he
knew what it felt like to exist on the margins of society’s considered ‘norms’. Like
Blanche, he ‘understood the impulse to shade one’s eyes against the bright light
of reality, to deploy imagination as the only available defence.’3
Williams was greatly influenced by the Russian playwright Anton Chekhov in
his dramaturgy: his depictions of characters whose outer appearances conceal
emotional anxieties that ultimately disrupt their lives; his concern with a genteel
way of life being superseded by the confident rise of a lower social order; the use
of sound effects to heighten key moments in the action.
Although he wrote in prose, William’s is often referred to as a ‘poetic’ dramatist
because of the imagery and musicality of his dialogue. Like all of Williams’ plays,
A STREETCAR NAMED DESIRE has a rich visual quality, in terms of setting,
costume and locale. The detailed observations offered to us in the descriptions
of his characters demonstrate a depth and richness inherent in the text, and the
playwright’s sensibility to portray humanity.
A STREETCAR NAMED DESIRE epitomises the stylistic traits of Williams’ work
with components such as:

9

•

Episodic structure

•

The detailed psychological realism of the characters juxtaposed with
surrealistic elements of staging

•

Layers of theatrical devices ranging from elements of design to the use of
sound and linguistic motifs

•

The prominence of characters who are physically or emotionally wounded and
marginalised from society.

Williams began working on A STREETCAR NAMED DESIRE in late 1944. His
inspiration for the play began with an image of Blanche in his mind:

I saw Blanche sitting in a chair with the moonlight coming through a window
onto her. My first idea for the title was ‘Blanche’s Chair in the Moon.’ But I
only wrote one scene then. She was waiting for Mitch, and he wasn’t showing
up. That was as far as I got then; it was December of 1944. I felt Streetcar
so intensely it terrified me. I couldn’t work for several months I was so
terrified…I didn’t go back to it until 1947, when I was in New Orleans…
Then I went back to it, and it wrote itself, just like that…It took me by storm.
Blanche was so dynamic, she possessed me.’4
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The setting and dramatic action of A
STREETCAR NAMED DESIRE.
The setting is New Orleans, 1949, on an oppressively hot summer’s evening.
Blanche DuBois arrives, suitcase in hand, at her sister Stella’s apartment. Stella,
who is in the early stages of pregnancy, lives with her husband, Stanley Kowalski,
in a small ground floor apartment of a two-storey building in the exotic poor
quarter of New Orleans. It transpires that the sisters haven’t seen each other for a
long time; Blanche hasn’t even met Stella’s husband. The ensuing dramatic action
concerns the developing conflict and growing animosity between Blanche and
Stanley. This conflict is grounded in the social class distinctions between the two
families (‘The Kowalskis and the DuBoises have different notions’ says Stanley)
and initiated by Stanley’s belief that Blanche has squandered the family fortune. In
an early scene which is a precursor to Stanley’s brutal rape of Blanche, he opens
her trunk and pulls out fistfuls of jewellery, clothes and furs from it’s drawers
and hangers, believing they have been bought with the proceeds of the DuBois
family home, Belle Reve. He is convinced that Blanche has cheated his wife,
and therefore himself, out of her share of her inheritance. His animosity towards
Blanche is fuelled by her disdain for her sister’s new lifestyle inherited through her
marriage to Stanley; she was not prepared to find Stella married to a man of Polish
extraction, living in a cramped flat in a working-class neighbourhood.
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As Stanley sets out on a quest to uncover Blanche’s recent past, she in turn
confronts Stella to examine her life married to the socially inferior Stanley. Into
this triangulated relationship comes Mitch, a friend of Stanley’s who becomes
enchanted by Blanche. These two lonely souls are drawn together, culminating in
Blanche relating to Mitch the painful story of her teenage marriage to an artistic
boy, of how she discovered him with another man and, how, when she later
confronted him with what she’d seen, he shot himself.
Blanche’s tragedy unfolds as Stanley reveals the truth about her lies and sexual
exploits to Mitch, leading him to cruelly reject her. Falling deeper into a world of
illusion and alcohol induced fantasy, Blanche is left isolated in the flat with Stanley
when Stella, her protector, is taken to hospital by Stanley to have her baby. On his
return, drunk and celebrating the forthcoming birth, he finds Blanche dressed in
tatty finery; she tells him she has been invited by an old beau to go on a cruise.
Stanley terrorises her verbally with a vitriolic torrent of abuse, culminating in a
vicious rape. The play’s closing scene shows us Stella back at the flat with her
new baby, packing Blanche’s belongings in preparation for her departure to an
asylum. Stella says to Eunice Hubbel, her neighbour, ‘I couldn’t believe her story
and go on living with Stanley’. A doctor gently leads Blanche away; she holds
tightly to his arm, ‘Who ever you are – I have always depended on the kindness
of strangers.’ Stella is left sobbing ‘with inhuman abandon’ at the loss and
destruction of her sister. As she weeps, Stanley approaches her to comfort her.
The action of the play is divided into scenes as opposed to acts. Of the eleven
scenes, Scenes One to Four take place on two consecutive days in May; Scenes
Five and Six during a sultry August evening; Scenes Seven to Ten on the early
evening and night of Blanche’s birthday on September 15. Scene Eleven takes
place ‘some weeks later’. The original production observed the seasonal breaks for
its intervals, after Scenes Four and Six. To keep the momentum of the emotional
journey of the play, the Donmar’s production has only one interval, after Scene Six.
Although the play is set in New Orleans, there is a subtle diversity of Southern
accents contained within it; finding the right accent is key to interpreting Williams’
characters in performance. The Donmar commissioned dialect coach Penny Dyer
to work with the cast to develop this aspect of their performance. Blanche is a
lady, an English teacher and a woman with a keen awareness of social standing;
speech and language are central to her in affirming her status. Stella, her sister, is
also a lady, an educated woman who has ‘moved down’ socially. Yet we see her at
ease in the world she has married into, relaxed with her husband and neighbours;
she has discarded the formality of speech she grew up with. Although sisters, the
two women speak different languages: Stella’s language is warm and grounded,
whilst Blanche is mostly ‘performing’. However, Blanche is genuine in her
pretensions for art and culture, the trappings of social superiority: her quotations
from Poe and Whitman are part of an authentic means of expression. Stanley’s
accent has a base note of his native Polish, overlaid with a distinctive New Orleans
drawl.
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Characters central to the play’s conflicts.
BLANCHE DUBOIS
‘Her expression is one of shocked disbelief. Her appearance is incongruous to this
setting She is daintily dressed in a white suit with a fluffy bodice, necklace and earrings of pearl, white gloves and hat, looking as if she were arriving at a summer tea
or cocktail party in the garden district. She is about five years older than STELLA.
Her delicate beauty must avoid a strong light. There is something about her
uncertain manner, as well as her white clothes, that suggests a moth.’
Blanche is the archetypal ‘Southern Belle’, whose emotional dependence relies
on a patriarchal system of male protection. Fundamentally she represents the
disintegrating ‘old world’ order of pre - Second World War America. During the
course of the play, we see her alternating between illusion and reality as she
attempts to confront a host of issues: her role in a shifting society, her sexuality,
her ability to determine her own life in a male dominated world and, most
importantly, her past. She is essentially an actress, playing roles removed from
the reality of her situation, costuming herself from her trunk containing fake furs
and costume jewellery, controlling the lighting in the flat that will show her to her
advantage, even adding musical accompaniment to her first scene with Mitch.
There is a rationale behind her behaviour though, she ‘tells the lies necessary for
survival, and offers stories that are her protection against a truth that can only
threaten her.’5
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The play is, essentially, Blanche’s tragedy. Despite her faults – her alcoholism,
her lies – as a character, she should enlist our sympathies, engendering in her
audience a deep sense of loss, sadness and anger at her ultimate fate, the tearing
apart of a beautiful, sensitive and delicate soul:

‘You didn’t know Blanche as a girl. Nobody, nobody, was tender and trusting as she
was. But people like you abused her, and forced her to change.’
Stella talking to Stanley, Scene Eight, A STREETCAR NAMED DESIRE.

Discussion Point
In preparing to play Blanche, Rachel Weisz sought to establish the emotional intensity of the
character and her need. She worked to counterbalance these traits with humour and charm,
as well as moments of great tenderness and genuine warmth. When you see the Donmar’s
production of A STREETCAR NAMED DESIRE, can you identify moments when these elements of
Blanche’s character are in evidence? How does the actress achieve creating these moments?

She (Blanche) had personal, great strength and personal vulnerability that was
finally broken…It was the only solution for her to go away, to be taken away or to
go away. She was not adaptable to the circumstances as they were, that the world
had imposed on her. She was a sacrificial victim, you know; she was metaphorical
as a sacrificial victim of society.’
Tennessee Williams talking about Blanche6
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STANLEY
‘Animal joy in his being is implicit in all his movements and attitudes. Since earliest
manhood the centre of his life has been pleasure with women, the giving and
taking of it, not with weak indulgence, dependently, but with the power and pride
of a richly feathered male bird among hens. Branching out from this complete and
satisfying centre are all the auxiliary channels of his life, such as his heartiness with
men, his appreciation of rough humour, his love of good drink and food and games,
his car, his radio, everything that is his, that bears his emblem of the gaudy seedbearer. He sizes women up at a glance, with sexual classifications, crude images
flashing into his mind and determining the way he smiles at them’.
Like, Blanche, Stanley is also a product of his background. A ‘Polack’, his
genealogy makes him an object of derision to those who know nothing of Polish
history or culture. He was in the American army during World War II, seeing active
service. Yet Stanley shows no sign of politic beliefs; his world is very insular,
consisting of his family, over whom he dominates, and his immediate neighbours
and friends. It is a predominantly male world of bowling, poker, drinking and
fighting. All of his actions are imbued with an energy and animal vitality, most
centrally his physical relationship with Stella. Williams does show an emotionally
naive side to his character as well. After having hit Stella, causing her to retreat to
Eunice’s upstairs flat, he stands in the street and cries out for her to come back
to him. Yet central to his character is an ugly misogyny, exemplified by his rape
of Blanche. When approaching the part for performance, Elliot Cowan sought to
convey Stanley’s powerful masculinity through energy, uncompromising hardness,
and a contempt for any displays of sensitivity.
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STELLA
‘A gentle young woman, about twenty-five, and of a background obviously quite
different from her husband’s’.
Stella’s robustness and acceptance of life show her to be the opposite in nature
to Blanche. Stella was only fifteen when she left the family home, Belle Reve,
to discover a new life New Orleans. Stanley has become her world, and she
has shifted her behaviour and social status accordingly, seeming at one with her
surroundings, happily pregnant when we meet her at the start of the play. Stella
is the play’s calming anchor, lovingly patient and caring towards Blanche, and
conciliatory towards her husband; she overlooks both of their faults. It is during
her unavoidable absence – when she is in hospital having her baby – that the
violent clash between Stanley and Blanche takes place. (See the interview with
Ruth Wilson for an insight into how she approached playing the role of Stella in
performance).
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MITCH
Mitch (Harold Mitchell) a man in his late twenties, is part of Stanley’s male pack.
He demonstrates more sensibility that the other men, living with his widowed
mother for whom he cares. Gentle and well-mannered, yet at the same time
intensely awkward and self conscious, he is the antithesis of Stanley. Blanche
instinctively notices that he is ‘different’ from the other men in Stanley’s world,
and the flattery and attention that she offers him draws him towards her.
However, a darker side to his nature is portrayed in his final scene alone with
Blanche: having learnt the truth about her past from Stanley, he chastises her
for her actions, yet fumbles pathetically to get ‘what I been missing all summer’,
showing himself on one level to be as exploitative as Stanley. (See the interview
with Barnaby Kay for an insight into how he approached playing the role of Mitch
in performance).
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A STREETCAR NAMED DESIRE in
production

The creative team’s concept for A STREETCAR
NAMED DESIRE
Introducing the production to the cast on the first day of rehearsal, Rob Ashford
describes how he sees STREETCAR as ‘a play about memory, as fragments.’ With
this in mind, he has worked with designer Christopher Oram to create ‘a space
which is constantly re-defined, logical but free-flowing, where we should have
what is needed, no more’ The action will begin on a bare stage, playing the first
scene openly and freely. Members of the cast will bring on key pieces to denote
the kitchen in Scene One, i.e. a table and chairs, and the bed for Scene Two. The
claustrophobic nature of the play will be built up gradually. For example, by the
opening of Scene Three, the dressing screen will be pulled across to separate the
living area from the bedroom, and Blanche’s trunk will have been brought on, as
she starts to inhabit the space. The lack of doors between the two rooms in the
flat symbolises the ill-defined boundaries in Blanche’s struggle with Stanley over
territorial space. This stylistic approach is an attempt to keep the scene changes
inside the play, allowing Blanche’s transitions from the everyday to memory to
be the key focus between scenes. Christopher comments that there will be a
permanent element to the setting, a gallery of wrought iron positioned over the
stage area, incorporating the staircase that leads to the Hubble’s flat. The action
will be played on two diagonals, with the wrought iron framework demarking the
bedroom and living area positioned at an angle. There will be a door upstage right
leading to the bathroom, which functions as a place of refuge for Blanche. With
the Donmar being an interactive space, it has been decided to recreate William’s
overtly realistic exterior New Orleans setting through sound. Entrances made from
the two voms (the side exits cutting across each side of the auditorium at the
Donmar) will denote the outside world, with the vom stage left indicating the main
entrance to the house. The backstage area behind the spiral staircase will denote
the rear entrance to the flat. Stone flooring will denote both the interior and the
exterior, so as not to tie areas down to represent specific locations and freeing up
movement on stage.
The creative team see the fractured nature of Blanche’s existence as central to
world of the play. Rob refers to the moments where Blanche lurches between
reality and her inner world as ‘transitional moments’. Defining these moments will
be key to the style of the production.
Costumes are in period, and are aimed at representing a world that is lived in,
and broken down. The world needs to be bright and vivid, yet with the palette
kept contained. For the characters who live here, that world will be canvas,
cotton and linen. Christopher refers to the specific details that Williams offers
regarding costume in his stage directions as their ‘road map’ with ‘beats to aim at’.
Blanche’s husband and his lover who appear in the flashbacks will be dressed in a
slightly earlier period.
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The rehearsal process
Scene one
It is week two of rehearsals and, having worked practically on staging the play
during week one, the cast and their director, Rob Ashford, are revisiting their work
to add another layer of detail to the process. The rehearsal is dedicated to the
opening scene of the play.
Over the weekend, stage management have rigged up scaffolding in the rehearsal
room: it has been positioned upstage left of the designated stage area, with a
platform on the top representing Steve and Eunice’s upstairs flat, and a spiral
staircase which descends into the ‘exterior’ of Stanley and Stella’s ground floor
flat – although the actors need to bear in mind that it is only a third of the height
it will be on the Donmar stage. The scaffolding poles extend diagonally across
the stage area to form a frame representing the demarcation between the two
rooms in Stanley and Stella’s flat. A white gauze curtain is secured upstage right of
the structure. All of these details ensure that the actors have a functioning set to
rehearse within and become accustomed to.
Before running the opening of the scene, Rob reminds the actors that it is
important for them to establish the rhythm of their world before Blanche arrives,
which happens within a page of the script:
‘We want to establish that our world is firm and solid before the arrival of
Blanche, who is a foreigner. The second she’s onstage, we can focus on her,
but the challenge is to retain our world just how we want it. I know we have
issues, for example, Mitch, you wish that your mother wasn’t so sick, but
we need to be comfortable in our rhythms’
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Section one
The exterior of a two-storey corner building on a street in New Orleans which is named
Elysian Fields and runs between the L & N tracks and the river. The section is poor but unlike
corresponding sections in other American cities, it has a raffish charm. The houses are
mostly white frame, weathered grey, with rickety outside stairs and galleries and quaintly
ornamented gables. This building contains two flats, upstairs and down.
It is first dark of an evening early in May. The sky that shows around the dim white building is
a peculiarly tender blue, almost turquoise, which invents the scene with a kind of lyricism and
gracefully attenuates the atmosphere of decay. You can almost feel the warm breath of the
brown river beyond the river warehouses with their faint redolences of bananas and coffee.
A corresponding air is evoked by the music of Negro entertainers at a bar-room around the
corner. In this part of New Orleans you are practically always just around the corner, or a few
doors down the street, from a tinny piano being played with the infatuated fluency of brown
fingers. This ‘blue piano’ expresses the spirit of the life which goes on here.
Two women, one white and one coloured, are taking the air on the steps of the building. The
white woman is EUNICE, who occupies the upstairs flat; the coloured woman a neighbour, for
New Orleans is a cosmopolitan city where there is a relatively warm and easy intermingling of
races in the old part of town.
Above the music of the ‘blue piano’ the voices of people on the street can be heard
overlapping.
Two men come around the corner, Stanley Kowalski and Mitch. They are about twenty-eight or
thirty years old, roughly dressed in blue denim work clothes. Stanley carries his bowling jacket
and a red stained package from a butcher’s. They stop at the foot of the steps.
STANLEY
(bellowing): Hey, there! Stella, Baby!
STELLA comes out on the first-floor landing, a gentle young woman, about twenty-five, and of
a background obviously quite different from her husband’s.
STELLA
(mildly): Don’t holler at me like that. Hi, Mitch.
STANLEY
Catch!
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STELLA
What?
STANLEY
Meat!
He heaves the package at her. She cries out in protest but manages to catch it: then she laughs
breathlessly. Her husband and his companion have already started back around the corner.
STELLA
(calling after him): Stanley! Where are you going?
STANLEY
Bowling!
STELLA
Can I come watch?
STANLEY
Come on. (He goes out.)
STELLA	Be over soon. (To the white woman.) Hello, Eunice. How are you?
EUNICE	I’m all right. Tell Steve to get him a poor boy’s sandwich ‘cause nothing’s left
here.
They all laugh; the COLOURED WOMAN does not stop. STELLA goes out.
COLOURED
What was that package he th’ew at ‘er? (She rises from steps, laughing
WOMAN
louder.)
EUNICE
You hush, now!
NEGRO WOMAN Catch what!
She continues to laugh. BLANCHE comes around the corner, carrying a valise. She looks
at a slip of paper, then at the building, then again at the slip and again at the building. Her
expression is one of shocked disbelief. Her appearance is incongruous to this setting. She
is daintily dressed in a white suit with a fluffy bodice, necklace and ear-rings of pearl, white
gloves and hat, looking as if she were arriving at a summer tea or cocktail party in the garden
district. She is about five years older than STELLA. Her delicate beauty must avoid a strong
light. There is something about her uncertain manner, as well as her white clothes, that
suggests a moth.
EUNICE
(finally): What’s that matter, honey? Are you lost?
BLANCHE	(with faintly hysterical humour): They told me to take a streetcar named
Desire, and then transfer to one called Cemeteries and ride six blocks and
get off at – Elysian Fields!
EUNICE
That’s where you are now.
BLANCHE
At Elysian Fields?
EUNICE
This here is Elysian Fields.
BLANCHE
They mustn’t have – understood – what number I wanted . . .
EUNICE
What number you lookin’ for?
BLANCHE wearily refers to the slip of paper.
BLANCHE
Six thirty-two.
EUNICE
You don’t have to look no further.
BLANCHE	(uncomprehendingly): I’m looking for my sister, Stella DuBois. I mean – Mrs.
Stanley Kowalski.
EUNICE
That’s the party. – You just did miss her, though.
BLANCHE
This – can this be – her home?
EUNICE
She’s got the downstairs here and I got the up.
BLANCHE
Oh. She’s – out?
EUNICE
You noticed that bowling alley around the corner?
BLANCHE
I’m – not sure I did.
EUNICE
Well, that’s where she’s at, watchin’ her husband bowl. (There is a pause.)
You want to leave your suitcase here an’ go find her?
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BLANCHE
No.
NEGRO WOMAN I’ll go tell her you come.
BLANCHE
Thanks.
NEGRO WOMAN You welcome. (She goes out.)
EUNICE
She wasn’t expecting you?
BLANCHE
No. No, not tonight.
EUNICE	Well, why don’t you just go in and make yourself at home till they get back.
BLANCHE
How could I – do that?
EUNICE
We own this place so I can let you in.
She gets up and opens the downstairs door. A light goes on behind the blind, turning it light
blue. BLANCHE slowly follows her into the downstairs flat. The surrounding areas dim out as
the interior is lighted. Two rooms can be seen, not too clearly defined. The one first entered is
primarily a kitchen but contains a folding bed to be used by BLANCHE. The room beyond this is
a bedroom. Off this room is a narrow door to a bathroom.
EUNICE	(defensively, noticing BLANCHE’s look): It’s sort of messed up right now but
when it’s clean it’s real sweet.
BLANCHE
Is it?
EUNICE
Uh-huh, I think so. So you’re Stella’s sister?
BLANCHE
Yes. (Wanting to get rid of her.) Thanks for letting me in.
EUNICE
Por nada, as the Mexicans say, por nada! Stella spoke of you.
BLANCHE
Yes?
EUNICE
I think she said you taught school.
BLANCHE
Yes.
EUNICE
And you’re from Mississippi, huh?
BLANCHE
Yes.
EUNICE
She showed me a picture of your home-place, the plantation.
BLANCHE
Belle Reve?
EUNICE
A great big place with white columns.
BLANCHE
Yes . . .
EUNICE
A place like that must be awful hard to keep up.
BLANCHE
If you will excuse me, I’m just about to drop.
EUNICE
Sure, honey. Why don’t you set down?
BLANCHE
What I meant was I’d like to be left alone.
EUNICE
(offended): Aw. I’ll make myself scarce, in that case.
BLANCHE
I didn’t mean to be rude, but –
EUNICE	I’ll drop by the bowling alley an’ hustle her up. (She goes out of the door.)
BLANCHE sits in a chair very stiffly with her shoulders slightly hunched and her legs pressed
close together and her hands tightly clutching her purse as if she were quite cold. After
a while the blind look goes out of her eyes and she begins to look slowly around. A cat
screeches. She catches her breath with a startled gesture. Suddenly she notices something in
a half-opened closet. She springs up and crosses to it, and removes a whisky bottle. She pours
a half tumbler of whisky and tosses it down. She carefully replaces the bottle and washes out
the tumbler at the sink. Then she resumes her seat in front of the table.
BLANCHE
(faintly to herself): I’ve got to keep hold of myself!
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The cast run the scene up to and including Blanche’s entrance. There is a vibrant
whirlwind of energy from Stanley (Elliot Cowan) and Mitch (Barnaby Kay) as they
enter the stage space downstage right, initiated by Stanley’s bellowing opening
line,‘Hey there! Stella, Baby! ‘It is met by Stella’s (Ruth Wilson) lighter spirited and
confidently flirtatious response as she runs down the spiral staircase, ‘Don’t holler
at me like that.’ Rob commends the company for their portrayal of the opening
sequence. He works on making more a defined entrance for Stanley, suggesting
that Elliot makes an entrance that takes him upstage right of the partition,
enabling him to walk through it, thus opening up more of the stage for him to
use, and offering Stella a sightline of Mitch, who is still positioned at the entrance
downstage right. He reminds the actors that they will need to be loud during this
opening exchange, as it will be played against the soundscape being devised by
composer and sound designer Adam Cork.
Rob also suggests that Eunice (Daniela Nardini) and the neighbour (Judy Hepburn)
follow behind the men and Stella as they exit, leading them downstage right to
the vom and leaving the stage clear for Blanche’s (Rachel Weisz) entrance upstage
right.
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Blanche’s fragility and her courteous – yet uncertain – manner with Eunice, sets
up an oppositional rhythm to that established by the community who live here.
Eunice crosses the diagonal to talk to Blanche. Rob comments that Eunice is ‘too
inquisitive’ to be so far way from Blanche and suggests she moves nearer to her.
Eunice moves right up to Blanche on her line ‘You want to leave your suitcase
here an’ go find her?’ Daniela wonders if she should take Blanche’s case for her?
Rachel instinctively feels that she wants to be cautious of Eunice, a stranger
to her in an unknown city, so keeps hold of her belongings. They also need to
decide who should approach the house first, should Blanche, or Eunice lead? It is
decided that, for practical purposes, Eunice should; it is her house, and she needs
to unlock the door. With the interior settings being built up during the course of
the action, the actresses need to time their arrival at the door to the apartment
with Luke Rutherford (Pablo) and Gary Milner (Steve Hubbel) setting a small dining
table and ornamental table and chair in the stage area denoting the living room.
Although Eunice opens the door, it is decided that it is key that she remains on the
threshold, with Blanche going in first; the important thing being that Eunice clocks
Blanche’s response to the flat. Eunice sits down, and attempts to make Blanche
feel comfortable by opening up the conversation. Blanche’s unease if palpable,
particularly at the mention of her family home, the plantation at Belle Reve; her
objective is to get Eunice to leave. The urgency of her objective manifests itself
in Blanche directly telling her that she would like to be left on her own. Eunice
masks the offence she feels by engaging in the physical objective of dropping
by the bowling alley to ‘hustle ‘ Stella up. Plenty of space is given to Blanche to
communicate her inner state of mind as she is left alone on stage; her secretive
consumption of the half tumbler of whiskey sets up the pattern of her summer
long secret drinking.

Observation point
When you see the Donmar’s production of A STREETCAR NAMED DESIRE, consider this sequence
where Blanche is left alone on stage. What does it tell the audience about her character at this
point? Referring back to the stage directions at the end of the printed section of text, why has the
director taken the decision to adhere to the playwright’s directions, and afford the actress this
time to herself on the stage?
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Section Two
Please note: the opening scene of A STREETCAR NAMED DESIRE is over 10% of
the script, which pr ecludes it being reproduced in it’s entirety in this Study Guide
for copyright reasons. A synopsis of this section of the scene is included here for
reference. However, it is advisable to refer to a published version of the play text
prior to working through the section.

In the next part of the scene, Stella comes quickly into the flat calling out to her sister.
Blanche responds endearingly, ‘Stella, oh, Stella, Stella! Stella for star!’ Blanche ‘begins to
speak with feverish vivacity as if she feared for either of them to stop and think’. Her opening
comments to Stella introduce her obsession with her appearance and her over-sensitivity to
light, character traits which will infuse the play. Blanche then proceeds to hunt for liquor, ‘She
rushes to the closet and removes the bottle; she is shaking all over and panting for breath as
she tries to laugh. The bottle nearly slips from her grasp’. Stella notices this and tells Blanche
to sit down while she pours the drinks. The scene sets up the sisters’ contrasting characters.
When Blanche criticises the flat and surrounding neighbourhood, she does so using literary
references, ‘Only Mr. Edgar Allan Poe! – could do it justice! Out there I suppose is the ghoulhaunted woodland of Weir!’ Stella responds with a down to earth reality, ‘No, honey, those
are the L & N tracks.’ Blanche, by profession an English teacher, tells Stella that she was
released from school before the end of term because of nervous exhaustion (which is later
revealed to be untrue). For the second time in the scene, Blanche alludes to her appearance,
contrasting Stella’s weight gain, ‘you’re just as plump as a little partridge’, with the fact that
she hasn’t put on an ounce since Stella left home ten years ago. Blanche’s attentions turn
to the fact that it is only a two room flat. She is concerned about where she will sleep, and
the fact that there is no door between the two rooms. Stella’s pragmatism allays her fears
on both counts; there is a collapsible bed they will put in the living area, and a curtain that
pulls across to separate the two rooms. Blanche has brought some ‘nice clothes’ with her to
wear when she meets Stella’s ‘lovely friends’. Stella’s afraid that Blanche won’t think them
lovely; they’re Stanley’s friends. This exchange leads to Blanche expressing an urgency in
her need to be with Stella: ‘I want to be near you, got to be with somebody, I can’t be alone.
Because – as you must have noticed – I’m not very well.’ The conversation turns towards
Stanley and Blanche’s anxiety that he will like her. Stella says they will get along fine as long
as she doesn’t ‘compare him with the men that we went out with at home’; he is ‘a different
species.’ Stella shows her a photograph of Stanley dressed in his army uniform. He was a
Master Sergeant in the Engineers’ Corps. As a civilian, his work now takes him ‘on the road
a great deal.’ His absences are difficult for Stella to endure, she can ‘hardly stand it’ when
he is away for a night, indicating the powerful physical connection between the couple. This
confession appears to trigger Blanche’s subsequent reproach to Stella for having left her
with the responsibility of caring for their elderly relatives through their dying illnesses back
at the family home, Belle Reve, which she admits is now ‘lost’. This vicious attack on Stella
culminates with the accusatory line, ‘Sit there and stare at me, thinking I let the place go!
I let the place go. Where were you. In bed with your – Polack.’ Stella is reduced to tears by
Blanche’s diatribe and runs to the bathroom to wash her face, leaving the stage clear for
Blanche’s first meeting with Stanley.
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Prior to the actresses running this section of the scene, Rob contextualises the
scene for Blanche: she has established that she has been able to steady her
nerves through the drink, and is now is prepared to respond to the spirited energy
of Stella’s entrance as the two sisters play out their reconciliation. Ruth Wilson
(Stella) believes that she knows her sister is an alcoholic, and plays the scene with
this knowledge. As well as making creative choices about playing the scene, there
are pragmatic obstacles to overcome, for example, at what point is it practical for
Stella to move the parcel of meat from the table, clearing it for Blanche’s drink and
later on, for the photograph of Stanley?

Observation point
What are the challenges in terms of stage management for staging this play in the intimate space
of the Donmar? How are the cast employed in resolving some of these issues?
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Stella observes that Blanche’s hands are shaking, and that she is panting for
breath as she attempts to open the bottle of whiskey, and offers to pour the drinks
for her. This leaves Blanche free to explore the space, looking outside to prompt
her description of the area as akin to one inspired by Edgar Allan Poe. Rob likes
this touch, because Blanche has just asked where Stanley is, and it appears to an
audience that she is looking out for him. As Blanche gets into her stride, pressing
Stella for compliments about her appearance, Rachel can detect that her character
is bolstered by the alcohol. Blanche leads and dominates the dialogue, leaving
the audience to observe her behaviour through Stella’s eyes, who displays an
inner exasperation with her sister, gazing dutifully and a little wearily at her, ‘It’s
just incredible, Blanche, how well you are looking.’ Rob supports the actresses in
their discoveries, ‘It’s lovely to watch you two manoeuvre the relationship; it’s too
intense to go eye ball to eye ball at this stage’. He reminds them that Blanche has
never met Stanley and asks whether this makes Stella feel guilty? She has lost
touch with her sister, whom she hasn’t seen since leaving Belle Reve ten years
ago. As Blanche picks up her suitcase on her line, ‘I brought some nice clothes to
meet all your lovely friends in.’ Stella takes it from her. Rob suggests that Stella
uses the suitcase, holding onto it a bit longer, ‘you know that Blanche’s whole
life is in there.’ As the sisters sit at the table, Stella transfers her connection from
the suitcase directly to her sister, taking hold of her hands, ‘You seem a little bit
nervous or overwrought or something.’ The conversation turns towards Stanley,
and, as Stella takes a framed photograph from the ornamental table adjacent to
them to show Blanche, Rob suggests that she places it down on the table they are
seated at, so he is joining in with the conversation; the two women admire him,
including him in the dialogue. As the conversation develops, and Stella discloses
her physical distraction when Stanley is working away from home, ‘I can hardly
stand it when he is away for a night…When he’s away for a week I go wild’, she
clings hold of the photo. This display of physical connection with Stanley prompts
Blanche to make her own confession about the ‘loss’ of Belle Reve. It becomes
clear to Ruth that Stella’s motivation in this part of the scene is to find out how
the home was lost, and so she follows Blanche as she moves away from the
table in an attempt to solicit an answer from her; this gives Stella an emotional
engagement in the scene, particularly during Blanche’s forthcoming monologue.
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Discussion Point
BLANCHE	I, I, I took the blows in my face and my body! All of those deaths! The long parade to the graveyard! Father,
mother! Margaret, that dreadful way! So big with it, it couldn’t be put in a coffin! But had to be burned like
rubbish! You just came home in time for the funerals, Stella. And funerals are pretty compared to deaths.
Funerals are quiet, but deaths – not always. Sometimes their breathing is hoarse, and sometimes it rattles, and
sometimes they even cry out to you, ‘Don’t let me go!’ Even the old, sometimes, say, ‘Don’t let me go.’ As if you
were able to stop them! But funerals are quiet, with pretty flowers. And, oh, what gorgeous boxes they pack
them away in! Unless you were there at the bed when they cried out, ‘Hold me!’ you’d never suspect there was
the struggle for breath and bleeding. You didn’t dream, but I saw! Saw! Saw! And now you sit there telling me
with your eyes that I let the place go! How in hell do you think all that sickness and dying was paid for? Death
is expensive, Miss Stella! And old Cousin Jessie’s right after Margaret’s, hers! Why, the Grim Reaper had put up
his tent on our doorstep! . . . Stella. Belle Reve was his headquarters! Honey – that’s how it slipped through my
fingers! Which of them left us a fortune? Which of them left a cent of insurance even? Only poor Jessie – one
hundred to pay for her coffin. That was all, Stella! And I with my pitiful salary at the school. Yes, accuse me! Sit
there and stare at me, thinking I let the place go! I let the place go? Where were you. In bed with your – Polack!
Blanche stresses what she witnessed at Belle Reve,‘You didn’t dream, but I saw! Saw! Saw!’ Her emphasis on seeing
something that shatters an ideal or an illusion is echoed in the story of her young husband’s suicide that she relates to Mitch
in Scene Six (‘I saw! I know!’). In what way have the brutal realities of death and desire left their mark on Blanche? How is
this portrayed by Rachel Weisz in performance?
As Rachel fires off her monologue, she observes how it will go faster with the
adrenalin of performance; ‘I don’t want to do that now as I want it to build to a
momentum in performance. Plus, I want to feel it, which I can do at a slower
pace.’ Stella’s embarrassment as a captive listener to the story is blatant. Rob
wants her to move further downstage as she is verbally attacked, retreating
from the pain of the words. As Stella physically retreats into the bathroom, the
scene builds to a crescendo with the arrival on stage of Stanley, Steve and Mitch,
bringing a torrent of aggressive energy into the space, externalising the tension
we have just witnessed between the two sisters.
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Section 3
More laughter and shouts of parting come from the men. STANLEY throws the screen door
of the kitchen open and comes in.. Animal joy in his being is implicit in all his movements
and attitudes. Since earliest manhood the centre of his life has been pleasure with women,
the giving and taking of it, not with weak indulgence, dependently, but with the power and
pride of a richly feathered male bird among hens. Branching out from this complete and
satisfying centre are all the auxiliary channels of his life, such as his heartiness with men, his
appreciation of rough humour, his love of good drink and food and games, his car, his radio,
everything that is his, that bears his emblem of the gaudy seed-bearer. He sizes women up at
a glance, with sexual classifications, crude images flashing into his mind and determining the
way he smiles at them.
BLANCHE	(drawing involuntarily back from his stare): You must be Stanley. I’m
Blanche.
STANLEY
Stella’s sister?
BLANCHE
Yes.
STANLEY
H’lo. Where’s the little woman?
BLANCHE
In the bathroom.
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STANLEY
Oh. Didn’t know you were coming to town.
BLANCHE
I – uh –
STANLEY
Where you from, Blanche?
BLANCHE
Why, I – live in Laurel.
He has crossed to the closet and removed the whisky bottle.
STANLEY	In Laurel, huh? Oh, yeah, in Laurel, that’s right. Not in my territory. Liquor
goes fast in hot weather. (He holds the bottle to the light to observe its
depletion.) Have a shot?
BLANCHE
No, I – rarely touch it.
STANLEY
Some people rarely touch it, but it touches them often.
BLANCHE
(faintly): Ha-ha.
STANLEY	My clothes’re stickin’ to me. Do you mind if I make myself comfortable? (He
starts to remove his shirt.)
BLANCHE
Please, please do.
STANLEY
Be comfortable is my motto.
BLANCHE	It’s mine, too. It’s hard to stay looking fresh. I haven’t washed or even
powdered my face and – here you are!
STANLEY	You know you can catch cold sitting around in damp things, especially when
you been exercising hard like bowling is. You’re a teacher, aren’t you?
BLANCHE
Yes.
STANLEY
What do you teach, Blanche?
BLANCHE
English.
STANLEY	I never was a very good English student. How long you here for, Blanche?
BLANCHE
I – don’t know yet.
STANLEY
You going to shack up here?
BLANCHE
I thought I would if it’s not inconvenient for you all.
STANLEY
Good.
BLANCHE
Travelling wears me out.
STANLEY
Well, take it easy.
A cat screeches near the window. BLANCHE springs up.
BLANCHE
What’s that?
STANLEY
Cats . . . Hey, Stella!
STELLA
(faintly, from the bathroom): Yes, Stanley.
STANLEY	Haven’t fallen in, have you? (He grins at BLANCHE. She tries unsuccessfully
to smile back. There is a silence.) I’m afraid I’ll strike you as being the
unrefined type. Stella’s spoke of you a good deal. You were married once,
weren’t you?
The music of the polka rises up, faint in the distance.
BLANCHE
Yes. When I was quite young.
STANLEY
What happened?
BLANCHE	The boy – the boy died. (She sinks back down.) I’m afraid I’m – going to be
sick!
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Rob accentuates how he would like there to be a stillness between Stanley and
Blanche at the top of this section of the scene, as they eye each other up. This
initial assessment is broken by Stanley removing his bowling shirt, and Blanche
moving downstage right, diverting her gaze. Stanley relaxes into his domain,
putting on a clean shirt, lighting a cigarette, and taking the whiskey bottle to the
table which he sits on top of, resting a foot on the chair. An air of sexual tension
rises from the scene, ‘This could be the opening moment of the play, couldn’t it?’
comment the other actors gathered around the performance space, observing this
part of the rehearsal. As Rachel and Elliot draw the scene to a close, Rob enthuses
about the moments they have created, ‘I love the closeness of the business with
the shirt’, then advises, ‘but don’t get too far over to her for the rest of the scene,
especially as this is Blanche’s first flashback and we want to see her isolated in
her memory.’ Here Rob is referring to the moments in the play where Blanche
is overtaken by the events in her mind, moments which Rob has decided to
physicalise on stage with the appearance of Blanche’s dead husband, Allan Grey,
and later, the male lover whom she saw him kissing. These have been termed
‘transition’ scenes, and are being accompanied by the haunting soundscape
created by sound designer Adam Cork.
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Rehearsing the transition scenes.
Tennessee Williams underscores his script with an almost continuous soundscape:
music from the ‘blue piano’ – a bar room around the corner, dissonant brass
instruments, sounds and voices from the street and trains passing. The
‘varsouviana’, a polka tune which Blanche associates with the long-ago suicide of
her young husband is also heard playing, in varying moods. This music, which is
in Blanche’s head, can only be heard by her and the audience. Blanche remains
gripped by the polka tune until she hears ‘the shot!’ alluding to the sound of the
gun that Allan killed himself with, ‘It always stops after that.’
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By week three of rehearsal the company are ready to weave the transition scenes
into the dramatic action, accompanied by the original score created by Adam Cork.
Adam is in attendance at rehearsal, integrating the digitally recorded soundscape
with the onstage action. Rob guides the cast through each of the five transitions.
He supports them by offering an explanation of the emotional rationale inherent in
each section of Adam’s score, defining what each transition will communicate to
the audience.
Transition one occurs at the close of Scene One, as Stanley evokes Blanche’s
first memory of her dead husband. As he poses the question, ‘You were married
once, weren’t you’, the music of the polka rises up, faintly in this first instance. At
this moment the figure of Allan, her young husband (Jack Ashton) moves into the
scene, appearing at the top of the spiral staircase. Rob advises that for this first
sequence, Allan should exude a sense of peace. Rachel gets a sense of how long
it takes to register Allan’s presence during the natural caesura in her line, ‘The boy
– (look to Allan) the boy died’. This timing is key for Adam to ensure the undertone
of discord in the waltz kicks in at this moment. ‘As this is the first flashback, we
need to hold it’ advises Rob.
Transition two takes place in the closing moments of Scene Three. Stella has just
returned to Stanley after their fight, and is with him in their bedroom. Blanche is
left abandoned on the steps to the flat, wondering where Stella has gone. Mitch
appears from round the corner to comfort Blanche. He offers her a cigarette
from his silver case, which has an inscription from his dead lover. This trigger’s
Blanche’s retreat into the second memory of her dead husband:
BLANCHE

Such a pretty silver case.

MITCH

I showed you the inscription, didn’t I?

BLANCHE	Yes. (During the pause, she looks up at the sky.) There’s so much –
so much confusion in the world . . . (He coughs diffidently.) Thank
you for being so kind! I need kindness now.
The close of this scene plants the word ‘kindness’ in our consciousness, a word
that will be repeated in Blanche’s final line in the play. It also encapsulates her
fragility and sense of yearning, a direct result of the events surrounding Allan’s
suicide. As Mitch withdraws from the scene, Blanche is left alone. She rests
her head on the table, evoking sleep and dreams, and Allan appears, this time
accompanied by the man who was his lover (Charles Daish). As the man places
a hand on Allan’s shoulder, the polka music returns, this time featuring symbols
which emphasise the beat in a jarring fashion. The music then merges discordantly
with the sound of chimes; there are six of them, which indicate the shift to the
opening of Scene Four, taking place at six o clock the following morning. As the
chimes sound out, the couple retreat.
Blanche’s story, Scene Six. Although not categorised as a transition scene,
Allan appears in the all important Scene Six when Blanche relates the story of his
suicide – the key formative event of her life – to Mitch. On the dance floor, she
could not avoid blurting out, ‘I saw! I know! You disgust me!’ At this point she
relates how Allan Grey ran from her to the edge of the lake and shot himself,
The story is once again underscored by Adam’s composition of the polka music
that we now realise was playing during their last dance together. The presence of
the music alerts the audience to the fact that they are in the world of Blanche’s
memory, not merely witnessing another performance for Mitch’s benefit.
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Transition three takes place between the end of Scene Eight, where Stanley
takes Stella to hospital, and the opening of Scene Nine, where Blanche, alone in
the apartment, is confronted about her recent past by Mitch. Alone on stage and
seated in the chair at the foot of the bed, Blanche drinks herself into a drowsy
slumber. The two figures then appear; ‘it seems like it’s during sleep that these
memories happen’ comments Rob. They advance downstage, either side of the
bed, ‘she’s the queen of dreams’, Rob explains, ‘you’re in her dreams; it should
have that sense that you are going to get into the bed as you pass it. Then, when
Blanche is nicely in her sleep, you kiss’.
Transition four follows fairly swiftly, in between Scenes Nine and Ten. Referred
to as ‘the tea dance’ for the purposes of rehearsal, it shows Blanche being
dressed in what the stage directions refer to as ‘ a somewhat soiled and crumpled
white satin evening gown and a pair of scuffed silver slippers with brilliants set in
their heels’. Allan appears, lovingly guiding the dress around Blanche’s shoulders;
other members of the company drift onto the stage as a literal manifestation of
the ‘spectral admirers’ referred to by Williams in his stage directions. They crown
Blanche with her rhinestone tiara, and place a glass of champagne in her hand.
Allan and his lover are at the party, but they don’t touch; ‘this is too public’, advises
Rob, ‘they don’t ever reveal their affection in public’. On Blanche’s line, ‘May I rest
my weary head on your shoulder? It’s so comforting…’ she is just about to lay her
head on Allan’s shoulder when Stanley, who has entered the flat and now stands
observing the scene, breaks the illusion, calling out ‘Hiya Blanche!’ Rob observes
how important it is that the moment is broken before Blanche makes physical
contact with Allan.
Transition five occurs at the close of Scene Ten, as Stanley rapes Blanche; Allan
crosses the stage diagonally from upstage right, and, as he reaches the exit
downstage left, his back to the bed, he takes out the gun, places it in his mouth,
and a shot is heard. Rob uses the sequence to take the focus off the physical
action of the rape.

Observation point
When you see the Donmar’s production of A STREECAR NAMED DESIRE, consider how the
transition scenes heighten the emotional intensity of the play. What impact does Adam Cork’s
sound design have on the way you engage with Blanche’s developing retreat into memory?

‘I have no idea what happens to Blanche after the play ends. I know she was
shattered. And the meaning of the play is that this woman who was potentially a
superior person was by society…I think in our time the condition of society is pretty
terrifying’
Tennessee Williams7
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Interviews with Barnaby Kay and Ruth Wilson
Barnaby Kay (Mitch)
Tennessee Williams evokes a very particular world at the start of the play –
the oppressive heat of a summer in the exotic poor quarter of New Orleans.
As a company, how did you go about establishing this world during the
rehearsal process?
One of the things that the director talked about early on was a New Orleans
‘energy’, and that was all about bringing a really vibrant, multi-cultural city onto
the stage in the first moment of the play; there is an explosion of characters,
then there is a kiss, something is thrown across the stage, then we all suddenly
disappear, and there’s Blanche, just arriving. What Rob wants to show is a contrast
between our vibrancy and her vulnerability. As far as the heat is concerned, it’s not
something we worried about in rehearsal, although Rob mentioned it and did tip
the wink my way, because Mitch, by his own admission, sweats quite badly. As
soon as we got into the theatre, I asked for a hanky, because Mitch would spend
as much time as possible wiping himself down. During the performances, there
are water sprays by each entrance and in every room, and we spray ourselves
down. There is something about actually being wet that makes you feel hot and
sweaty! And it’s warm on stage, too, so that helps; it’s lucky we’re staging this in
the summer.
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We are given certain concrete facts about Mitch; we know that he was in the
army with Stanley, that he cares for his widowed mother. What backstory
have you created for Mitch to support your interpretation of the role?
Quite a lot, particularly his relationship with his Mum, that’s the key. Somewhere
along the line I imagine there was a further abandonment, in that he had a sibling,
a sister, who managed to marry and get out. So, rather than it being his destiny to
care for his mother as an only child, it was more that he was forced into it. Another
important part of the backstory – that I think creates moments of tension on stage,
which is where it becomes important – is linked to Stanley’s speech towards the
end of the play where he talks about being lucky at Salerno, surviving a battle
that four out of five soldiers didn’t come through. My favourite line in the play is
Mitch’s response to that, where he can’t quite get his words out and says ‘You…
you…you…Brag…brag…bull…bull.’ It’s a great line, no-one is quite sure what he
wants to say, whether he wants to call Stanley a bragger or a bull-shitter, but in
my backstory, Mitch saved his arse on the beech at Salerno, under heavy enemy
fire; Mitch grabbed him, and ran with him. And it makes a difference to Mitch’s
response to Stanley’s bragging about survival and luck – that was down to Mitch.
It’s a sign of Mitch’s true nature – he would risk his own life to save a friend, and
that is certainly part of his make-up. So, I haven’t written down a definite list of
dates and events for Mitch’s backstory, like a lot of actors do, rather I have honed
in on key elements in his life that have gone on to create the man that we see on
stage. His relationship with his mother and with Stanley are key, because they are
the two guiding people in his life. I see the mother as incredibly demanding.
Blanche instinctively notices that Mitch is ‘different’ from the other men in
Stanley’s world, and the flattery and attention that she offers draws him to
her. What discoveries have you made during the rehearsal process about
their relationship, and how have you used these discoveries to establish this
relationship in performance?
I think Tennessee Williams was probably a quite manipulative person, and I think
Blanche is probably quite a manipulative person too, but I don’t think Mitch is. One
of the big discoveries for me was that Mitch says what he thinks, and means what
he says, and that is a big thing for Blanche, because she has dealt with people
who are quite the opposite. Mitch is simple, in a straight forward way. I don’t think
he’s particularly bright, but he’s certainly not stupid; he’s open. That discovery
really helped me in developing Mitch’s relationship with Blanche. There is no side
to him. One of the interesting things about Blanche’s relationship with Mitch is
how she opens up to him and is honest about her dead husband, Allan. She really
throws that down in front of Mitch, and he reacts very well.
I wanted to ask you about that scene, Scene Six, because it belongs
exclusively to Blanche and Mitch, and could be said to be STREETCAR’S
central scene, with Blanche’s story about the suicide of her young husband,
placed here. From your experience of working on the scene, what makes it
so integral to the production, and to Mitch?
It is integral to the production, because, by the end of the scene, there is real hope
for Blanche and Mitch, which is why we chose to put the interval here. There isn’t
a great deal of hope elsewhere in the play; very early on we realise that Blanche
tells fibs and is drinking too much, and is a woman with a fairly chequered past
and a pretty dismal looking future. I think what Mitch and Blanche create between
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them in that scene is hope and a potential future for both of them. Mitch is in a
dead end situation, with a dead end job, and, until his mother dies, is very tied.
This is his last chance to fulfil a dream of hers, which is to see him married and
settled down; he desperately wants to show her that. So, hope is what makes
the scene integral; it is the only hopeful scene. It’s a relaxed scene too, without
tension. By about two thirds of the way through any tension has dissipated.
It’s about two people who are falling in love and who are enjoying each other’s
company. And she’s not ‘playing’ in this scene, she is loose and free; she’s taking
part and enjoying herself. That is certainly how we play it in this production; she’s
not manipulating him here at all. She is being sincere, and it shines a lovely light on
what is a dark play.
In contrast to this, the last scene that you play alone with Blanche, Scene
Nine – where Mitch comes in unshaven, in his work clothes and bolstered
by alcohol – shows a very different side to his character, with his attempt
to have sex with her, and his refusal to marry her because she’s not clean
enough to bring into the house with his mother. How much of a challenge
was this scene to approach in rehearsal?
It was a big challenge. It would be a shame to play it as just being furious,
desperate and disillusioned, feeling that everything was over. He has talked to
Stanley, who has told him about Blanche’s recent past. Mitch knows Stanley, and
knows what he is like, so, he’s checked for himself, and that has not gone well for
him; what Stanley has told him has been repeated by at least two other people.
When he gets into the scene and when he sees her, despite the fact that she is
drunker than he has ever seen her, which is awful to see (she’s been drinking in
front of him from the moment they met, but he suddenly sees it in a much colder
light), despite all of that, I believe he thinks there is hope, somewhere, and this
is what I’m trying to play. But, during the course of the scene, the depths of her
past that she admits to are just too much for him to cope with. It means enough
to him at the top of the scene to think that it is salvageable, then it just begins to
crumble.
The play’s final scene appears to be an emotionally complex one for Mitch,
as he contends with the shifts in his relationship with Stanley, and with
Blanche’s departure, yet Williams only affords him one line of dialogue. What
strategies have you employed both in rehearsal, and in performance, to
engage with the scene? Also, what were the creative choices made during
the rehearsal process, because, for Mitch, it’s played very differently than set
down in the text, isn’t it?
I love the stage directions in this scene, I just love them, because I think it puts a
spotlight on Mitch during that scene. There are tiny details in there such as, when
he hears Blanche’s voice, the stage directions read, ‘Mitch’s arm supporting his
cards has sagged and his gaze is dissolved into space.’ It is so intricate. However,
the scene is played very differently than in the text, and for Mitch, particularly,
because during the rehearsal process we developed the scene organically, without
being restricted by the stage directions. I think at the beginning of our version
of the scene Mitch is in denial, that this isn’t really happening; there is a certain
pride. Physically, I feel bigger in the scene – I think this is a symptom of Mitch
wanting there to have been a resolution. It’s a very complex set of emotions
that he’s feeling, but he wants to be manly about it. He doesn’t want to be there
particularly, and has been slightly press-ganged into it. I think he is very nervous
40

and scared about what is going to happen and he feels that perhaps there is still
hope. It’s in the script and we observe it in this production, in that he does actually
take a swing at Stanley, and that’s a gesture of trying to help Blanche in some
way. It’s possibly half hearted, but it’s there in the script; there’s still desperation
in there. Another choice we’ve made in this production, is that every time Blanche
appears out of the bathroom, or from behind the curtain in the bedroom, I stand
up; it’s meant to be an unconscious thing so that we mirror each other on either
side of the stage. We want to show the possibility of their relationship, that they
are in synch in some way, that there is a synergy between them. Those moments
are as strong as lines. It works for me, I enjoy those moments very much.
You’ve played in Chekhov, and Williams’ work is often compared to Chekhov,
whom he admired greatly. What stylistic qualities have you observed that
both writers have in common from your work on this production?
Williams’ language is beautiful, there is no doubt about that, as is Chekhov’s
when it’s translated well. But the key is not to dwell on that. I think the same
goes for Shakespeare. If you spend too much time saying ‘To be, or not to be’,
people will not listen to you; they will be bored and understand the text less. If
you make it your own, speak it as you, and make it real, then people will listen and
understand it much more clearly. I discovered by playing Tusenbach in Chekhov’s
Three Sisters and playing Mitch that you need to take the language and make it
real. If the spoken word comes out as the character’s own the beauty survives,
and the play flows as a result of it. That’s where the comparison is. These are real
people in really desperate situations and when you are working on Shakespeare,
you know you are in a particularly desperate situation or heightened moment of
love, because suddenly you start rhyming, and that’s extraordinary! A similar thing
happens here with this play, and we are helped by an incredible soundscape and
Neil Austin’s lighting; the drama is taken care of everywhere.
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Ruth Wilson (Stella)
At the top of Scene one, a short exchange of lines between Stella and
Stanley introduces the audience to the couple and to their world. What
discoveries did you make during the rehearsal process about their
relationship at the beginning of the play, and about the world that they
inhabit?
I think the first scene is pivotal, and those opening lines didn’t appear in the
original play, they were written by Tennessee for the film because Elia Kazan [the
director] wanted to establish New Orleans and the characters before Blanche
entered their world. It was written literally in ten minutes by Tennessee, so it’s
very short, just a snapshot of what you get later on. It’s incredibly important to
establish something in that moment because as soon as Blanche enters that
world, everything starts working differently; Stella has to negotiate her relationship
with Stanley in a much more careful way. What is very important is the world
Stella lives in, which is New Orleans: a wonderful, intoxicating atmosphere, a
melting pot of different cultures, different people with different backgrounds.
I went there recently and it’s amazing, even now. There is a port there so lots
of people from different environments are coming into the city. It’s dangerous,
violent, drunk, and full of amazing music – Jazz and Blues. I think Rob really wants
to establish a world vastly different from where Blanche comes from, which is
a place of huge, empty, flat planes; a beautiful landscape but very isolated and
quite narrow minded. So to enter into the world of the play is exciting, enthralling,
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but scary and dangerous as well. In terms of the relationship between Stella and
Stanley, they converse briefly, but convey the idea that they are very much in love.
In a way they are the most popular couple in that group of people. They are the
ones who are moving forward, who will be successful because they are the ‘New
America’, the future, in a way.
In Scene two, Blanche is already in the flat, and Stella is telling Stanley how
they are going to deal with that; she is organising how it is going to work with
the three of them living in the same space. Working on that scene really helped
to discover the very first moment of the play. Elliot and I had two days alone
in rehearsal to work on our relationship, which was great because it meant we
had a place to jump from. Their relationship is incredibly interesting, because it
is based on passion, sex, love and being in the moment. Stanley is a forward
thinker; he’s going to be successful but he needs a woman to drive him. He is
vulnerable without Stella. If we look at the moment when he hits her and she
runs upstairs, he is left alone and can’t handle that. He’s a boy. Really, he needs
Stella as a sort of carer, to give him that confidence, that strength to be the best.
Because she is from an upper class family, he probably feels that he’s working his
way up, climbing the social ladder. She might have taken a few steps down, but
she’s pragmatic enough to know that’s the only way to survive. If she’d stayed
in Mississippi in her home town, she would have ended up like Blanche, with
nothing; no money, no man, in a desperate situation. She had to leave. I love
Stella, because I think she is incredibly modern in a way, forward thinking, driven
and rational. She has got a spirit: she wanted to leave Belle Reve, she needed to
leave – she’s a bit of a rebel in that respect. She has found a way of life here with
Stanley that she can manage.
The ensuing scene between you and Blanche sets up the contrasting
characters of the sisters. How has your exploration of this scene supported
you in defining Stella, and her relationship with Blanche?
I found that scene very difficult in rehearsals, as well as Scene Four, the other
sister scene, partly because I don’t have a sister. Understanding how sisters work
is something I’ve never had to deal with. I’ve been told that there is a love/hate
relationship between sisters. There is jealousy, but also a huge amount of love;
you talk about things I’d never talk to my three brothers about. You share things,
but there is also rivalry, vanity, all sorts of things that you have to deal with. So I
found those scenes difficult to deal with at the beginning. But the more Rachel
and I have played with it, it’s become stronger. In that first sister scene, Stella
and Blanche revert back to being in Mississippi and take on the roles they had as
children. Fundamentally, Stella hated those roles because she was passive. She
liked some of it, she liked being the youngest and being ‘Stella for star’, but having
to wait on her sister and listen to all her woes, walking on egg shells around her –
all those things that put pressure on the relationship back home – she is suddenly
made aware of again. That first sister scene is full of digs and put downs and
judgements. Stella loves her sister and is very pleased to see her, but she’s not
the easiest person to get along with. Stella is very proud of the life she has made
for herself, but Blanche can only see it as a step backward as opposed to a step
forward. So I think the scene is pivotal, and it’s important that it’s not just played
out as ‘Stella is very happy to see Blanche’. There have got to be tensions; there is
a history there. Stella is introducing all these things about her life that she has kept
quiet, living in a small apartment, married to a guy of Polish origins who is a bit of
a brute. That’s the other thing about these sisters, they came from an environment
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that was quite tight lipped, you wouldn’t really talk about problems, everything
was glossed over or swept under the carpet. Suddenly, in this environment, all
of those issues come to the fore. As we have moved into performance, I have
found more and more affection for my sister. At first I was feeling very ‘put
down’ during the scene, that Blanche was encroaching on my life, but as we’ve
performed it I’ve felt more and more warmth between the sisters, and that’s
really important. These two love each other’s company, and there are moments
of shared enjoyment and fun. That’s vital, because in that last scene, where Stella
has to make the huge decision to send her sister away, it makes it so much more
heart-breaking because of the implications: she’s sending away her sister, her
whole past, Belle Reve, and all those things that mean so much to her. It is a
battle between two lives and she can’t have both. She can’t have her past and her
present; she can’t have both Blanche and Stanley, so she has to choose.
The one scene that appears really emotionally complex for Stella in juggling
her relationships with Stanley and Stella is Scene Seven, the birthday
supper. She gets such an emotional battering, particularly from hearing the
truths about Blanche that Stanley reveals at the top of the scene. What were
the challenges of approaching this scene in rehearsal?
The thing that I found difficult was the amount of information that she gets
fed, and how she processes all of that – and I don’t think she does, actually.
The amount of things that Stanley tells her that her sister has been up to is so
shocking, that it is difficult to take this into the rest of the scene, particularly the
emotional betrayal: Blanche hasn’t told her any of this, she’s just told her lies.
Stella finds what Blanche has done shocking and horrific. I think Stella is the sort
of character who tries to get on with life and make it work, so she hears all this,
but thinks, well, we are still going to have a birthday party, we are not going to
worry about it. Then Stanley announces that he has told Mitch all these things,
and he’s not coming. For Stella, this is a huge blow, because Mitch was the saving
grace of the whole situation: Blanche could marry him, move out of the flat but still
live in the neighbourhood; for Stella, that would be the perfect combination. So,
that’s not going to happen, but we can still have a birthday party to make Blanche
feel special on her day. But that doesn’t happen either, because Stanley gives
her a ticket back to Laurel which says ‘we are getting rid of you, you are leaving
on Tuesday’. It’s blow after blow to Blanche, yet Stella feels it equally because it
encompasses so much for her: dealing with the lies her sister has told, and also
the fact that her husband is so insensitive to that, and unable to be compassionate
or see beyond his own obsession with Blanche. The scene leads to a real moment
of questioning for Stella: why is Stanley so obsessed with her sister? I feel Stanley
gets more obsessed with Blanche as the play goes on, not necessarily sexually
– that might be under the radar – but certainly he’s obsessed with finding out the
truth about this woman, to the point that he ignores Stella, and pushes her aside.
It becomes a cat and mouse with three characters chasing each other and trying
to get each other’s attention. It leads Stella to ask why Stanley wants to destroy
this woman and be so cruel to her. I don’t think Stella is naïve to this; she’s quite
aware of the power her sister has had with men before and how her husband’s
behaviour has changed in the house since Blanche arrived. This scene is a
challenge because it’s where Stella has to process all that information and still try
and keep buoyant, keep everything steady and make sure it still works. But, piece
by piece, it is falling apart, and, moment by moment, it is unravelling. She has no
control at that moment; she loses complete control of the situation. Not because
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she’s lost control of herself, but because the two people she was trying to control
keep sparking at each other.
Then comes your forced absence from the flat, as you are taken into hospital
to have your baby, leaving Stanley and Blanche alone. The next time we see
you on stage, you are packing Blanche’s belongings in the final scene, and
you say to Eunice, ‘I couldn’t believe her story and go on living with Stanley’.
What creative choices have you made as a cast about Stella’s response to
what took place the night she was in hospital, and the impact that this has
had on her relationship with Stanley as the play draws to a close?
The choice in the text, and in our production, is that she chooses Stanley over
Blanche. I think she has huge doubts though. She knows the rape happened, but,
like her character has done throughout, she chooses to deny certain things for
an easier life. She chooses to deny this fact, the option would be to align herself
with her sister who is slightly mad, and difficult and hard work, as well as being
impossible to live with. Her other option is to re-address the life she has with
Stanley, and, with a child, that is the only other obvious choice she can make.
During that period, it would be very hard for a woman to survive with a child on
her own. But I think it is an incredibly difficult choice for Stella, and the way we
have staged it in that last scene is very brutal; the way that Blanche is struggling
on the bed. It’s much more brutal than other productions I’ve seen of the play.
She has a real fight with the doctor; she doesn’t want to leave. I think for Stella to
see and hear that is incredibly painful because of the enormity of the choice she
is making. When Blanche leaves, she is out of sight, but not out of mind; every
character will be affected forever by her six month visit. It’s a big question as to
whether Stanley and Stella stay together. There is a moment when I move away
from him at the end and it’s in that moment that everyone is affected in some way
by Blanche’s departure. I don’t think it will ever be the same. If they stay together
it will be constantly in Stella’s mind what happened with her sister, how she had
to choose between her and Stanley. The relationship will never go back to what it
was, there will be a shadow over it; the shadow of Blanche.

End point
An epigraph is a quotation at the beginning of a play, book, or chapter which relates to the central
ideas that follow. Tennessee Williams chose the fifth verse from Hart Crane’s 1932 poem, ‘The
Broken Tower’ as an epigraph for A STREETCAR NAMED DESIRE:
And so it was I entered the broken world
To trace the visionary company of love, its voice
An instant in the wind (I know not whither hurled)
But not for long to hold each desperate choice.
From your understanding of the play, in what ways does this epigraph relate to the central ideas
in A Streetcar Named Desire?
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