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ABSTRACT

A Study on the Social Tragedy in Arthur Miller's Plays

Park Ok Ja
Advisor: Prof. Kim Young-kwan, Ph.D.
English Language and Literature

Graduate School of Chosun University

This study is an attempt to discuss Arthur Miller as a social tragedian, who
has until now been studied and estimated mainly as a tragic playwright in
critical areas and the history of the American dramas, especially the social
background, which examines how Miller reflected tragic social aspects such as
the Holocaust in Europe during World War II and irrational McCarthyism in
America in the 1950s on his works. Also, he has influenced modern American
and European playwrights on the creative structures of his works, and
especially extended the scope of themes to a number of social issues through
many of his plays.

Miller was influenced by not only Greek tragedies, especially Aristotle’s
tragedy but also the atheistic existentialists such as Sartre, Camus, and
Foucault. However, he made much of not their theories, but human life itself.
He established the idea that not "What should I know?’ but, 'What should I
do?’ 1s important in his social dramas. Based on his own various and specific
experiences, Miller described American consciousness much better than any
other author. His concerns about relationships between individuals and the
modern industrial society make him more absorbed in political and social issues.

As a representative of modern American playwrights, Miller has been
regarded as a complex thinker because of being variously called as a moralist,

a humanist, an atheistic existentialist, a feminist, a social psychologist and so



on from others. Therefore, it focuses on the background of Miller's tragic
thoughts about society and concentrates upon the tragedy of moral humanism.
On a concrete level, it tries to decipher the source of Miller's tragedy, the
background of psycho-social existentialism, and the distinctive features of
Miller’s social tragedy.

In developing an aim of this dissertation systematically, first, a variety of
backgrounds based on social tragedy would need to be investigated to help in
the understanding of Miller’s plays in Chapter I and IO. The distinctive
features of social tragedy are examined through All My Sons(1947), Death of a
Salesman(1949), The Crucible(1953), After the Fall(1964), and Incident at
Vichy(1965) which have strong messages of social tragedy in Chapter II. In
conclusion, it reevaluates him from a sociologic point of view.

The real movement of modern dramas started in America with Eugene O'Neill
who was affected by Realism in Europe in the late 19th century, and Realism and
Experimentalism were the mainstream in American dramas. Under the cultural
circumstance, Arthur Miller and Tennessee Williams were playwrights who were
mfluenced by O’Neill in the 1920s. Realism spread out in all fields in the period when
both authors worked actively and it has continued longest in the American theater
since the modern dramas started.

The 20th century American author, Arthur Miller is a very important figure
in the modern literary world. From his early works to his latest, he found
topics in his neighborhood and published works with which many people can
sympathize, based on his own experiences. He mainly focused on the
relationship between humans and society, and was interested in exposing social

irregularities. Therefore, he is valued as a representative social playwright.
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A tragedy, then is the imitation of an action that is serious and also, as having
magnitude, completely in itself ; in language with pleasurable accessories, each
kind brought in separately in the parts of the work ; in a dramatic, not in a
narrative form ; with incidents arousing pity and fear, wherewith to accomplish its

catharsis of such emotions.D

1) Aristotle, Poetics, trans. Malcolm Heath (London: Penguin Books, 1996), p. 10.
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The preoccupation of the Greek drama with ultimate law, with the Grand Design,
so to speak, was therefore an expression of a basic assumption of the people, who
could not yet conceive, luckily, that any man could long prosper unless his polis

prospered. The individual was at one with his society; his conflicts with it were, in
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our terms, like family conflicts the opposing sides of which nevertheless shared a

mutuality of feeling and responsibility.2
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We are so atomized socially that no character in a play can conceivably stand as
our vanguard, our heroic questioner. Our society — and I am speaking of every
industrialized society in the world - is so complex, each person being so
specialized an integer, that the moment any individual is dramatically characterized
and set forth as a hero, our common sense reduces him to the size of a complainer,

a misfit.3)

Hery 2R FAA X}(mlsﬁt)“ Akl o] Fdael FIYRt Abslddel 3|4
=

The new social drama will be Greek in that it will face man as a social animal
and vet without a petty partisanship of so much of past drama. It will be Greek in
that the ‘'men’ deal with in its scenes - the psychology and the characterizations
- will be more than ends in themselves and once again parts of a whole, a whole
that is social, a whole that is Man. The world, in a word, is moving into the same
boat. For a time, their greatest time, the Greek people were in the same boat -
their polis. Our drama, like theirs, will, as it must, ask the same questions, the

largest ones. Where are we going now that we're together?®

o] oAlo]E WA WelE Al AlgEEe] LY AEY BEHE wEa, 2] A

2) Arthur Miller, "On Social Plays,"
(New York: Da Capo, 1996), p. 52.

3) Ibid., p. 58,
4) Ibid, p. 64.

The Theater Essays of Arthur Miller , ed. Robert A. Martin
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of situation)’e] W&ol 3] EFshA FAFUUL A HsHA], 2 FAFH o=
Death of a Salesman® The Crucibles 45} =AE dFelal Jurlo HibHo

Sidney Finkelstein® @e]e] ZF3E A AA|o] s AEF% HEES A Ldta

e} Py
S, /\1.%_,,9434

5) Francis Fergusson, The Idea of a Theater (Princeton: Princeton University Press, 1949), p.
122 #=,

6) Hazel E. Barness, The Literature of Possibility: A Study in Humanistic Existentialism (Lincoln:
University of Nebraska Press, 1959) p. 379 #%.
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UTH AL A A
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ol #af 27 = A3 HlFHolu Al HEE 9
¢l AF3] v Z7F] Tom Driverss 19 =2AF3Eo] AL 502N Ay A Alopr) 55
3 geshubal A A sA A, Bertolt Brecht 22 AFS|= #7be] #3&3 wjast o
o] AL AA G Aol meelA] ol mledt @Al mFEL kil i
Hrbslar Qb1 B3k A2l W] 7}l Daniel Schneiderv &2l <2 Sigmund

Freud 41282 T2 A3 Aoz ®Hkalh Willlam Beyers 573420 EE 9

>\1

AgA w7l FbH e Fa s Aekth2 olejst A HIHES AU A 4
24 Qa0 AFe WA ZEe] A W&ot AAAEAE et ARE %
bt vhde] A uErtEL de Fo] Abslet Al el #AE F3e
AAde AAstL AR, olE Hake] kg ofy|stE FAA 84AE HTh
Leonard Mosst 8] 5¢] o3 5% Aol e3¢ 1xd dl4s a3
& A Askar, 9] S Azt Q1S Hl=EAle Lo FA Y S A

A9l BAlo] bgos Agsha et BT

7) Sidney Finkelstein, Existentialism and Alienation in American Literature New York:
Internationals Publisher, 1965) #Z.

8) Ronald Hayman, "Arthur Miller," Encounter New York: Frederick Ungar, 1970), p. 73 &,

9) Ruby Chatterji, Existentialism in America Literature (Atlantic Highlands, N. J.: Humanities Press,
1983) p. 95 =

10) Tom Driver, "Strength and Weakness in Arthur Miller," Arthur Miller: A Collection of Critical
Essays, ed. Robert Corrigan (New Jersey: Prentice-Hall, 1969), p. 66 #=%.

11) Daniel Schneider, "Plays of Dream," Death of a Salesman: Text and Criticism, ed. Gerald
Weales (New York: Penguin Books, 1967), pp. 250-58 #%.

12) William Beyer, "The State of the Theater: The Season Open," Death of a Salesman: Text and
Criticism, ed. Gerald Weales (New York: Penguin Books, 1967), pp. 228-30 #%.

13) Leonard Moss, Arthur Miller New York: The Viking Press, 1967), pp. 73-74 Z=.
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They (traditional comic writers) appear to believe that it is not the law of
society which are at fault when something goes wrong but the defiance of those
laws by individuals.... This view, we should note, is in contrast the view of many
serious plays, particularly tragedies, which assume that society itself is upside

down, or that "the time out of joint”.14

Wilsone #7F 23X Hoi7bar gle wl g=5ex= 3ol JiQlelA dar v =
A= Abgle] itk Aolt) 3 ol Death of a Salesmanol Al B 25 A
d 5RE E7HA Fe A E Willyd o2l S-S vl #@slrle] oba] v oAt
slo] AHEFe] BAAASE A3t o] HlojUle 2dA AEE Aale Hdow
ZH7yel= Absle wrAgE ZEA g wlwstth Wejrl 1 Absle Ay e 9t
sted ANlel Al et AAE Frhe A 248 T Aok v AE ol 1
ZE AR E A oa 1Y FAEe] et et Ale AEsiA Al
7]skar itk

olgl %, Wele Al A SAREA Ry, FHUiER AHE By o}
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My
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B 022 dpsad doh AMz Weld w3 24 ¥, SA2 AE4Y
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14) Edwin Wilson, "The Contrast between Social Order and the Individual in Comedy," The
Theatre Experience (New York: McGraw-Hall Book Company, 1980), p. 326.
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15) Arthur Miller, "Introduction to the Collected Plays," Arthur Miller's Collected Plays (New
York: The Viking Press, 1996) A% Z%.
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Greek tragedy perished in a manner quite different from the older sister arts: it
died by suicide, in consequence of an insoluble conflict, while the others died
serene.... The death of Greek tragedy, on the other hand, created a tremendous
vacuum that was felt far and wide. As the Greek sailors in the time of Tiberius
heard from a lonely island the agonizing cry "Greek Pan is dead!” so could be
heard ringing now through the entire Greek world these painful cries: "Tragedy is

dead! And poetry has perished with it!...”18)

o7l A FEE AL o]EZnf ofE 2 Al Zl(Apollonisch)#
Zl(Dionysisch)el #tal b= thy A ¢l 7otk 1o ojefdt 7S 1
g ol FE Qe F UHA VR H Jlde® FEA vk WA ofERE A2 B

s F of A= e dow HdE dem F4stsle A&
ARG oA AMRES S wEAT 23S d@4 AT Y] BHos §
n

R I

Mo

L

HolAdle Heyanzzll ded =3 (intoxication) F gt olw] =3 =

18) Friedrich Nietzsche, The Birth of Tragedy and the Genealogy of Moral, trans., Francis
Golffing New York: Doubleday, 1956), xi, pp. 69-70.

19) YolAl= Birth of TragedyolX A7NsH= ol&Z(Apollo)9t t] 2 YA~ (Dionysus)s= QL2A 18]~
ANEZAZ} ofygt BE QIFY Aoz AFo & Foltt, 15 rlo] gnlste o542 Q3 219
EwWst= EAolt}). Keith M. May, Nietzsche and the Spirit of Tragedy (New York: St. Martin
Press, 1990), p. 1 Z=.
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Tragedies cannot be written in modern era because we have ceased to believe

that any human action is serious or noble in the Aristotelian sense.2D
o

==

gz ddel obM 2olv3

o]

o] 7

e

defol Al ]

Eias

vl

o

of

%

a9

TN

T
pul

e Wes o]y

11

20) Joseph W. Krutch, The American Drama Since 1918 (New York: George Braziller, 1957) &%,

21) Ibid., p. 115.
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The true social drama, which he calls the "Whole Drama” must recognize

that man has both a subjective and an objective existence....23)

53] del= Abs A ot Abg] Aok BAlOI A AAE EFSEY] ALS €]

RaelE Fes o FAPS T WEe] gEH A FAtE Prhwel
<F

The Social dramas in this generation must do more than analyze and arraign
the social network of relationships. It must delve into the nature of man as he
exists to discover what his needs are, so that those needs may be amplified

and exteriorized in terms of social concepts.24

27} ole R ol

e e wgoletn NHakn AnFela f71HQ FA4L AEFTES

23) Gerald Weales, "Arthur Miller's Shifting Image of Man", Arthur Miller: A Collection of Critical
Essays, ed. R. W. Corrigan (Englewood Cliffs: Prentice-Hall, Inc., 1969), p. 132.

24) Arthur Miller, "On Social Plays," The Theater Essays of Arthur Miler, ed. Robert A. Martin
(New York: The Viking Press, 1978), p. 51.

25) Ihid., p. 54 3=
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26) Ibid., p. 57 3=

27) Tetsumaro Hayashi, Arthur Miller and Tennessee Williams: Research Opportunities and
Dissertation Abstracts (London: McFarland, 1983), p. 8 #=.

28) Arthur Miller, "The Family in Modern Drama", The Theater Essays of Arthur Miller, p. 73
21z
1Az,

29) Arthur Miller, Conversations with Arthur Miller, ed., Matthew C. Roudané (Mississippi: The
University of Mississippi, 1987), p. 90 .
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32) Roland Barthes, Barthes: Selected Writings, ed. and intro. Susan Sontag (London: Longman,

1983), p. 187 #=.

33) C.W.E. Bigsby, Modern American Drama, 1945-1990 (Cambridge; Cambridge University Press,

1992), p. 3 3=
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Whatever the deeper meanings of an American play, on the solid level it is about
love and marriage, or earning a living, or dealing with a family crisis... Dramatists
discovered that the real story of, say, the Depression was not in statistics and

large social changes, but in the ways it affected a family in its living room.34

Gerald Berkowitz®] o]#3t 2 A &3 97 v&E A9 BE vl= F
7bEo Al AEHATt 50d ] miFEA F(McCarthyism:  4FF912F 295 9])&
a2 F¥e Ao g el BE$71E The Crucible® John Proctorghs
WEE 1] ooy & FE Skl o ddds =Y & = Apoptd
£ 7] =3k David Rabe®l Sticks and Bonesd| A Davideli= WALe] Fgto] 19 7}
Aol A= dFans S vepa 9ok

A4 o%e) W AFE FEER AEUa s Ads Byel AE A=
FUA W BF guel R AF Hoe wS AA B AoWA FR
F o5 wAlE wA RUY WE AEEY A & S opAth 1 A3
AAE AR A% 29A Fa A9 AdA, A0F A BUg AAA AT
aQe BAH AFL oA TH AREI H% A97H 293 2 9

o) F Qe ARFY A MAUS oA helHa

ok
ox

= Y
rr

X B
>,

W12 Fa N Absle AFE =9, f2ld SAE A7lskar 1o
= = = 27 ebE Ee vk

ol #3 v=52 FA vydoeryE HEHAT AAHE F
e dddom FHE Wl At e @ken, A4 olF Aol
S Agsta 543 dejrt ARle FE8e vty ez All My Sons, Death of a
Salesman, The Price(1985) 5 4] Abs|e] gt 7pgk A &e] A58 27
At wWels JAle] Absl A AR Fo o] @RS Wrobx JiSle] He 3 o]
gk 7NRIe] EANE okl 27F &3 ARE] AAY EAlE FAS] AHE SAA
H Zloltt
dels dAoRE 8 HaE g2 AT J0dE AXE A"t SAHU=E

o] 3ol HALe FUIHTE 938 The Crucible, The Price, After the Fall,

il

34) Berkowitz, Gerald M. American Drama of the Twentieth Century (London: Longman, 1992), p.
3 =

35) Ihid., p. 14 3=
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ol
&
H
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2
ro,
Bl
2

essential risk of living”36)¢] 2} a1
o], 2= HF S ES AFEFo
not be the occasion for disillusion, because we must go on groping from one
illusion of virtue to another™? #}m StBE9] AAFAE AefFYry. 1€ A v 2
= 609 A Ee) N1 AR o] YA, A A AleAo] o & 30d
o) olebd F2F Atelol = A Aolrt Y&e FEIUCL

gy g SdelA e 60ddek 30 e A S Bkt o] oA
719] Aeld A eEHE oy, A™n Ayl W AbgEoldrh el 60

w9 FAAG 3 Aeld] §ANE ARFEE 1
-

i

I wondered how many times a country could be disowned by a vital and
intelligent sector of its youth before something broke, something deep inside its
structure that could never be repaired again... Is this the way America grows, or is

this the way she slowly dies?38)

36) Miller, Timebends (New York: Grove Press, 1987), p. 100.
37) Ibid., p. 100.
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29 5 9 3
ole swe FA gtk ey A4e B Aol dxm glo] @melr)

H%EY FuAst 9 ,
del Al AFE F + DES Robert Kennedy st McCarthy 27l &8 4

W A g WEY AguEs 99w Feluw e Feye
2y olyel, FAGAGIE UL 2 ANBEFL A Utk A A

HoE 93 HAel A dAlem <lal, 1= 19651 %Xﬂ{%% 8ol At

3
v e =95 HEn 29HQ ofolrjole] FHE =7tk ‘T could find no
refreshing current of history such as I had imagined touching in the thirties
and forties, only a moral stagnation.”® o]&#3%F =gz EB7F olejo L=
HEF digh v=re] St7wdt P95 F3ets o 89 dAE =73 A2
o] Z7hA o vkol 3] o)A o] g

AMS A Ao R THE Z 1099 VIRF Eeb, AAEE, sASE, 2Elal mivba
of gk e HAL @ olEdAlE A LA Aer oAd HErh o=
Adaf #FEel A THA7A] FAE @elar et FuHeS wA HUATh
Samuel Beckett?} Herold Pinter’} F71& Wepa i9lar, 29 H[E7HE
=0l e E4 5 dAEEA A BoF A L] Ak

dels Aol g A=54 @A ZAE S5 Wt s w743
T &

ARAow s dFo] g 2 A 4 QxS AL ndsns] A4
QT wlso] F7bH A7) kel WA gk A} 2 AW Aydn 8
AR, T S =ob Y] e A QR 1 BAS o RS

38) Ibid., pp. 102-103.
39) Ibid., p. 556 =
40) Ibid., p. 553.

41) Ibid., p. 548 3=
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Aeke A 5wl weF All My Sons7t Ad@thd 22 ARty Bad 2
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42) Miller, op. cit., Timebends, p. 268 .

43) June Schleuter, Arthur Miller (New York: Ungar, 1987), p. 43 %%,

328%] o A A %%Q%‘l A, U] The Iceman Cometh (1946)5 A A1 775 =
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"society” 1s a power and a mystery of custom and inside the man and

44) Charlotte Goodman, "The Fox's Cubs: Lillian Hellman, Arthur Miller, and Tennessee Williams."
Modern American Drama: The Female Canon. Ed. June Schlueter, (London and Toronto:
Associated University Presses, 1990), p. 140 3%,

45) Harold Clurman, "Introduction," The Portable Arthur Miller, ed. Christopher Bigsby (New York:
Penguin Books, 1995), p. XIV &%,
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surrounding him, as the fish is in the sea and the sea inside the fish, his birthplace

and burial ground, promise and threat.46)

aeivd AT Apslel iR Hefe] dAAE
S ekAl ar Abslel diEk Jljle] Gkl disiME AL e Btk 17 Al
AZF kel 45 oWl vl o ARY ¥ ey did w®
Uzto]l /A7 AAE %A vk 4 e Al7bolth

-

7
4

How the native personality of a man was changed by his world, and the harder

question, how he could in turn change his world.4?

Aol gk Zilel Gl EAleE 29 $U] o2 Zdas Zle] U o
HAA vk ARS]el wEbubE ofe] el tiRE SRRl aEE A vEbhd
D] x7] oA A A= ZdsdAE e T UlQle] Z3o] AL
o] #FI Aol WikE Ao wBdrh Juu HA a2 A5 S ASA

AZE AAN M 2H7] AT o]’ B Wske 27F A A s

= AAVIEE BAEe] F M FElEclAl e gLy 50 )
ARl WA Z1Q1% e 2= | o] A7 ARSZE X Hshal e g

= 7 e doh 2e AbEeke ARRAIA R T 1T

Azrel Aol 771 AlAdT. oleldt "efe] A4 Death of a Salesmanol* 7}
A5 axEa gk AR AA shellA QIzbAe] of A A O Az ¢
see flel AEE v=A Zabo] ofg s AUl =Tt 24 e
®3 All My SonsE &8 He= HE7MERSH YA F3AEE WS
wokth, 152 2ol tirfe] xutdy A4 s Wy wel Expstal glvhal

Zelw | 1% % Raymond Williams®] ZAdE= w-$ d9atA of Azl
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e

All My Sons has been described as an Ibsenite play, and certainly, if we restrict

Ihsen to the kind of play he wrote between The League of Youth(1869) and

46) Arthur Miller, op. cit., Arthur Miller's Collected Plays, p. 30.

47) Arthur Miller, "The Shadows of the Gods," The Theater Essays of Arthur Miller, New York:
The Viking Press, 1978), p. 178.
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Rosmersholm(1886), it is a relevant description. The similarities are indeed so
striking that we could call All My Sons pastiche if the force of its conception were

not so evident.43)

Heieh Aol = Wlne FAAEAME FAA FudS Wi k. ofE H
kS Al 22Q1 AR oopyl 2 AJjE= WY EHI FAS A=

If the appearance of this letter, logical though it might be, is too convenient for
our tastes, I wondered what contemporary criticism would make of a play in which
an infant, set out on a mountainside to die because it is predicted that he will
murder his father, is rescued by a shepherd and then, some two decades later, gets
into an argument with a total stranger whom he kills - and who just happens to
be not only his father but the king whose place he proceeds to take, exactly as
prophesied. If the myth behind Oedipus allows us to stretch our commonsense
judgment of its plausibility, the letter’s appearance in All My Sons seems to me to
spring out of Ann’s character and situation and hence is far less difficult to accept
than a naked stroke of fate.50
B2 HEIbES Ee7l gAF 28 Ak =ATeke Aol g All My Sons

AAl e som B gtk ¥Es olHe #yel WiE i thed o] 24

48) Raymond Williams, Drama: From Ibsen to Brecht, (London: Chatto&Windus Ltd. and Oxford
University Press, 1952), p. 75.

49) Schleuter, op. cit., p. 44 FZ.
50) Miller, Timebends, op. cit., p. 134.
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I take it as a truth that the end of drama is the creation of a higher
consciousness and not merely a subjective attack upon the audiences’ nerves and
feelings. What is precious in the Ibsen method is its insistence upon valid

causation, and this cannot be dismissed as a wooden notion.5D

L9

All My Sonsol~, @&7} vbEo] Yaizt sl ‘Bl Y o Qa'ss =
FTAE ol F e ‘#AeIth elal =9 =YFolA widstA AAE AE&T
oA Wl thed ol 19 9T =Yl

The fortress which All My Sons lays siege to is the fortress of unrelatedness....
It is that the crime is seen as having roots in a certain relationship of the
individual to society, and to a certain indoctrination he embodies, which, if
dominant, can mean a jungle existence for all of us no matter how high our
buildings soar. And it is in this sense that loneliness is socially meaningful in

these plays.5

fese] oAuz dels 27l &S] A dAAYE MEE AR Qrolol
ghpar AE2A v All My Sonsel A AREFe] g2 ‘wA gk A= v
ol g At2lE SHAZ T 309l &2l =(homeless) &S B HEle e
FEA FolA EAste IFAD AMRAA HHE 7FA AL v Rolo F ke
& U=l Bl

FE Joew 7HE FAFY AbaLek oplYt =¥ AR =& ®’7] 935
M mYA AR, ARsle] dE Al s TSkl L mA 7bEe] obeta} o &
A F 8 2 79E 2957 el a3 By A g deolth ER6HA
L OE FoolEEe] e AL E8 Wl eAE, =7 A R, MEtEA R Xk

51) Miller, op. cit., Collected Plays, p. 21.
52) Miller, op. cit., Collected Plays, p. 19.
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olty. = FAMH o ® Chrisol Al AHle A S WeElbdlE =3tk “T don't
know what you mean! You wanted money, so I made money. What must I be
forgiven? You wanted money, didn’t you?” (p. 76) A *]o] Chris7} 19] 5L
skl W Foe aE Aol Fole AR oldstA e Eetrh 1] B
T AAT SAE Kol ol Kate9h %’ﬁﬂ FH Aoy Bzt 2= #HoH
S AF =7A Fevh 23] s YAE sk Ble bRd ARE AR
2 glow HAzre] EAL A3 Ho|x Y=

Mother: There’s something bigger than the family to him.
Keller: Nothin’ is bigger!

Keller: Nothing is bigger than that. And you're goin’ to tell him, you
understand? I'm his father and he's my son, and if there’s something

bigger than that I'll put a bullet in my head! 53

Steven R. Centoladl &3t Joetw AR2le]l MAIQL 715 FoA Al3A ] E Aol

W oAR ofmAdon Aale] AL wBAIR Aol @tk 2elA o] ol
shipe] oo wolEolXm, i AR o o] e &

audes, des AR Abgho]l ARalel ARl IS ol =l dd =
Hee wETh Nxﬂi, Aale] =dutel ] YA o g dyaiazl sk de
AL U7 72 John Gassner®] 7123 vH]|H & 7= o}

He[Miller] has heen rather over-strenuous and obvious in his moralization... He
has not dropped anchor naturally and inconspicuously in a norm of values and then
gone ahead with his business as an artist. He has felt impelled to proclaim his
values as if Judaeo - Christianity and even Hellenism had not made them known

long ago, and he has place them at the top of his dramatic register.54)

53) Arthur Miller, A/l My Sons (New York: Penguin Books, 1989), p. 73. ¢] HE& o] =FolA
ol e

148 RE AEE o) YT Qo] HHUL EAT,

54) John Gassner, Dramatic Soundings: Evaluations and Retractions Culled from Thirty Years of
Dramatic Criticism (New York: Crown Publishers, Inc., 1968), p. 704.
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d# = Gassner® Aol “Surely there is no known philosophy which was
first announced through a play, nor any ethical idea... As a matter of fact, it is
highly unlikely that a new idea could be successfully launched through a play
at all.”5®e}al whdbslar glvh. tialel] oju] Exjelt obA 2 g3t HA &= i
o] =gputE T Eay oAl Ao E‘ri 3 t}.56)

All My Sonsol| et ARt 7)

o
$& 2. Chich A7) ANE EHHOR PAR AFE WAAT A € o

A

H, 2] e FEES W Ad T Joed] WMol of AL ol H ]k
sto}, ol 3t Aol Estal All My Sonsv A A02 gja HEgAow 7}
7} dkd] R f?}ii volbZttt7h o) iR FolA A watstA F= 7 AR
o E<F oA BolFETh Arvin Wells7} A4 gl5%e] o] 52 &3 2545

X

2] oo FATPIE A

The play in its entirety makes clear that Joe Keller has committed his crimes
not out of cowardice, callousness or pure self-interest, but out of a too - exclusive
regard for real though limited values, and that Chris, the idealist, is far from acting

disinterestedly as he harrows his father to repentance.5?

AAq ez o] 52 @4 s X1 AA BeA ]l RS HolX] %& JoeZt
& Addivs A3 29 obw A7t 3]st
ozl Chris94 Ege dxAes HoFEr. kAR Chrise
g EA7F o, Joew & Wil oy &

All My Sonsel A ®WsldE 4te] WA A S HdeEdol sh= A2 Chrisqldl, 29

SE-Eoll M o] %<l Sue= ¥ Chrisell sl F-AH A< olv|x|& 2zt vk au=

55) Miller, op. cit., The Theater Essays of Arthur Miller, pp. 119-20.
56) Ibid., p. 122 &=,

57) Arvin Wells,, "The Living and the Dead in All My Sons." Modern Drama 7, no 1(1964), pp.
46-51 F=.
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Annol Al Chris®} ZAEstAepap oA S 7hebar @elth “My husband is unhappy
with Chris around... Chris makes people want to be better than it’s possible to
be.”(p. 44) Ann< ChrisE& W& sty A%k Suew “(It isn’t) as though Chris or
anybody else isn’t compromising.”(p. 44)e}al =23t} AHAA = AN IF= =2
Al #2E BRo AHE AAE R o4lo] HE oA A AYE o

+ Chris®] B2 v=4<l d&he op7] Atk

Sue! You know what I resent, dear?

Ann: Please, I don’t want to argue.

Sue: I resent living next door to the Holy Family. It makes me look like a

bum, you understand?

Ann: I can’t do anything about that.

Sue: Who 1s he to ruin a man’s life? Everybody knows Joe pulled a fast one

to get out of jail.

Ann: That's not true.

Sue: Then why don’t you go out and talk to people? Go on, talk to them. There’'s

not a person on the block who doesn’t know the truth. (p. 45)

Suet &L%o
¢l Keller Qe v o
Chris7} et ebA] &= 4
7 5L 9l ARl dis

E57t ol AL AE BA Kk Chrise] F5dol gt ¥ 7x 28k
@ 2A%e] Ak 1k 4¥s BAE PES YAsE TP @A dske F

a1

a e vlgel A9 B gde 4 Aghen ddsel gt we
I}

=

a1 Aol A TS Ho|X vt AAE a¥Xx] ok A ET}
2ZM Chrisel gt H7IE 2l o]¥l Sueo ©&
Aolgh & Rogi Al 17) FoAHozr B
A

srg sEamEnE A2 e

=
s

N
BT
N

>,
do,

o
-9,
=
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AAgsichd, o g4 gHgle] Ve AWE
8 4ewgte Zolm 34 ¥Ae £UAL AT AmdlA 17t & 5
9= Aol wigs]l AAH 4Ed Bl 9] W AE AHE JFL MA
2 ol i opulxe] Aol g BUAL QoA o] i &o| TP
| ool gFot Aale) olmAolAE Qe Aeleha Weine Aelth olulqo]
A8 A B F ReE 19 AT Wge opuAE T ol BFIH HE
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1

E dEhdith g "] AbdEe] FREYsit: Zls & Sk shA R A}
Ae] ol A= ¥ AbEEF tEva R sleth

Death of a Salesman®] W2+ Biff Lomane B2 3 2 sdHfoA] o}
Ao #g WAS DA A W, ofs Ao dE] eFEt e Tl
A2 FE A @Y Biffs 29 upxu RRo A oA E A5 Axle dEe

d

=53 A %k All My Sonsel A< ot x]o tfdF Chrise] HlWo] Joed AAZE o]
=3

=o] xlggo] wepa, Chris®] ‘o] 'e] 18] 4ho] o3k Wt doy|x 3}
© Zle® uvedth Chrise A1 ofBlA & diile] #FHA4E& T2 Joed A
5 daErkE A

HAA} Steve Deevers &A1stA] 3ttt Chrise Steeved] & H o]
< Al oA 7F EHY Ve E AA R sk Alolekal AZhgin
Joex FHE ¥ Steveol tlajx Aale] ziar gle HAE Al 17}
Zreo A AutEE dxEE dolgtFEAwdgta AnnolAl @ X Chrise
“.. kick him in the teeth”(p. 49)2}x &3l ofn| x| 2] Actel] thaf AR ML W
itt. ool Joeol =7} FAHA UAT S E staA ol 19 AlRe 19
‘A obE Chrisoll A4 A zebg whek Zloltt, shxRE of 7] o A1 RV Chris

12

o ghargto] o] FubR-olM ol A& tish= d&7h HaL, dAA RHidEs
S HisivhE B SAol tig ApAle =L oAt

Aol Hol gk 1AL 1e] ofmo
o) welet A ol we AT

S 509 A €1 FHoEmE B2 w7

For me! - I was dying every day and you were killing my boys and you did it
for me? What the hell do you think I was thinking of, the Goddam business? What
is that, the world - the business? What the hell do you mean, you did it for me?
Don’t you have a country? Don’t you live in the world? What the hell are you?
You're not even an animal, no animal Kkills its own, what are you? What must I do
to vou? I ought to tear the tongue out of your mouth, what must I do? What must
I do, Jesus God, what must I do? (pp. 70-71)
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et o]l Chrise] HW# w&Eo], ofB{ x| REALZ] A o] H|FA A Y F o
gk HAE =7 SHstr] 98 Adshillvhs 19 2 obE Larryd] HAE
e W7tA % Joew oW HAE =7A] Ktk A ou] HAE e 4
Fpo] alA AF w4 WhEe giAw FA a7} o & A& zpale] AAE

HE AdAstaL Abslel tiF Qe AdzE AEs Aol

n

It is not Joe's legal culpability which is of importance but his ability to accept
the necessary relationship between self and society which is implied in his

acceptance of the ideal of universal brotherhood.>®
P8 Christ: Aol %@94 Aol A A BaEe] HelFE ASo)E

248 A8 o) ke ARSI, Chris 710

F Qe Agel &4 dnle 3L TFddhE AES AYs ofiAE vy

T 2

] Ao X}’ﬂiﬂ REolnt, AAY APLS Chris®E sto= =
gk HoAE Al e R ofY g 19 o ATl mY#g S gald
st A717F H i

shA Rk 1o] o] AF ol = ¢k7he] F-A7)} glth Chris® m o] HA) o] Abd
g AMEES AR Bt ml=AREe oS oA =Evt Aeeke
ApEFo AbEle] AvbA] FErha Hdet A T A Al Fof o}E | 9k ALY
S A FoEx HAS FI fS o5& FFFrh ChrisZ7k “Oh, Annie,
Annie... I'm going to make a fortune for you!”(p. 36) 2taL 238} Anni}e| P&
S AEAEE Foste e 29w HA ARG ofH A7} Faste NSS4 T
oA A BlojubA] Xehe FAIE Adrh

28 w4 g “What must 1 do?”(p. 71)ek+= Chris®] Hito] 39o A=
ol x| o Al wslHA “It’s not what I want to do, it's what you want to do.”(p.
82)& whHth. ofH A& slelg ARAle] WA e Aar =YA dEs 5

R
FastEA ol e YA RA'E gAYl s Chrisd oFE ARd

[¢]

58) C. W. E. Bigsby, Confrontation and Commitment: A Study of Contemporary American Drama
(New York: University of Missouri Press, 1966), p. 22.
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olg} & F vt & FHoE ol HELY W= Chris7t =94 9ol
S 3l¥stA wrEVIE ) 1o st A9l “What must I do?”oll &

kA e] Wusk o] ¢ltl Chris7t BAAL 7bA 3L AU = H|Eo] =ale] o}nl
15 &A18loF stAY, Adels Adsts dE8e ol dFoREA] AAle FALSY
ol A & H[ | oF st Aot

mlo

N

Larry7b ol R 9] Wz 2 Q&) 24akd Blojgtes AHES A3 W3l& Annoll A
Bl Larrye] AAE ¢lal W & Chriss A4 olB| A Z H| 3o}

Chris: ... Now vou tell me what you must do.. This is how he died, now tell

me where you belong.

Keller: Chris, a man can’t be a Jesus in this world! (p. 83)

ChrisE XA ofE2ZA 47|21 UYDH Joer I7Fol7] wie] Al a9 4
TFE AAE F 2 Tﬂﬁ YA AR Larryd] SF52 €3 AAlF Absle digk @A
2 AEA Ao A= UvF = g Ay Ok 1o 58 Z2FAEC] Al

olEE ot A= L2 Yr)m xRS o)

o Aol ojujis ChrisolA o}mA7} Mol =S Dejea AT 1

oA & 7ol HeE sbEa @b orust ob A Aol Y %2 Aol

2P Fol = Chrise FAHIE B5S Holw, vpA )k tisto]A ewhstar gkl

@ 44 =e

Mother: The war is over! Didn’t yvou hear?—it’s over!

Chris: Then what was Larry to you? A stone that fell into the water? It's
not enough for him to be sorry. Larry didn’t kill himself to make you
and Dad sorry.

Mother: What more can we be!

Chris: You can be better! Once and for all yvou can know there’s a universe

of people outside and you're responsible to it, and unless you know

that you threw away your son hecause that's why he died. (p. 61)

Chris7} Joeol 1 Y8 Wl A9 ook drka Fgahe ol f 147 3
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TAE A7) A3 Aeolr= ettt ol#ld A& alvsl¥ Joew A Chris®
3 FQ Alo]t,

T3 Barry Grossi =9 =9 AL XA 3= Chrise] wFA 9 diAtel]l 73s)A ul
vrett}, 1% “Chris uses fine words, but they are cast into a silent void,

because we know that, behind them, Chris is incapable of the commitment and
love his father’s suicide represents.”® #il #th Gross® All My Sonsol ] ¥
H7F A Alsh= alFEe) s thEa 2ol otk

In All My Sons Miller is not guilty of presuming to teach, or even of presuming
to preach, but of not doing it with sufficient force and directness, of not
pinpointing with sufficient sharpness Chris’s amorphous and formless sentiments.

That the world should be reordered is not at issue; how it should is.60)

Chrisi= 1 A1) ghel wslo] opf-dd Jaks F4 @kd UAE] M
= =

#AEE 217 227 et ol¥E Eee Chis7h 19 Rrjgdse] 83 of-
B—E]_ A=

.

A% gystar Jeg ousith e Al &8 A 1EE 78 Sk
glon 159 A ABRzH WIE AL gEth 1% Chrise] A4S 93
g aF ol 1AE oAl Hi= 1elame] JEEC] R HsEsiva @
F 9}t X Christ Qo|tF 2y Creond] HIF7 zlojy Ao gAo] vy

S ek a9 AGLE FF UF %A vdehdel A4 aE el 1
Pub WeE b aels uFe) AR el 9% weed g @k
Christ Joer} #4& 2o A9 @Fe] det AP A AFF ke 2N
o BHe AMAIE e olnAE TAU

Chrise 214€ AWsHs FAF qaAzh ohle Axe 33 442 WE7)

59) Barry Gross, "Peddler and Pioneer in Death of a Salesman," Modern Drama 4(1964), pp.
59-60.

60) Ibid., p. 23.
61) Miller, op. cit., Timebends, p. 94 ZZ.
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AaA FAsks dLolth BT Joe A4 HE AEY E3E S HAT HE
A= oluyth Wellse All My Sonsell t8}oI“There is no simple opposition
between those 'who know’' and those who 'must learn,” between those who
possess he truth and hose who have failed to grasp it.”62 2}a1 23t} Joed] -
A= 25" 2 tEA EobA] Xsle dA] ¥ EEE Aol ofue}, ARile] AlA,
TF, ARl ofdH AoEE AAAQ A4l HojrhE AMEE A SHA el
ZA AR A= Joew 7V AL E AAATIA V] wimel A2l A
A, v, LYol AR REH &9E dekA Erh

"o oA HYA L FFEC] SHE AollAE dE H s8% 94EE

ERE o] HoA 2 Al Abslel] uigh AglelA s ZHA| sk Sl #H

ofo] tisl Bigsbyw tha3 o] Awsia gt

For Miller, as for Freud, guilt is a primary social mechanism in that it is the
unconscious acknowledgement of responsibility, of a world which consists of more
than fragmented experiences: it is a product of the dominance of the reality over

the pleasure principle.63)

a4y

Carsone 94lo] s4Ae) ssiz <la) vhehibe @24 Aue] galo] =l v
Fo] wae wEe o FuE pRon 2an ma, weldl)
3 g AbslH el MEle @ oulmgoletn welEgoz
M6 Welsl A Abse e E4S Maz k. 7hE ALE 2ol Yy

rBL

=
=
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i
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r
%

259 FAH0n Agen Faa d 9%@ Wt Al My Sonsl A 1%
5 AEd AHSAL B0 A4 S A AHE Rasn 9

Joer @O} Fol Arjd AR U v ARFe] 2] o]V
zo] o AZe) Hetw Fue Al TAR AN A4E ZA7 @r) o 2
A Joe 934 Alsle] HAALT B 5 Ak webA o] FolA o] g el
o HEt WAL w2k Joert AR o]7Fe] wEe] @ AT Ul

62) Wells, op. cit., p. 51.

63) C. W. E. Bigsby, "Introduction," A Critical Introduction to Twentieth Century American Drama
(Cambridge: Cambridge University Press, 1984), p. 158.

64) Neil Carson, Arthur Miller (London: The MacMillan Press Ltd., 1982), p. 40 Z+Z%.

_35_



o Fgol HHA FFLL BNV EF o] F& FaFe] AT FoA H: v
g ulFol ohvjet FelEY H8& BN BA0R SelF AT ASY #AY
2 g Aol &3 Qi Aol WE Aol e A Bk F, Joed HLL
2 2199 Bo] H¥ohbe AE oI Steverl #SolA FEur AE ol

ARk, QIS AFE] £ & K-
oy A At3] AAE g el o
ng des Qe AbE e
7hAaL YA, gl Ho® SatE A gopd w b
Z& hAET

Y= All My Sonsg &3] A4 ApslolA] sujglh ofah 49, AAY A, ¢
AbAE el @, THA Y] FR T& AAehHA oled A Bl dAES EUHuE
A7k xz7o] ol ®iglst F JFE TAZE Hgow of&E IF A&EA
Death of a Salesmang: ‘&3l /N3 Absl o] 952 #A 9 71 Z59 snwHS

A F-shA "
B. Death of a Salesman: A¥52] A*x<¢} 71xFe] Q5+

1949 e 2y W9 iE2 Death of a Salesmans 712 A2 All My
Sons| M A7 FAd e 12H 7 HE A7 FYmEea g dA s}
v FAgke] A58 tgFa vk All My Sonse Aol WhEk siele] AL Hx
gte] Joert 1 AL P %F Larry®t ChrisE E3H3E AlAte] BE ol5E53
ALl 2ol v Aldiel giE 3o g o HS4 5 "Itk vy
Death of a Salesmanol A+ 139 ‘American Success Dream'e F7-3le] &t

&

uere] AE 2245w AR FolA dAstA olg"star vwtdshs 1l

b
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Willy Loman®] 55 Fa A3l 3 Ao zZA] A3e 9
v A et AA o Fr1EEzl gk jle] HA3 spEEE dd £
FEyabs] & adsla ot
Death of a Salesmane LHE w2 F9 ZA7NEA Fa3d] 22 A ot
All My Sons®t a7 A2 Bapzke] 7px] 3 oo 4L w3 QA g o] 2}t
of| A= Apztel TmdahA| Hefal ofEo] AWAH O E oA o] TpA| ] H
7behAl etk FolA o] d e #EI Zolrt St Joew HE WE L A9
Hhsto], Willy= dW ZFEF9o] A= AR = 7 om A
2 A E3hc} Morris Freedmans Willy 7} =441 =7}
< MAAS AJAE AAEA Fekar Jrkar A A 7hrs)
o AztE A Willye] ol tid BEAE w2tk 29 H2 ofnEc] 93 &
! 2 Zow JAE T B91718 Aoyt
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As more light appears, we see a solid vault of apartment houses around the
small, fragile - seeing home. An air of the dream clings to the place, a dream

rising out of reality. (p. 11)

A7NA o AEF BEE BV grE Willyy e He AgE olnE]
Aol ofs) AAFE M eg AR HARSA 9E Aotk §F 3 o}
Eo] A& o Eeiael guede 2 1 Aldld uA @2 #e AAHE
Willy Afale] BF3 gow H3l ofgfEo| s FHawojxa £HulEd HoFE
b 2ok e vley oM EE A #9E AdAsie FAld v AgE A
Agth @A JF HxEolgE FAE dol AAINY] &S dbstA v ¢

°

g% gA Rl el sivbge Agtel AY F g Rel wol Wzt
AREe BARY | wANN F7 NN AmwHoRt 4FEF & 9o o

65) Morris Freedman, American Drama in Social Context (Carbondale: Southern Illinois University
Press, 1971), p. 45 #Z.
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o] F& Wiyt He welde] AAAHL Td AFOR A ¥ o
Fa gtk 2 el BAe) wiEol Ayl dxea s, 1 Ao &
At AN EA BV B FAwh opwlAe /S Wk A Biffs of
HA7 o8 F g veThE A8 9 slo} O FA0R e $YE A
2 B H3 A% A4eIM AAF obEol Ha Wik Willyl rhe] mEo] 34

Willys= All My Sons®] Joe9t vFI7MA 2 Apitolels H3o] s @g 2l
g, AHde 2o B Zlo] AT Ao 1o EAVMAE A7 HE
Faoler, ofZe] oste] 1= Ale] A e duehd Fvkar & 5tk
of A A vixZIA R e AldFet Ao Abgel g v Ha
of Willye] H435& 91 A7F4, a2 2oz s 259 ARl 44

§7e] A9le] Ho wFe stA Ak
A B Willys] el os) thest o] Agsta vk,

-

o
=4

The image of a suicide mixed in motive as to be unfathomable and yet
demanding statement. Revenge was in it and a power of love, a victory in that it
would bequeath a fortune to the living and a flight from emptiness... the image of
private man in a world full of strangers, a world that is not home nor even an

open hattleground but only galaxies of high promise over a fear of falling.66)

Willy= A<l 28 Sl Biffe] A& 71&& U}ﬁé}i’ 7H5el #9E #2Y
st FAFFades A4S 53 AYe A4Edn B 4 o 29 88 1)
gt = 7 Charlie 29 %&5& &3.8HA% ofbUl Linda= AFe] ol & o4
shA] Fghrt ol A& o&fstA] 3 Biff+ “He never knew who he was.”6702}

a1 E3lA| % Happy+ “He had a good dream... I'm gonna win it for him.”(p.

66) Miller, op. cit., The Theater Essays of Arthur Miller, p. 143.

67) Arthur Miller, Death of a Salesman (New York: Penguin Books, 1989), p. 138. o] ZHE& o]

wolA Q8 BE AR g Z gl Bk A3

_38_



139)e}t a1 &3t}

Death of a Salesman°l*l Bele = £33 EWAs] e} ARFY A £l A
M2 HAASHA ol&RstL 7Hsittrt Ul Balol B 1A FdT
Sk EEe 2Rtk HERE 3 Aol o] S w3 e S5o® uhA
o HS4 AR S UL o O o] 52 SElA AEe] A oemA] HA
ol 71 Al AL Aglel gt Al e A<l ool EAet o e A
A2e] FAE A= UA HFEo} Brian Parkers o =& th&3 o] Hslal
ATt

Obviously, Death of a Salesman is a criticism of the moral and social standards

of contemporary America, not merely a record of the particular plight of one man.
68)

U= A7 @8k A #E Fettr A ARl# @48 AAskA xe)
AR A HA] 98 g Ee] b FlEe] AalA SHE AvigelA BoF
7] fl&l, SAE oM dE Al Fdl 7uE ARSS All My Sons®t €] o]
FolME BT FHEE =Y g1 5 7uE AR vk Willy 7t
gojrlel 713, 7hA &2 Ho g offwE =2 wid <l Beno] TS &
Alo] 254 23 EFE 47 AHEEE e
AA oz ApAFgAl Fo A FeoA] Willydl Al | Ager S5 A 4

el wigh 74, doid AdH FAHE EHHoE B
dAE o7baA BT F dv TS YA sk 7golth

ol k& e HAFol The Inside of His Head®ti= FeolA & 4 3l &
Willye] so] F=2 18 yrdA] o]Fojxal glon, 5F &2 4 3A
o] T glo] A BE whedE =uErh o AEY EE2 Willyd

4

O]—‘__ Wllly—% Z} %
we AFeHH Feta @ adE wor Eua wivks Zle oulshr|RE jhh

68) Brian Parker, "Point of View in Arthur Miller's Death of a Salesman," Arthur Miller: A
Collection of Critical Essays, Ed. Robert W. Corrigan, (New Jersey: Prentice-Hall, Inc., 1969), p.
102.
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B FEE st At es AlEa A AA g 2 stA 4 e
bbb A] Etrh a7F A S oud S AlFsld £2 AJEL olv] Artar
Aol HidstE v Atsle A A0l AL AAAAER] Thed = H A
S W& A gk BFFo REFEvARE A EE s glom, oA ide
B2AE 2F 3 Hlj o] 4
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You know, the trouble is, Linda, people don’t seem to take to me.... They seem
to laugh at me.... I don’t know the reason for it, but they just pass me by. I'm not
noticed. (p. 36)

£3] New England A "2

Am THPI ASE WA Fota vk oAl FolA JudAgE o oy
SA HA, 2 FXAMew A Al HowardE Zol7bA & A4
28 A BARH A2 Fe oy vk Aol @ 9lE Howard: 7Hds] A

At

Howard: Oh, I could understand that, Willy. But you're a road man, Willy,
and we do a road business. We've only got a half-dozen salesman
on the floor here.

Willy: God knows, Howard, I never asked a favor of any man. But I was
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with the firm when your father used to carry you in here in his arms.
Howard: I know that, Willy, but—
Willy: Your father came to me the day you were born and asked me what 1
thought of the name of Howard.... (pp. 79-80)

Willyw= Howard®] Axz}e] #AA|7LA| o]opr|shm S| RARE, 1+ “L it's
business, kid, and everybody's gotta pull his own weight... business 1is
business.”(p. 8M)ErH Al olE FAIE B Hrt olo Willye “I put thirty—four
years into this firm, Howard, and now I can’t pay my insurance! You can’t eat
the orange and throw the peel away.”(p. 82) &} T4 AR Willy= ©]7]
Tk FHAHdeR FHoE= SHHFY AT ARolM HHEE e gl
20 A4 3RS BAabel] tigh FEel FdFete QA AAR e nzk
gl Azke] Tl XA et Howards o] &7Fx7F §loizl Willyo] 4
R AY, 19 FX3} Willy Atele] z2 QIZFAS foj#AE F4dstde

T ouQIzslE o B Y ol

SO

O

ol9} 2 Howard®] HIAMAHL AAsE REER SHsE 2ol 19 o7
Adl, o] FL&7]E Aurgt Willye] 48 Walsie, 3ad neeh v=r9 LA
ol 52 V|AHoE YW g8 Weolr) A 1= Aol Howards Zopzt 54
2 @Akl e8lel ud AeviA @A Hol ddolvt W Blexl ed
Al AT 2 AX7E Ha vty Aol edllA] Aol | o] 19w Hgh

AAR FGAT T AN B WA RFLO 7 Fol 19 Yo HHoln

g3k Willye] 2452 Bendt &2 A&L olF
oyHH 7heAdE 3EH & F
ol Zlx a1k Ay ol

N = ful L_T:ﬂ! = .
Biffet Happy oF#Ae] o1q 959 7lA#s adlz ojo2 Qlzoltt

69) June Schleuter and James K. Flanagan, Arthur Miller New York: The Ungar Publishing Co.,
1987), p. 56 FZ.
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Dusenbury© ol =] 7} o] AdE Willye] F oF&-S “a rubber stamp of
Willy"2} “Second Willy"0W= 4319537, Ivor Brownx “a Lord-Salesman in
embryo”™V2 F &t 7L Ax|oA B v} Biff+ g E-e HAsA sk
Fate] aGsta £o] B Bsia distvlaz)y Al AR Ao
Ia1 gy g A e} Biffel Happyi: AHA19] AE2 717_} &
TAFe ARRA Rl SolA] Ao §-s] v oJatE =

t}. Biffe A9 ®5S E=HolA &7 YeiA $EA7Y dAe 7
Algk g ouka W gla, Willy HE olejdt olEe E e

ColEA Willy PR 2E plele @

2.
= = =
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Charley$} Bernard?} Ho]F%0] Willy7} Abe Aldls A#a JrE3 8o 9
Ak Agst = e AddoE aE QED A 2% <VE T AHEE
F7skal & Aot & Biffol Al Bernard7l g A2 ] &A% Biff7)
H 378 F7] wZel AFdel A Bernard®Uth SElE ] 9HA ZlolEh: @
el MEAE E Bernardet 34417 2 wj7bA] AT AGEm 7FAA]
el AEL 8A e WS A Biffe A3S wlas] B oo Willy
ol ud Aol gk DEo] At ZRE AolU=A BHE =ejdrh

—

-

Bernard can get the best marks in school, y'understand, but when he gets out in
the business world, y’understand, you are going to be five times ahead of him.
That’s why I thank Almighty God you're both built like Adonises. Because the
man who makes an appearance in the business world, the man who creates
personal interest, is the man who gets ahead. Be liked and you’ll never want. (p.

33)

s

olEE Willy F-AE H|Zo| whmel e Abs| A AQ] FF2F o) FaH
E5u 2 o9& zAube] ol <lztel 1Ry spxsholrh. & o ek X% A

70) Winifred Dusenbury, The Loneliness in Modern American Drama (Gainesville: Univ. of Florida
Press, 1960), p. 24.

71) Ivor Brown, "As London Sees Willy Loman," Death of a Salesman: Text and Criticism, ed.
Weales (New York: The Viking Press, 1985), p. 252.

_42_



ARE AABe AR

el 4,
EAz A= #ldv. A5 Happyel w3 22 ame edort 5 #s
= ar ]

I don’t know what the hell I'm workin’ for. Sometimes I sit in my apartment -
all alone. And I think of the rent I'm paying. And It's crazy. But then, it's what
I always wanted. My own apartment, a car, and plenty of women. And still,

goddamit, I'm lonely. (p. 23)

Bilfe} Happy= AbslelAe] 2% 43 7dud o 74 %ok 48 459

i

Biff¥= New England A %9 “Salesman Lord”¢l o}s]x]eo] @& gtwjj zjale] 2

A7F 213 sjd€E Zlow Wil Bostondl &% ZW WillyE Zolzlwl Zlo|t}
7

“silk stocking”-2 L oA A Fi= AL HAToEN aurtx] zt

Aol gk EAAMTH ATl Absbe]l AL gkt
Biff suffered a traumatic, dizzy loss of illusion about his father. Shocked to learn
his father is a sexual human and not a god, Biff’s Oedipal disillusion centered

around Willy's giving the woman stocking he should have given Linda.”

1 Esk FARE

o
o

AubA ¢l & A SolA Willy7l deols sild Hwk
Biff& BostonAb1& &3] Apale] Ex)eF 48 AASHA Har oA o] Zedt

rﬂ

rt
2

72) David W. Sievers, Freud on Broadway: A History of Psychoanalysis and the American Drama
(New York: Cooper Square Publishers, 1970), p. 394.
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A Awgt A sgle Faelal JhEste] wEe] S Fozy A
Yo7t {d Aotk ol 24 Willy: BiffE £8le] Ao B pds] mat
RS sz AWe Ao ¥ Aot

He Wy Biffr} thA] fog EoleomH Biffel #AE A AMAES = £
o]

N

oA Willye] 274t &2 dovl= AV7E doh olek o] Altje] WA et
AR ANZE ¢ 719 ghs Aolrtd Willyel Al Eob& Biffe thA] A%
= AFAAMA Foh L AE Biffe o 5 E digtel ] 27eE AleE sk
AR AY o i v ST dedlen, ofRR FFste] FoA Y]
T ol 53 S Ag o A7l Biffl Al BuUiAl= R #5EY
HHAQ #Fo= dIek AR e etk Willyel 7 wel whEzks A
HAEomHA sEde ddd Add Y27 HARe, &g vdge aud g
Z1HE A FAH

Willy : Like a young god, Hercules-something like that. And the sun, the
sun all around him. Remember how he waved to me? Right up
from the field, with the representatives of three colleges standing
by? And buyers I brought, and the cheers when he came out -
Loman! Loman! God Almighty, he’ll be great yet. (p. 54)

aeM Willy= Biff7b ARdle] we Al ol F71E HWH
ZpA ] m&ell ZpFol wal ApAle] AlEskE AEe W

th ol AR R ol EdAE olojX= AFH AEe v FAY #AT <4
o] AZt¥ = Aolth Miller® American Dream2 &% 02 F43hE Willye #

& Ued 2ol Hrbska St

Tragedy, then, is a consequence of a man’s total compulsion to evaluate

himself justly.”3

Biff= SatSol Felzlo] vH3l Aol e nHdadoes Fass Huba AR

2]

73) Robert A. Martin, ed., The Theatre Essays of Arthur Miller (Harmondsworth: Penguin Book,
1978), p. 144.
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made a point of not wasting my life, and everytime I come back here I know

that all I've done is to waste my life.”(p. 17)2Fa2 &4 Happyol Al a1k},
3 Folla] thololREgAakS e & FAUE Ho Wiyt 5 435 ¢

% Beno®4-H 2vF 33 21 HIFE vHee AlFe] e o5 oy ofx

© Willyel Al Biff= ofu|#] #3o] ofye} ®F7} 7] zH5toletar sk wual

thar ghoh ol m Biffi= AHAeb thga} o] 2dith

I am not a leader of men, Willy, and neither are you. You were never anything
but a hard - working drummer who landed in the ash can like all the rest of them!
I'm one dollar an hour, Willy! I tried seven states and couldn’t raise it. A buck an
hour! Do you gather my meaning? I'm not bringing home any prizes any more,
and you're going to stop waiting for me to bring them home!.... Pop, I'm nothing!
I'm nothing, Pop. Can’t yvou understand that? There’s no spite in it any more. I'm

just what I am, that’s all. (pp. 132-33)

2o diglel Al H o] ZpEAge] AL ofe] AFHo ¢ o] 3EIT F gl
Adel o2} Biff: olmAe] FxE AT WEel = Hde Folgse /)
F5kel ofwl x|
X3l “Will you take that phony dream and burn it before something
happens?”(p. 133)8}™ &2 HE AL w22 st} oo Willys 3k H-4
NS 7w Ho] Wo] gAY A Willy: Biff2 913 F o dhgoelgta 4
Zstal Hag dAF7] e Ader 2 A4dsiaie A5 Bal uot AR

= 1—4 S5 =o] AYHEAM AE ddEo] skelvh e oln] oA
A2l Q1&o] Hoim @ ol A Ben, DaveZ E743dtil 152 FF8 stth Willys

rir

a1 9}1\_, ;(}/\]O S /\1 }—7 Hlo]_to q_ wE = o

=
N
ofo
R
ofr
2
DY
cO

LI

19284 o] o] ejeszialol HAw o, Az WA AHAL Foeol Aum
gopgrrha = Hele] opth olel@ Aale]l AL 279 Charleyel Al “You

end up worth more dead than alive.”(p. 9R)2}aL stA ATt} o)A Willy= FoiA]
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of |24 olu A2 A9l o] F-8 A Biffl Al 4TS & F UA @ Aotk o=
A Willy+= BostonAtAd oz AAFHAE A= Fo] ol X2 A AAZF
zZA Aol olm AAAC AL FPu = AAZAQ =88 EA vz A

Az el E2X71E sHA i, ol X2 A e A2 '@AE S | Aolth

N o

In terms of his character, he has achieved a very powerful piece of knowledge,
which is that he is loved by his son and has been embraced by him and forgiven.

In this he is given his existence so to speak - his fatherhood.?™

gty 9 Willys Solok ge7t? Willy7h 7FA 5L gl o A thg9] #& 20
A7 Ao E vl=o] E Holth Willy7l 4 W 7159 dE o] t19] oln A
A1 Ben, Willy, 22] 31 Biffe} Happy©l Al ool x| 7]l &= Alth2] Abglo] 1w ¥
7] ool A 1 e AEL ErFeg slo|th

Death of a Salesmanol| X129 F-A4zre] 5L &=z Astdo= Hol All My
Sonsol| A o] H-AZRe] ZeiteE tEnh 7oAl Ao olHAEL WSS Xﬂtﬂi
WAl g8 AbghEolw HF aEoAE A BAVE e BRF ofyg ol ¢
Aoty 54 Feve F8F0l Uk o159 A HAE "olA W ofE<]
Mo g HolgowM ZZHT All My Sonsol A+ Anno] Joegl -2 WEE O
22X =2 Larry7l dolv= 235 U A7) o715 AL, Death of a Salesman
M= HE Uyt ¥ Biff7) EolF o2 HAzte] Aol wstEnt Joeo] €
A= Chris® o9t FEstal Ao slaf7f AHE A &3, 15 AT
w dAE gdystr] fsted A4S AdEEt 1y Willys Biffd]
o8 FApzrel slaf 7l A HE o] Lo ofp A mA e AT}t 3]EH
| 29] Aol fAlHET. mEtA] Willys AH4HE ok o}l X2 A ol
AA AihE BEEre dFY A e Fdd 2 AUTh
RA = defe] A2 718 A7) AdY AHAE FAld dE S48 FE
e QAR o] H 3 Bike dAdiAbs oM dsithe Ae Adalskal gtk

AAe] BEAGAE EAWS 5 9= FAA O FF Aol Aol ofd 17k

74) Emmauel N. Nwgang, Survival and Personal Identity In Arthur Miller's Major Plays (Oklahoma:
Oklahoma State U., 1998), p. 104 #=.

75) Miller, op. cit., The Theatre Essays of Arthur Miller, p. 147.
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C. The Crucible: A3 A9 BRIFA

All My Sons®} Death of a Salesman< A7 4Q aFd 7183 A2
A Qe QTS AR S ARSI o] AR Asroln A we T Aldle] 4
2wl Wigk f=mE VEA S o] FolEEe] A Haol o2& HlFolth
gy The Cruciblee 839 $1413 FJxof gbrr] 27| RE o] 3 4E Fhsid
Al BASE g R TR A &S 17AY] 29 H3E nteger Y
Al AL ] Hl=9 AFHE mwe SHFE otk

The Crucible®] F1&°] Ab3l o] AA At 7f14 &+ o] Z5E& #Hod
AR ApokE 1A 8] Tk QIZHA 9] o] vEh Stk 4o R o] Foixl
o] =9 ZHWE-= John Proctor®] 74 olx FHlE, $uty& A4 E 247 o
Fa 9tk o] 5o AubRelA Johnd Ao HE QAR o] & &F s
gelstel= Aol ¥ At o] AlV]e] e AlYFY BE AAEEI v R
FERTE HolE © TASH @A ThAd wjgels B, ARsle] HA A

A7} ZRSHE PR e ZA A8 E da Tk

19531 d o] 2281 o] A FA] W= ALZE ofF AutEtshA =Y Ui Aol th
1950t = "o A= Joseph Ramond McCarthy AHd o) a} whu| =7 &% A}
A3l el wFAlE(McCarthyism) 2.2 ¢l Aol HA=H FE 7|7 2449
vb Qlar, My e g2 Faigk Abgre] FARFALR E¥ ik Ao] gth Wy
o] MFIAIES] SHgEo] FHolA HJW wolE FHE vz ofHA 3 ALV}
W A= O] Eﬂ% 71E FrAstaL AFstsly] flste] Fad A RES AT A
A EEE ve gAY P SR8 16029 Ald H ¢
ANz ASkth e gAY AR A geka A

¥

Ne) AR T o] u

It was not only the rise of "McCarthyism” that moved me, but something which
seemed much more weird and mysterious. I was the fact that a political, objective,

knowledgeable campaign from the far Right was capable of creating not only a
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When it is recalled that until the Christian era the underworld was never
o= zb

regarded as a hostile area, that all gods were useful and essentially friendly to man
despite occasional lapses; when we see the steady and methodical inculcation into
humanity of the idea of man’s worthlessness — until redeemed - the necessity of
the Devil may become evident as a weapon, a weapon designed and used time and
time again in every age to whip men into a surrender to a particular church or

church-state.”?

olA 7 W

77) Arthur Miller, The Crucible New York: Penguin Books, 1989), p. 73. ©] S%-g]
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Hale : In these books the Devil stands stripped of all his brute disguises.
Here are all your familiar spirits - your incubi and succubi; your
witches that go by land, by air, a by sea; your wizards of the night
and of the day. Have no fear now - we shall find him out if he has
come among us, and I mean to crush him utterly if he has shown
his face! (p. 39)
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Their creed forbade anything resembling a theatre or 'vain enjoyment’. They did
not celebrate Christmas, and a holiday from work meant only that they must

concentrate even more upon prayer. (p. 10)

gt gaEstel AbdES FEds] Al wiE Hebs =it

Long-held hatreds of neighbors could now be openly expressed, and vengeance
taken, despite the Bible’s charitable injunctions. Land-lust which had been
expressed before by constant bickering over boundaries and deeds, could now be
elevated to the arena of morality; one could cry witch against one’s neighbor and

feel perfectly justified in the bargain. (pp. 7-8)

o ol eEsIG M MAUES A5 Wik AFY ANE AL

78) David Levin, "Salem Witchcraft in Recent Fiction and Drama" The Crucible: Text and Criticism,
ed. Gerald Weals, (New York: Penguin Books, 1980), p. 249 #=.
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Wb Agho] A Parris B4 AUl Abigailel F% ol vhe Hume] &
oAl & gF Fo EHE EYUe 37" molda] dsta dSe AT
PAT =Yg TS Fehs FAGtE Fuwrt Aujste 169299 Al el A
2UEL Aple] AARFIE YRS o228 Fawa Uz dAHe &8 =3
A vhs FolEs dth RYEES ¥R & EFoA AlEshE FAte] ofllE A

FolHAl EsvE AFE7|IS] AN E dHolw Aotk TYu o] dAE
Parris SAH7F HZ8bH A 43S FAs) Parris SAMS Betty 2l Abigaile]l &3
) -

e JEd Add mAse HuE P92 1R, 9ed wolE om

Abigail: Uncle, the rumor of witchcraft is all about; I think you'd best go
down and deny it yourself. The parlor's packed with people, sir. I'll
sit with her.

Parris: And what shall 1T say to them? That my daughter and my niece 1

discovered dancing like heathen in the forest? (p. 10)

ParrisfAb7E A4l o] Eakell A 88 7FA] 7)ol wheke 2le v A Ao
2 EolEolE AL A w3 w89 HXE HFE Zlo|th Parris HAY ]
He HEL F7E Pl RSkl viH sk o] Hlo] el diE HAT o
ol GHE HoFE £ o7 "Hroh

AUE o F4E& wan AAsHA HATrE FE el e
Parris 549 & Betty®} Putnam 2] ¥ RuthE 731 w2 AlgHES A7) A%
ek Ad o 2Rk HAW whge] gigk 95 Putnam F-5-9 TR A AR
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The Reverend Samuel Parris found in the investigation of witchcraft a
convenient means of consolidating his shaky position in a parish that was

murmuring against his "undemocratic” conduct of the church.7®

Parris7} 3% vy A7-9 AR Hale 54 ¢ 59 AR dis) adES
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3 A Al ZpAlo] Atgkgitkal W Johne 4-¢1 ElizabethZ
#e HE wddld A¥ste AT AARE fle vHE SRkl T
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Hathorne's voice: Now, Martha Corey, there is abundant evidence in our
hands to show you that you have given yourself to the
reading of fortunes. Do you deny it?

Martha Corey’s voice! I am innocent to a witch, I know not what a witch is.

Hathorne's voice: How do you know, then, that you are not a witch?

Martha Corey’s Voice: If 1 were, I would know it.

Hathorne's Voice: Why do you hurt these children?

79) Robert Warshow, "The Liberal conscience in The Crucible," Arthur Miller: A Collection of
Critical Essays, ed., Robert W. Corrigan, (Englewood Cliffs, N. J.: Prectice-Hall Inc., 1969), p.
113.
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Martha Corey’s Voice: I do not hurt them. I scorn it! (pp. 83-84)
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Because it is my name! Because I cannot have another in my life! Because I lie
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and sign myself to lies! Because I am not worth the dust on the feet of them that
hang! How may 1 live without my name! I have given you my soul; leave me my

name! (p. 143)

g AR FBE Fiel v @AW BHE mEMRA A2 o ES
4717) il el

v dele] BAGE aF, 1y, 4, 4712 Axte] &
A 3 L

©owela gl Aotk @ ABRAN W Dels A3

I think they were trying to organize some moral basis for society in those plays.
Take a play like Oedipus, it’s not just a personal, psychological, or psychiatric
story; it's also the story of the legitimacy of authority and the irony of authority
seeking evil outside of itself when evil is right in it, in the authority. These are
political ideas par excellence.... and have no reference beyond the little worlds that

they present. (pp. 7-8)
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John3} Death of a Salesman®] Willy 2 ETA
Zeutt ¢ 71A YE AL g8 222 Ads Feixe L vhd Willy o
S AbEl o] Wl oyt W B She] AdGe Ao dufe] =50l itk Nelson=
®A] John Proctors Willy9t Had of & H]FH< Eolelir F33lHA
“Proctor’s story exhibits more clearly the possibility of high tragedy.”80&}i1 2
gk vb Qlv I o] Aol H[=9 FRIFA B4 A VEA g dAE

=z [o3 K e) (o]
o ZbEa Yles 1 olfr® 'L SR

o

80) Benjamin Nelson, Arthur Miller: Dramatist (New York: Ungar 1967), p. 170 =,
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First, through a torturous process of self-examination an individual arrives at a
new realization of himself and his relationship to the world at large. Secondly, the
individual discovers in the necessity of making a choice the power of his will, even
in the face seemingly insurmountable odds. Thirdly, although the movement
toward self-recognition leads to destruction, an affirmation of life is ultimately

propounded.3l)

John2 FpAe] GId F-Ad5 dAR sl AEA =& HAAR A3} F
A
e}

A relel A A ek s Awd
vk 1B Aol H% AR Sl A HA HE AN 0B 2 oM E
DAL §ATEA A4 AAD AL el AFAA AP B
Welt RPE Ao dEd A% # 9= §/18 uIH dgos sew,
obelzEdd 2o SR wel Wele wFH AFE ol ohn ede F
Apow seld Ael EAMel U =, A4 AR AR dF =Aol
AWPS W FEH AL Fopel/|F ARt 4 4§ow Lrk® Johnol
FakelAl Sasel At AEA 92 FRE Acle] dent ol & gk %
W ggololn ez mFe FFIE A, AN A3 BA 9]
FHOl F Af e FAYL Belt Jond] AVY

R

FE FoA FA Ak Ut

The Crucibled H|53le] 1 5 SHAFELS 7] S2FE] H8] 5HJNEES
of o] g 29 axEa WHFHUTE A& “The big difference, I think, is that
The Crucible sought to include a higher degree of consciousness than the
earlier plays.83” 2}al Steinberg”Z} F&sho] o] =2#2 All My Sons‘t Death
o a Salesmand| MA@ 7Qle] Ze H AHQ] A Hl=o dx=m AAed
A 2EeE AstlETE o] 7]EY AR EA S Akd HWor wr|E

[e]
ol VR Hl=E Xt itk e FZATIAL Sl

81) Ibid., p. 170.
82) Miller, op. cit., Tragedy and the Common Man, p. 4.

83) M. W. Steinberg, "Arthur Miller and the Idea of Modern Tragedy," Arthur Miller: A Collection
of Critical Essays (New York: The Viking Press, 1985), p. 89.
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D. After the Fall: Q&% AAstol w4

oA A E D9 The Crucibled T7IAF9 #7] & A== /MUY

FAF AL Y AHYE dElE AVFe] Add w8 AbEolth ey aE 1

ol Al VR AFE] A, A A S o] QIhe] e AAdE AT

Ade detar, Y] EAGAE fFskE 29Ad 84F OE o

W zke] Elargd o]7] A RAolg: AEL g A Buh Uy 1964l e
After the Fall®] A<&olA th53 Zo] w@sbal gltt.

This play is a way of looking at man his human nature as the only source of the
violence which has come closer and closer to destroying the race. It is a view
which does not look toward social or political ideas as the creation of violence, but
into the nature of the human being himself. It should be clear now that no people
or political system has a monopoly on violence. It is also clear that the one

common denominator in all violent acts is the human being.89
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2 Al Grel A= Tom StoppardZF tHsh @A ol whel Makst= AL ESE
E3e= ?i%zq ThsAde] B TR A ), W= After the Fall® The Prices
o] ZpEE FalA A Ao} =YA Rl shEe] B WS JHATE ey 19641 9
dele dAle 53 A¥EOE 59 ZHAFELEA Y A AW Awte] &
Ao B S AL AT 2 I A diE & slEE EgiEAe 5
O A EA Ae vk vk e Y FAl So sAFe] el v ol &

84) Miller, op. cit., The Theater Essays of Arthur Miller, p. 255.

85) Oscar G. Brockett and Robert R. Findlay, Century of Innovation: A History of European and American
Theatre and Drama Since 1870 (Englewood Cliffs: Prentice-Hall, 1973), p. 632 #&%.
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A% S 1vea & Fol, Quentine ApAlo] IAd AW AFTE
A E deAs =A1T as A Tk, R ook, Ela A
o A3t 3 dE Foto] A AALY S7E AL Bl dEAE B
Quentin®] Apo}grAl A A A WA w2 7L 75t dA A =4
v Hj ARt e Aol oMy S5E wWEeH obel Ao g S 2t
otk oFH A7} oM FEd e 5 B &V e Ate] oMUY A A
vk o o A AbgElth ¢l Dand “Kid, the woman was his right hand; without

her he was never very much, you know — he’ll fall apart.”8®2} o}¥ x| & Z3 A 3t

86) Matthew C. Roudané (ed.), Conversations with Arthur Miller (Jackson: University Press of
Mississippi, 1987), p. 28 =%,

87) Schlueter, op. cit., p 92 FZ.
88) Arthur Miller, After the Fall New York: Penguin Books, 1989), p. 17. ©] S5E+< o] =Fol|A]
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of a moron?”, “You are an idiot!” (p. 29)3}51 ZopgoliA FHE dylEA da e
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The bond of love, which Quentin as their son imagined to exist between them,
is shattered under stress thus contributing to this own distrust of love as a force
and to his awareness of the guilt with which an insistence on innocence can be

invested.89
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89) Bigsbhy, op. cit., p. 38.
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It was dreadful because I not his friend either, and he knew it... Because 1
wanted out, to be a good American again, kosher again - and proved it in the joy...
the joy... the joy I felt not that my danger had spilled out on the subway track! so

it is not bizarre to me. (p. 65)

T Aol =71 7] BE vl e ® ol weba] e ALY W] /e Abet
ShE ARFA o g QA stA Ak A4lE FHEolH A W@ Quentine] A FF FH o Ao At
2e]A 2 o] Tl A& e EEFELY ER/ Eo] At o3 x5
S50 olu X7t A5 HA Ze o, Quentin® X2 FELE SEALEQ 1
Bl e Abgst 8k olUel ERFEAE WA ET AAlol A A F AAEES

O ZH = Zpale] FH oo dist WEelE 24 A ZEsUL After the Fallol A

<l
=
TR EAE ST ol fol WF AFS W w, We thew o] 4ysha

I have always felt that concentration camps, though they're a phenomenon of
totalitarian states, are also the logical conclusion of contemporary life... In this play
the question 1s, what is there between people that is indestructible? The
concentration camp is the final expression of human separateness and its ultimate

consequence. It is organized abandonment.9®

A% fFefA v=e] 2d7FE A wEely el A YoM EEAAEE obd
FoolBo] &gt 1Fo BEr 5 WEE ofo] dde] ddiA FUMEC|t RYAFE
E A AW A A Eoteavial W LAY oA olg FAE A A
2=, vE 1 Z3E o] After the Fallo)thoD 1eiv} AERLS] #H o)A 3} v Bof
o] H& Y HAHERE offet W E g A H=e] 9F ke a4 dolxe A

90) Roudané, op. cit., p. 108.
91) Miller, op. cit., Timebends, p. 520 FZ.
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I think now that my disaster really began when I looked up one day - and the
bench was empty. No judge in sight. And all that remained was the endless
argument with oneself - this pointless litigation of existence before an empty

A7} & o 27} ol 2
bench. (p. 13)
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I adored that woman. It’s monstrous I can’t mourn her! (p. 80)
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Louise: You don’t pay any attention to me... You have no conception what a
woman is.... Quentin, you think reading a brief to a woman is talking
to her?.. What am I to you? Do you - do you ever ask me

anything? Anything personal? (pp. 36-37)
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A future. And I've been carrying it around all my life, like a vase that must

never he dropped. So you can’t ever touch anybody, you see? (p. 86)
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96) James J. Dyer, An Instructor's Handbook to Six Major Plays of Arthur Miller, Ph. D. Diss.
(Pennsylvania: Indiana U of Pennsylvania, 1983), p. 199.
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find an honourable way to die.”(p. 114)8ta1 1% Zxo AW Zojt}. xatslr] =
o] Maggiet™ ©] AMES &3l UAEE W3laL A4l S+ UE Quentinel AZ &

A,

Maggie: What about your hatred? You know when I wanted to die. When I
read what you wrote, kiddo. Two months after we were married,
kiddo.... You coward! What about your hatred!... I was married to a
king, you son of a bitch!... When you gonna face that, Judgey?
Remember how I fell down, fainted? On the new rug? That's what
killed me, Judgey, right? (pp. 114-5)

Maggiew ©7FA 2259 AWMgtE F4atn d3)xtel s gl #E ¢
g b Ak E A Seltth v 23] SSole Willyy Joedl Al S EtE W G 3
ANAHA gerh IdE FAXR FonetA A4S g 34zt E3het
ot ¥ & MaggieE A4S Monroet AAIA 7181 H[H7FES] Aol f7]&
a1, Maggiew URF QIZF Uid o] Ex)skal e F3 4 9488 oA XA oy

skl e Q17he] A Y o, o] SolA 2HE 83 QIEe dYer v
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o
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]
]

(o]

Maggie is a character in a play about the human animal’s unwillingness or
mnability to discover in himself the seed of his own destruction. Maggie is in this
play because she most perfectly exemplifies the self-destructiveness which finally
comes when one views oneself as pure victim. And she most perfectly exemplifies
this view because she comes so close to being a pure victim - of parents, of

Puritanical sexual code and of her exploitation as an entertainer.9?)

ol Eeo] dH e wjAlsta dHEe] o= WAl o, sjale 57k JhelA
dl 9ulE AYA Ak AELS 275 AAE AFEROE Ve o A s
Quentin® A= AZHE A7} gl A2 A48t 1eA 18 ZHE 543

P
o2 T
ol vk, a”el = E8kal Eagle] AHRE AAsore deds MEA "k

97) Miller, op. cit., The Theater Essays of Arthur Miller, xxxii.
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o] Holgaoll Al AFA1& ¥7] A o} Qﬂl/}:o]— 7 o] o) Felal gl BEE %
shal QUSL7] wjitolth @Al e L XA S FAIFAs T A2 Y] el v e
BERE WolEolx] XPwl Ad E‘EO]U}.

Quentine o] &3k 21242 AZl FHofok 2¢ A F-Eo] & 37 Holga® “Hello?”
(p. 7D AAF 9] vl H oA “Hello?”(p. 12D digo=Z £ UdE & 9
A Ak ALl el 3A L} AFst, ALleo] B FHAASN TS WolEe|A E 1
© Evo] 4h& 8ot AlS ol ¢ A "Hrh webA o] 52 FAH I F4)
oA 7oL Al ¢lyele BERg B vy 148 AR 17k oA
o Asto] S+ At A S

=

WH = After the FallolA "7 53 2328 23 bjale] &3 F45
FoL vk eI ASRol A RS FEo] AR dMAEETa & 5 i

E Aol Wl st ol $ahar

You've got to begin somewhere. Otherwise the larger social evil becomes simply
something spinning in space. It has no human root at all, which is a very common

thing to believe.9)

HAAZ FA7IEA Lo g2 AWshs A1g BAES Aol FAAL A
o7 vteE 8 oA vt

After the Fall2- ¥ =oltt, Tl X ¥k W= AAE 3¢
of ofHg}l 3]y JAE ANATFO =N, AN A &Ho] THstE d=EC] 1
A AL AER Q1A sl E Atk shA Rk Wl Aol F o 59HS Y= oH
337}%01 o] AZo) EA|HEL zolult}. Dennis Wellands After the Fall®l 3

2 HA AEEY AFer A4 e 54 59 FAHow HYT aE g
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98) C. W. E Bisgby, A Critical Introduction to Twentieth—-Century American Drama, vol.II, op. cit., p.
215.

99) Dennis Welland, Miller: the Playwright, 3rd ed. (London and New York: Methuen, 1985), p. 90
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Zolurts AAE S 19619 The Misfits®] ZHE-2 22WHXA v th 1000 18] 31 After
the Falls| A A17re] Ago] o} mzvle], 1 0] the 4FENTE o Be 3
A AE AHEL o] A=A ARET & U

vt The Misfitsw= 7159 F242 0 & 249 WH3lE After the Fallol 714
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& AZGIE) T ol o] ZEL W7 ATl BAE FEHA A S
Al W Ekgle] %—%} A& mefFa glvh Wefe) FAQ AL AR sHelF
FA7 e Aghel A AxF EAL BA shAth

...where choice begins, Paradise ends, Innocence ends, for what is Paradise but
the absence of any need to choose this action? The struggle resulting from this
imperative to choice consists of two alternatives: to express our unbridled inner
compulsions, "pleading unawareness as a virtue and a defense,” or to pacify our

destructive impulses.101)

el =AFo et AL myA gEte] dlelwar ety Bk It
Sge ek gEef ejlo s Fth mEbA Bigsbyw ERASEVF o] A
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]l ZEag27E Ale] ol FH ARES §lo H% ATt
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100) Edward Murray, "Arthur Miller - Death of a Salesman, The Misfits, and After the Fall" in The
Cinematic Imagination New York: Frederick Ungar, 1972), p. 156 #%.

101) Miller, The Theater Essays of Arthur Miller, op. cit., p. 255.
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E. Incident at Vichy: Ao} =89 u|=4 34

o] F& 19426] o] 1% ol wet Vichy e Solael Suhele
3 ot ol o o}, 6 WAlsh @ sl 4
FEAE SAAL ABL WA HUEd o}FE I o §F Eerh o dFe
& AAY F2o] Fgadl e ANsbE AL

dae oA, &t AVFA, 7R 5 e
W= Incident at Vichyol Al oS AR stE A &3 E2a2E9 sk 7v
Aol Bl Weg gl ok ek o] HE o] T4 AR A3

After the Fall®] At d&4548 FA8tn Jvtar 1+ @t

.. that when we live in a time of great murders, we are inhabiting a world of
murder for which we share the guilt... We have an investment in evils that we
manage to escape, that sometimes those evils that we oppose are done in our
interest.... By virtue of these circumstances, a man is faced with his own

complicity with what he despises.109

tan

W&t Incident at VichyE After the Falll A Quentine] 3w & ozt o

102) Roudané, op. cit., p. 327 #Z.
103) Schlueter, op. cit., Arthur Miller, p. 102 =,
104) Richard I. Evans, Psychology and Arthur Miller New York: Praegaer, 1981), p. 74.
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106) Robert W. Corrigan, Arthur Miller: A Collection of Critical Essays (Englewood Cliffs:

105) Arthur Miller, Incident at Vichy (New York: Penguin Books, 1989), p. 120. ©] 3-%-g]
Prentice-Hall, 1969), p. 13-15 #Z.
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Bayard+ ‘Qﬁhﬂr 18] o]opy] ujde] 1
®@e Marchand’b & 20 53852 A o n
AR ANEE e vpE AR Add FogthE fge Al 2 ddh

e o] W, A aﬂ%aa g Fapgel AR olop

Waiter: He heard the detectives: they came in for coffee just before. People
get burned up in furnaces. It’s not to work. They burn you up in
Poland.
Monceau: That is the most fantastic idiocy I ever heard in my life.
Lebeau, to the Waiter: As long as you have regular French papers, though...
There’s nothing about Jew on my papers.

Waiter, in a loud whisper: They're going to look at vour penis. (pp. 35-36)

5L oAl Al Ee] FuE ol E AFs A/ " Bayard’) F53d
2 352 Poland®] FAlFE&4E FEE o] I vl ofsto] A = S0
th. After the Fall®l ‘31}94 HaE e FAAQ arFe] e A olv X =
APEH A =AU A FE AT} Incident at Vichydl A= FHiQlE &35t 3=

o ¥olx o]z FAARL oM AE A}
zrebstr] Aol gle wAle] s Eo] 4
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5
4» i

_71_



oft

H(J—/\

A A 'R vE k. 2Ee] AR 4SS Az e A4 U=
T& Addske AbEER 2FE 2de mhA ugsia 1938 X

= AtgrEeolth Marchands Abdle] fTrHidIdS ANt ==
& B ofyer YA HHon gxtosd YESATL doh = After the

Falll A9 Micky4d 222 oo §2goss Axe Juue 578 el

o

UE 18 bgE AEEoA HAE F de gAY sF VIHIds &443] vdEaEvh
After the Falldl X 3 FAe] AAS &34, Playing for Timeol A+ 3t oA}
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Aol M EH Alztete] Fw obell ZbX Vichy A T8 AN Ao s 2hE Al A
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AASkE B ), ARG AA AFFAL TolA A Ao Aot A
A3 =7 Srin #rhin Welsh A 43 | AARAsA 44 70
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o) Qi WA Gt B4 FRY Agolth FHle AFH] AF MFe A
ABNE R & A b §9AE Aol 1 vAe AEaEs} g £
AR gelth of Aol F WA 9A4 29e Wel F¥ sstold] it

) erEeel A% WEL /M AnY YAl W9 ok Inge Morath

o] sk 72 Josef von Schwarzenberg A= A A 7)1F Eoto] o] &
3 AL A-sga, a2 Jd e a2%S AU WHE  Josef von
Schwarzenberg7} IAlFoll AP o 7| B =94 FAES TN

L)
2ol 1o wiE W loew 12 ulE Incident at Vichvel Yo %A Von

107) Miller, Timebends, op. cit., p. 540 FZ.
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2ok $EE =g gt 1B AYER Q3 ~222E =yl o 71A] 25
Ade Aefstas 2gdd e oy Ak Ren 282 B gHE g A

The Jew can resist or submit; the German can murder or rebel. Indeed, the
structural movement of the play is existential in that the pressure to choose - to

defy or cooperate with the Nazis - becomes inevitable, 108)

Y7 BARgE 1Fe] Fddt A e A& oist g AUuAE A-FEA
g Esl= Aottt Incident at Vichvy 27} AAZ0] g Ao =dd
fles FAAMAST

AF W|H7VEL Incident at Vichys F4 sk DA 2EF] 2F2 el ]
FAZC FxE IFEA £33 Aoz wert gy gyPaHA FL& dAEshe
W ol oz 1E =9 Al Harold Clurmane A4 717 F9t9
ZEps HAA R Ay HEYAe #et SRE ofg gigjA oz o o
3 Fe 22al glolA o] AEL AR oldstE H AA EeS FUh webA
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The occasion of the play is the occupation of France but it’s about today. It
concerns the question of insight - of seeing in ourselves the capacity for
collaboration with the evil one condemns. It is a question that exists for all of us
- what, for example, is the responsibility of each of us for allowing the slums of

Harlem to exist? Some perfectly exemplary citizens, considerate of their families

108) Lawrence D. Lowenthal, "Arthur Miller's Incident at Vichy: A Sartrean Interpretation," Critical
Essays on Arthur Miller, ed. Martine (Boston; G.K. Hall&Co., 1979), pp. 143-54.
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and friends, contributing to charities and so forth, are directly profiting from

conditions like that.109)

T UHEY RS oot Ak ASE gelwA s, o] Fol
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That faceless, unknown man would pop up in my mind when I read about the
people in Queens refusing to call the police while a woman was being stabbed to
death on the street outside their windows. He would form himself in the air when
I listened to delinquent boys whose many different distortions of character seemed
to spring from a common want of human solidarity..... Wherever 1 felt the
seemingly implacable tide of human drift and the withering of will, in myself and
in others, this faceless person came to mind. And he appears most clearly and
imperatively amid the jumble of emotions surrounding the Negro in this country,

and the whole unsettled moral problem of the destruction of the Jews in Europe.110)

109) Barbara Gelb, "Question: 'Am I My Brother's Keeper?," The New York Times, 29 November
1964, section 2, pp. 1-3.

110) Arthur Miller, "Our Guilt for the World's Evil," The New York Times Magazine, 3 January
1965, pp. 10-11.
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Some 6,000 SS men did duty in Auschwitz during its four years of operation,
and not one is known to have refused to do what he was told.... [The Germans]
are being called on to be free, to rebel in their spirit against the age-old respect

for authority which has plagued their history 11D

18y Bigsbye Introduction to Twentieth-Century American Drama®©l ~ W]
5 7 dAF0] AMEEER stog ARNED E olES AAHLE BHA vEs A

o Wittt X2}, Incident at Vichyd S35 E0] ntg 159 Hjoo] ¥
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A Incident at Vichy7} =34 =& & F & 249 €& vedl
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, o] BEe mal Wer) A4 P o
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The Shop on Main Streett E¥ FHQIEo] 24l $HE BE A 7] 93§
RoE Byuol ANke) & mAE HiB R & AFEolvt. 1ES dvt HAR &
v A Y AAFE AALYE AAE @A, TFe] wd & AEEo] vk #A

1
of §% Wi gwel ik WelolAl Qlold Ael
B A7E dEe 91, 2ene 55 frhds A" Res B 444

of th3t WelxesE AL & 4 v} “lonce they're released, you can't capture

>

them any more. And there’s a pathetic quality to that: the fact that the old

111) Ibid., p. 48.
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guy’s clutching what to our minds would be a practically valueless bag of

nothing, of air. It's his identity, though.”!12) Steven Centola®t &2 ZH H|H7}

v A"e waE gde W FEH0AY 3L A AME Ada wEe
weg Fag AAAAR B W Welt H& fule] Fud AAE 29

He's got one foot in heaven. He knows that this is the ancient persecutor, the
face of hell, that comes in every generation, and this is his turn with him... And
he's praying against it... he’s got ... one eye on God, who’s reaching out His hands

to him.113

& BEE FAFEAAM ¥Rl Incident at Vichyelw o]3to] Alo] gle $-Foh
AR el £l vk 19 FARMEES tHE S&c] $8 ANE el A
Fad g FoR7EE Ed s okt Stk o], Wlels oA EE wd TP A
o e ARt wA ] el WA b ad B =" E] s
aele AA A58 AxsA Ha, TAE Vvee w9 oA el oA
wole EE A2 vA A" gk e ae ArIAAT

A= =
Berg7} 719 W74l Leducol Al Wvbir Atha 2abal, Leducy: thed o] iy
A=t

It is not you I am angry with. In one part of my mind it is not even this Nazi.
I am only angry that I should have been born before the day when man has
accepted his own nature; that he is not reasonable, that he is full of murder, that
his ideals are only the little tax he pays for the right to hate and kill with a clear

conscience, (p. 48)

After the FallA9 Incident at Vichy F21-8E°] <3} elgsta dvts AHAS

112) Roudané, op. cit., p. 358.
113) Ibid., p. 358.
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Jew is only the name we give to that stranger, that agony we cannot feel, that
death we look at like a cold abstraction. Each man has his Jew; the black, the
vellow, the white, it is the other. And the Jews have their Jews. (p. 48)

o

Leduc= Von Berg®l AFE=<Ql Baron Kessler7} 9] 3#djgto A th& ZE fH)
QrtESE UWEE A& =gvhe AME, 5 Von BergZl glolvle]ar Aof gf& A

& Al 7M.

12

Baron Kessler is a Nazi. He helped to remove all the Jewish doctors from the
medical school. You were aware of that weren’'t yvou?.... Your cousin. I understand.
And in any case, it is only a small part of Baron Kessler to you. I do understand
it. But it is all of Baron Kessler to me. When you said his name it was with love;
and I'm sure he must be a man of some kindness, with whom you can see eye to

eye in may things. But when I hear that name I see a knife. (p. 67)

Leduc= Von BergelAl “It’s not your guilt I want, it's your
responsibility.”(p. 67)2Fa At =9 EFFE 98A A& &2 Von Berg7h
2ag2 o] Ao UEe sha, 78 ¢ AdeE R

Leduc®] o Ailel Afresdde Bol¥ & U= 7|3E ATt &3 £
°

Von Berg: Take it! Go! Number nine Rue Charlot. Go.

Leduc: What will happen to you?

Von Berg: Go, go!

Leduc: T wasn’t asking you to do this! You don’t owe me this!

Von Berg: Go! (p. 69)
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Von Berg is the only triumphant character in the play since death will cut him

114) Edward Murray, Arthur Miller, Dramatist New York: Ungar, 1967), p. 170 =,

115) Bigsby, op. cit., Introduction to Twentieth-Century American Drama, p. 215.
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off at his highest point and permanently fix his essence as martyr. His act frees

him from alienation and imposes a moral coherence upon his previously contingent

world.116)
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116) Lowenthal, op. cit., Arthur Miller-New Perspectives, p. 151.
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120) M.W. Steinberg, "Arthur Miller and the Idea of Modern Tragedy," Arthur Miller: A Collection
of Critical Essays, ed. Robert W. Corrigan (New Jersey: Prentice-Hall, Inc., 1969), pp. 91-92 Z+Z%.
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