CHAPTIER XI

THE EARLY PIAYS
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The. Yormative Xeaxs

The Grest Depression of the Thixties was the most
crucial factor in the development of Axthux Miller, One of
the two tmuly nationsl disasters, it at once shattered his
life mad fommed his vision of reality. The Repression had
80 strong sm impect on him that it prepocupied both the mmn
and the artist time and again, Miller relates an esurly incident
which proved highly instructive to the boy. The dey before the
United States Dnks closed the fourteeneysar«=old Mililer withdrew
his twelve~dollar sevings to buy a bike, He first thought
himsel £ apmour-proof against the exigencies of the economy. but
with the bike goon stolen, he asgutely realised that no one
¢could sscape the disastex. He says §
I cme out to f£ind o bike, ad a hloek
N0y whose bike should be on it md Lm't.

that emptiness lay a new reality
3 Boy Grew in Brookliya™ 123),

Ag late as 1938, he oould still write about his exposure to
the deteminative power of 19319 »

nmn the orash I tho Socisty' memt
the xigh people in m“zun

Afker tlu crash it memnt the constamt vhiu

of stxmge e who Jnodhed on our dor pleading
for a chance to wagh the windows, md scm® of them
fainted on the bagk porch from huages.

In the avents of the time he found "no gods dut ... god-~like
powers”, the powers of "economic crises" mnd "political



imperstives® which had exvded everything around, It is
something he could not believe till it was horridliy visible
{Milles, "The Shadows of the Gods”, I} 177, 18%).

The parsdox of ths great BocamsmdeBust 2ls0 impelled
Miller to look back st the preceding ers the Twenties, with
& new insight, He perceivad not only the hollowness of all
sazlisr promises but the "stimulation of the geterichequick
instincks of mn entire populeoe” (Horxton and Bdwards 324)., The
idea) of suecess was given the smction of a religious creed. On
the other hmd, with the esrthquakelike creskyp, pecple stasted
stasving, It is at this juneture that Niller's commitaent vas
mede 3 “public issues be the comgealing point of & writex's
passions” (qtd. in Schlueter md Yimagm 3),

For him, the assthetic quastion « "What is its
L s playts/ witinste fozce 7 Mow cen that force be relessedl®
is inevitably tied wp with the ethical quesy — "What is its
uitinste relevanay to the survival of the race?” ("The Shadows®,
2uBi 1608), Time, charscterisstions Md other elements are
trested differmmtly from pley to play, "but all to the mmd
theat that .., commitment de brought forth® (Millex, Imtroduction
7). His approssh to socisl drmma in this sense, 1is weore humm
than herois. His theatye of commitment follows the outline of
what Sastye defines as "ungaged” literature. MNiller might heve

been influenced by Mhas is Literaturs 7 (1947) which views the
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sccial responsikility of the writer sgainst the humm crisis
of our times.

The desk~dzawer plays reflect the mthox's stiong
leftist lemings, mmu); it subsequent revisions
ss Zhay Eeo Axizg (1936) end Tha Sxase 8540) Gmas (1920),
Bovers a2t Remp (1937) =~ all are typical of iins social pootest
plays of the Thirties. BZach ia & Depression play, locating the
sources 0f disintegration and injustice in the false ideals of
capitalism, Miller felt dzramm tovards the leftist playwrights
of the decadn such ap Clifford Odeta Lillim Hellman, Elmer
Rice and Kaxwell Mademson, Rach of them dealt with the breakeup
of the social system and protested against all fomms of oppression.
Hovever it is with the fizst two writexy that Miller has
grester affinities. As he says, they mads the socisl themes
*personal o themselves, ZThey matured with the depressiom;
the othars befoxs”., Ne wes "desply moved by theirx plays he
himself aduits, snd still remesbers them *with love® ("Zhe State
of the Theatne", 2.8 331). He eclwes om in a nwmber of plays,
published amd wmpublished. ZRaY I00 AKise for enmple is
modelled on Juake spd Sing’ (3938), the title itself being a
Nozmowing, The parailels betvesn Degth of A Sslemum (1949)
snd Jaiting for Lagty (1935) sre no less striking, Lemrence
Kischin rightly points out that both aze thamatically concemed
with economic susvival and the depersonaliszing power of |
materialism (69), Equally remerkable is Miller's morsl affinity
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with Nellnaa, Both refused to testify before the House
Unwimericm Agtivities Committes sgainst their fellows who

were 3lso blackiisted for their communist allisnces. Ihe
crucihle (19353) wnd The Childzen's Naug (revived in 1933)

bety direct or indivest zefersioes to the mass hysteria of
NeCaxihyisme Ome desls with the soventemith-centulty witchhunt
and the other with the sensstional Jesbian thene &8 contemporary
parsllels, 1If 1lixe Odets MNillex is "the possessor of & bold
and sensitive social conscience”, then, like Hellman, he delieves
in making & definite critical observation (Nillex, Jemne-darie
Ay, 93 . In zespect of self~integrity, he resembles hexr evem
noXe becsuse Odets slso finally yielded to the demends of the
Congressicnal Committes,

Nillex’s precccupstion with the victimisation of modem
mam, in other words « with the destruction of individuasl £reedm
by the institutions of povex, links him further with such writerss
as Philip Barry and 8.5 .Behmam. Mo slso afaires Thodton Wildes,
the suthor of Oug Zows (1938), and sesms to have shezed his
belief in New Humenism, No less does he echo Johm Steinbeck,
especially in suggesting that corruption lies "self«evidmtly
in a system which establishes competition not only as a natural

adjunct of modem society Dut a8 a law of nature,”

Despite his agffinities with the propagmdist drematists
of the 1930 and his respect for the legagy of the Gmoup md the
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Federal Theatres, Miller perhaps found no consistent " ideoclogical
of historical sanction" for the moral transformation which he
wished to precipitate. Rven after the second World War he
continued hiz slliances with organizations and magazines of the
political Left, However, in his writings he responds to economic
determinism with “a kind of muted liberaliss” (Bigsdy, Critical
Iptroduction 1448) . His emphasis is more on the socio-economic
forces in general, and the individual is presented as working

out his own destiny. On his own admission, Miller is "a disturbed
radical®, Symbolically enocugh, he deals with the "impulses” that
create political conflicts, and they are "the human impulses, the
hunan contradictions”. His concemm is to find out “a real
argument” with the contemporary system, to prove that "it prevents
a man from flowering freely" (“Brookiyn Boy", “Writing Plays®,
"Arxthur Miller™; Copversationg 17, 246,147 .

Miller also lived through the Waxr, amother factor
shaping and reshaping his vision. 7The problems engendered by
the Depression wvere attempted to be solved by the New Deal, but
they were soon followed by a war econowy. IRe Goldep Years
(1939-40) »ddresses moxe directly the fundamental issues of
the time, More significantly, it presents the nature of “the
1iberal dilemms”. Fascise must be defeated, but the War implied
a collapse of the values so recently asserted., The Half-Bridge
(1941-43) envisions the possibility of a resurgence of order by
acts of individual "will and imagination" (Bigsdy, Critical
Inptroduction 149-50), The moral degeneration was caused simply
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by Some fallures which could still be corrected. Zhat They M
¥Hin (1943) esttempted to make pecple aware of what they were
doing them. Situation Nomal (1944), a book based on the

facts Niller gathered for a war £ilm, expresses the same concCern
to prove somsthing hesides horgos,

Buxing the war yesars Killer fought mozs against
fascism, In his Introduction to the 1984 editiocn of his fiction,
Zosia (1948), he writes ¢

is & view of antiBemitisn that 1is desply

208 in this pazticular gsense s the Jev is
seomm by the mmti-demitic mind ag the cacrier of
that same slimnation the indigmous pecple resemt

md fouar .o¢.they faax 4t hecause it is an slisnation

they fesl in themselves ... (sppeared as "The Yace
in the Rirmos")) .,

-

His bitter reaotion to the evil of ati«Semitism is sscribable
not asrely to the fast of his Jewigh orxrigia but also to his
senise of social responsibility as s writex,

tne who inflivenced him nmost at this stage in his
caresr is Renxik Insen, the author of The Fillaxe of Beciety
(4877), A Pall's Heuas (3879), Shasts (3883, jn ey 0L 3he
Rennls (1883) mnd $ha Mild Pugh (3884) . MNiller confegsed to
have Zommed foom his work a8 well as from Dostoyeveky's, m
idea of what a writer is suppossd to be 5 "the great writer
was the destroyer of chaoa, & man privy to the councils of the
hidden gods who administer the hiddea laws that bind us all and
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Qestroy us if we do not know them" ("The Shadows of the Gods",
18R 180), Influenced by Hadds 9sbler, he came to think that the
writer should also suggest “the alternative values to those
which misled the heroes 0Or hersines of the action showm"
("Morality and Modem brama”, 3J 196), His presumption goes
still farther s+ the social dramatist today must "delve into the
nature of man as he exists to discover what his needs are, o
that those needs may be smplified and exteriorized in temms of
socis}l concepts® ("On Bocial Plays”, IJ 63). However, in
practice he gould hardly transfors his values into ay kind of
sction, It is a dichotomy the suthor could never rescolve, because
he probably falled to find a definite politicgl system that he
could completely rely on., Hers we go back to our sarlier propo-
siticn that his familiar mode is liberal humanism.

Millex's thestre of commitment invites s comparison
algo with the Epic Theatre of Bertolt Brecht, Asked to appraise
the new trends in the thestre, he said in 1933 3 "The only
movement worth noting, amd it is not American, is represented
by Bertolt Brecht .... In short, whenever a play mixes *I' wich
‘we! in a significently original way I sm interested ("American
Playwrights® 19), What he finds aduirably honest snd thestrically
povarful in Brecht is "his solution of the prodiem of consciouse
ness® (Introduction 43). By this Niller mems his great power
to synthesige the contemporary and the universal. Yet his theatre
is markedly different from Brecht's, Like Shaw, the Gemman
drmmatist thinks in tems of concCepts before he thinks in temms



of people, and his is an "anti-individual, anti-emotional,
antieillusory theatre of fact”, Miller is as passionately
interested in ideas as Shaw or Brecht, but in his hands the
abstract becomes the human and the social embraces the

psychological.

If his concern for the individual humanizes social
drama, his refusal to view man as an iscolated being "breaks
the subjective circle in psychological drama” (Huftel 64, 70).
Herein lies the basic difference between Miller and Tennessee
Williams, his nearest contemporary, The latter's is “a new
poetic, subjective theatre®” which attempts to creste a reality
of the broken world (Donahue 220)}). His mode is personal lyricism
which views drama as "a sensuous rather than a rational form"
{Jackson 86). He presents his characters as essentially
£ragile and neurotic, If Williems and Brecht worked in two
opposite directions, Miller has struck a balance in his theatre ¢
"A great drama i3 a great jurisprudence. Balance is all" (Miller,
"The Shadows of the Gods", T E 194,
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All My Sopg * Self, Family and Society

Built around the crime and selfeexplation of a wartime
profiteer, All My Song (1947 offers an inkling of Miller's
hunmanistic ethic, The playwright has alweys been In love with
wonder =~ "the wonder of how things and people got to be what
they are...." He had tried to grasp it in The Mag Who Had M)
the Iuck (1944), but failed to discover what "exact®” part a man
plays in his own fate, In Al]l My Song the next play that was
his first success on Broadway, he modified his method, Later it
was

to seek caume and effect ,.. to hold back any

tendency to express an idea in itself unless

it was literally forced out of a character's

mouths in other wordsg, to let wonder rise up

like a mist ... from the gradual and remorseless

crush of factuwal and psychological conflict,
The action centres on the problem of relatedness, a problem
examined in terms of individual-society relationship. Miller
believes that a man is not a “partner® in society, but mn
® incorporated member”, Joe Keller's trouble "is not that he
cannot tell right from wrong but that his cast of mind cannot
admit that he, personally, has any viable connection with his
eee s0ciety.” The dramatic power of the play derives from his
final act of expiation and also from Chris' revolt at his
discovery of his father's guilt, Its "socialness" lies in its
ultimate revelation that we cannot walk away from certain of our
deeds which affect our Bocial existence directly or indirectly

(Miller, Introduction 13, 15, 19),
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All My Song operates on three levels of significance s
the cosmic, the psychological and the social {(Carson 40), In its

earlier versions Kete's astrological beliefs were given great

importance, and the original title was The Sign of the Archer.
In the final version Miller reduces this element : the mother

develops towards a full realization of the reality and, therefore,
£inds her mystic belief to be no mofe than ap illusion., As the
play moves forward, the father-som conflict occupies the foregroumd,
and the mysticism associated with astrology gradually gives way to
psychology. 7The psychological truth, in turn, fuses with the
soclal == a fusion that brings the play to its climax,

All My Song begins in the middle of the action. A crime
already committed is now followed by revelations and crucial
reversals, The sight of Larry's tree lying toppled threatens the
apparent normality of the Keller family by bringing in & thought
of his death, The crisis is precipitated by the arrival of Ann,
Larry's betrothed, and more by the sudden visit of George, her
brothexr, Hints of Joe's crime, as they are dropped one by one,
drive a genuine horror into the heart of the audience, As the
author observes, it is a horror "boin of the contrast between
the placidity of the civilization on view and the threat to it
that a rage of conscience could create® (Introduction 18).

The opening scene aptly builds up the central atmosphere
of crime and punishment. The game of jall Joe plays with Bert,one
of the neighbourhood boys, tells of his own life history. He

escaped punishment by hiding his own guilt and framing his partner.
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The criminal 1s now playing the role of the detective, the innocent,
Kate's blatant reaction to the game indicates her moral agony : she
is guilty of suppressing another man's guilt. The mother is in a
pathetic psychological state. She camnot believe her son to be
dead — an illusion fostered by her helpless loyalty to her husband.
God does not allow a father to murder his own son, even unwittingly,

The focus is gradually shifted from Kate to Joe the
protagonist of the play, He still lives in bad faith, While descri-
bing to Ann and Chris his return from jail, he juggles with the
facts to prove his imnocence st “Picture it nowy; none of them
believed I was innocent ,... walkin' down the street that day I was
guilty as hell. Except I wasn't, and there was a court paper in my
pocket to prove I wasn't....” Joe does not yet feel the difference
between ™ a court paper® and the court of conscience, He deludes
himself as well as others into believing his lie, His words to
Ann = "I never believed in crucifying people .... you gotta
forgive® == betray his affectation, a superficial gesture of sympathy
for Deever, his partner and the girl's father, Whenever he has his
personal complacency at stake, he characteristically tries to
isolate himself and his family from the world outside. He consoles
himself with & vain hope that Larry never flew one of those ill-fated
airrcraft, It is a selfish attitude, a fragile defence against the
consequences of his own dreadful action., Pleading for Deever
outside the court and calling a "murder® a "mistake®, he actually

seeks sel f~exonerstion. Naturally, he has to have recourse
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to further lies 3 “If X could have gone in that day I'd a

told him = junk '-. Steve, we can afford it, But alome he

vas afrald (Sgng 80-82), Later on it is revealed that feigning
sickness he del ibezataly 4id not ¢o "that day" so that he could
finally evade responsibility, Joes is, perhaps, not a guilltefree
man 3 he has been fully avwaze of his crime since he committed it,
Rather, the flaw in his charscter lies in his wilful ignorance,

Joe XKellez's guilt is threefold, TFirst, he shipped
out the defective cylinder heads without considering its conse~
quences, becsuse to & s0 would be to endanger his booming
business, Sescond he still had had the chance to prevent the
calamity by infoming the suthorities., Instead, he was waiting
for a "kick«back™, which memns simply awaiting a chance of escape.
Tinally, when he found that it was "too laste”® and twenty-cne Air
Force Men had already gone down, he should have handed himself
over to the suthorities instead of pinning the biwm® down on hig
partaer, But such sn act wuld regquire & strong moral courage
that Joe lacks (Bong 115). He acted within the confines of
his familyedased philosophy of life and his crime was quite in
conformity with *hig inauthentic anéd unexamined mode® of deing
"which s uasettled by a queer turn of events in the play®

(Rajakrishnan, Ihe Wisty Tower 70).

Most ironically, Joe's guilt is revealed by his wife
who has so long tried to suppress it at all costs. The truth
Just slips out in an unguarded momant $
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GEORAR $ Joa you're amagingly the same -

KELLER $ Say, I ain’t got time to get sick,

MOTHRR 3 He hesn't been laid up in fifteen years,

KELLER 3 Rxcept my fiu during the war.

MOTHER 3 Huhh ?

KELLER 3 Ny f1v see

MOTHRR 3 Well, sure .+ 10 G00Zg8 ¢+ 7 memm except for
that £lu s

However, the final revelstion is held hack until the dramatic
moment is more ripe, ¥Xate cannot restrain Chris from marrying
"Larry's gixl® unless she spells out the basis of her optimism s
“Your brothers's alive darling, because if he's dead, your father
killed him ,.." (fgng 111, 114). The wife does not really want
0 betray the husband however guilty he is; but the mother cam-
not keep cuiet any longez,

Jee's guilt established, the drematic gquestion shifts

fzrom "What does hie have to hide?" %o “Cm he be excuwed on o
familial groundl® Brutally charzged by Chris, the youmger son,
he justifies his despecration as & femily man 3 "I'm in business...
you got & process, the process da’t work you're out of husiness
seseWhat could I &I* 8o, whatever he aid was for his family,

for a business fox his sons. Joe's overriding concexn for the
family £inds expression at various points, He is not ready to
see his own little world disintegrate wmnder any circumstaaces.
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Any rift in family rvelastionships, therefors, unsettles him s
"I thought I had & family heze, What happened to ay femily?”
He finds nothing "bigges® than the simple eguation "I'm his
fether mé he's my son® (Gong 115, 119-30) . He wants Ghris to
acknowledoe the smme mnd withdzaw his charge sgainst him,
Otharvise he will kill himself because he cannot live as a
stzmger to his owm son, However, neither Chris nor Kate can
forgive Joe on this plea that the family is m *autonomous
entity" (Schlueter end Flanagm 52), MoXe irzonically, his
private ways doomerang to destyoy both his family and eventually
himself,

A sociological study of Joe Keller's crime is possible,
and critics have sought to trage its root in the dogesat~dog
ethic of American capitaligm, As the protagonist defends
himself, "Who worked £oX mothin'® in that Wax Z...s Then ... Why
am ] bed? (Sgms 129). In s brillisat essay on the theme of work
alienation in Miller, Blumberg observes that Joe's aliemation
fzom evexyome ocutaide his fmmily is tracesable in part to his
relationship to his work, It encourages *a measuring of value
in temms of personal profit snd 10ss, rather than in tems
of my wideg oF more generxel socisl values” (54), Similarly,
Gascoigne has noted that though the ultimate responsibilizy
is Kellerx's om, "the pressures of & materialist society loowmed
large behind his decision”™ (176). However, the xationsalizations
that Joe is a product of his social envimnment and his
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alisnated conacicousnest derives from the false values of hias
society do not absolve him, For Miller, the proof of being
hunman lies in the power to choose and act, in amm's will to
transcend his limitations, In “On Bocial Plays® he writes
80 lomg ss modessn man concCeives of hinself
ag valusble only because he fits into some

niche in the machinstending pattem, he will
mc‘:‘nh\w snything mozre than a pathetic doom
]

Joe fails to ses the possibility of personal mozal unigueness.
Bven the critics who stamire his crime in soclologics)l terms
cannot ignoze this sspect,. He was certefinly under some xind
of social pressure but there was always a way out for him,

a choices Xeeping in full view the imperscnality of the
System, Miller has presented the consequences of itg operstion
as "intensely personal® (Pertex, "The Mills of the Gods" 8)).

The £inal revelation is brought in the fomm of a
letter which Larry wrote to Anun before going out on his
*mission®, As Joe ovmes up with his last ples "a man caa't
be a Jesus in this world ! ®*, Chris reads it out 3

ocg about Pad snd iour father being convicted,

I cm’t express nyself ..., Bvery day three or four
men never come back md he sits beck thqro douq

business,.,, I‘n going out on a mission in &.
minutes, They’ll probably report me missing 125-26) .,

Laxry the idsalist sacrificed himself as if to empiate his
father's sin. In other words, Joe is directly respomsible for
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the death of his own son. In viewing the consequances of the
actions tc be a8 real a8 the actions themselves, ALl Ny Sons
relates to the Ibsen method, Nhen the play opened on Bmadvay,

it was found "Issemesque®, Miller himself writes. The intezpley
of cause end effect, pui'. ¢ present is what produces "the shadow
of Ibem®™ in ALl My Scns. MNiller balieves thot once the satecedemt
material is eliminsted from a work it becomes slmest impossible
to present the "Now® as "a moment in a flow of time”, mnd not as
*a situstion without roots® (Introduction 20«21). He alvays
admired this wvholmess in Ibsen md sttempted o attain it in his
own play. Tet it is more than & slavigh imitation, Nhile Ibsen
is primarily concemed with the consequences of a past astion,
Carson observes, Miller is more intsrested in the reaction that
follows understanding md avaremess (40}, Confronted with the
reality of his situation, Joe realiges that the dead flyers were
sl) his sons, In Riller the moment of higher swareness is alsc
the moment of choice and action. The father commits suicide,

A number of critics have complained about the abruptness
of Joe's ethical conversion, Hmy think that the cxisis of
consciemce, vhen the protagonist is reelly casught in that, is
resolved too fast., Omx has criticiged the final semme fox its
lack of psycholegical plmiibuity s a mm devicus mough to
rationaliss his £irst guilt could surely sttend to the second
one, Yor Niller, virtee, at least "ithe striving after it 4
is automatically attendmt upon knowledge of the self® (Realas
13132), Bigsby thinks that while Joe’s legal guilt should be
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sukordinated to hig moral swakening, the crisea of the play
are centred on his admission of this legal guilt and on the
melodrmmatic discovery of a direet connection betwean his crime
and Larry's death, NMis final statemant, “they were all my sons®,
thus follows “proof of physical causalty” rather than morasl
trmsfopmetion (Copnfaontation 39)e. Of all such yesctions,
Gross's sewms to be the moat convincing « Joe's suicide is legs
a moral judgement than sn act of love (312), Again, it is no
universal love, but the blind love of a father for his own song.
‘He only lnows that they consider him an animsl with whom they
cannot live, He ceanot live either without their affection, Ja
affoct, ho comaits suicide - which is quite in accordance with
his easlisx promise that he would “put a bullet" in his head if
there +as “sonething cigger™ than the father-soe relstionship
(Bcna 1300« Joe's end show the tragic integrity of a private
man vho dles alinging to his old belief in the family as »
torminal value. Like Willy Loman in Salespag, he goes to his
death, selfedeluded.

Owing to a lack of peychological complexity, if not
also of spiritual nobility in the charecter of Jog All My fopg
fails o pass deyond pathog, His desth axouses pity, but perhaps
no sense of waste, A greatex degree of recognition would have
assured hima higher tregic steture and made his desth a triue
{1lumination of the wthical., Meverthelsss, his final moments of
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awvarsness hring forth s new self which now strives to work out
its owm truth, The truth still seems to have besn rather imposed
on him from outaide, by his {dealist son now dead 1 "I think

3o _him they were all my sons®, But finally, Joe comes to share
the smme humanistic principle. In the gourse of understending
the halfwision matures into & fuller awareness of self and
society s "I guess they )Maze X guess they yare® (italics mine),
The result is self-destruction which could not bs delayed any
further because of the intensity of the shoek {(one should mark
his agonimed repetition of "they wered")., Joe's suicide is mn
sct of atonement forx his past c¢rime; it is equally the act of »
mean who cammnot accept the self«image he ends up with, It is =
ultimate affizmation of the values sver insisted on by Chris and
2ls0 endorsed by Larry's death s "You omn be better ! Once md
for all you ¢sn )now thexe's a universe of people cutside amd
you're responsible to it ..." (Jops 126).

Joe Kellex's bomdless individuslism is counterbalanced
by another set o0f values ewbodied in differemt ways in the yowmnger
generation of Geoxge and Jan, Chris mnd Larxy., »s Casspon points
out, the fizst two "speak for a world of justice® while the
Xeller brothers "articulste a still higher ideal, s New Testment
lav of love and coecpesation rather then the Mosaie 'eye bxihcro"
(41). It is Chris, the living idealist in the play, who has
brought out of the war a morelity of brotherhood. It is biased
on his experimce of mutual sscrifice smong the men he comminded
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8 "Rvexything was being destroyed, see Iut ... one nev thing

was made, A kind of - responsibility. Mm for men" (§gng 95).
The war &id not leave him unwounded his is " a psychological wound,
a senge of inadequacy md guilt® (Wells 7). He dares not emjoy
the fruits of 4 war economy becasuse he is in constmt fear of
baing condemned by his own idealigm., He is against the success
1de0logy if success mems acquiring wealth at the cost of others.
After the war he even falt it wrong to be alive,

This basic difference in morsl outlook makes the
fathereson conflict inevitable in the plays Chris% prolonged
innocence of Joe's guilt makes matters worse for him. Ne told
Ann and Sue once 3 "Bo you think X could forgive him if he'd
done that?" Me clashes with George as the latter directly
aocuses his father; he will not socept « without proefs - aay
sgaount of Joe's culpabllity. His faith md confidmce once
belied by the realities of cizcumstances, lesve him in gemuine
orises. He does not £ind enough reason to erucify his fatherz
since it will not bring the desd hack to life, nor cam he sxcuse
himself for being “practicsl now like everybody sise,” Painfully
sware of the dagenerstion of values, Chris seys s "This is the
land of the great big 30gs, you don't love s mam hexe, you et
him {* (Sgng 95 123-34), This is no cynicism, but mhor’a
growing insight into the daxk forces of human nature. It is
wisdm without which one cannot realise the true self, Howevex,
this realm of the self has received a full-length treatment only
in the middle plays, especially in Aftar tha Fall (1964). With
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& moral vision so profound as to redess the rsmaining XKellers,
Chris mey 1 regaxded as the txue protagonist of ALl My Saons.

The charxacter of Chris is no less aubjegt to criticimm,
He knows things better than his father, yet he remains his
% father's son" (Izxoss 13). He &es not propose %0 *liquidate”
the business built in part on soldiers' bloods he will ren it
himsels, although "clemly" (Miller, Intmduction 37. Ia a
zapture of love the highest he can think of s & "Oh, Manie ..
I'm going to make & fortune fof you ! * {(Sena 86). These are
also compromises, #nd hence Chris hes no right to criticise others.
It may be n exaggerstion to brand him a hypocrite but his shmme
amd guilt cextainly & not lead him to any kind of action. Like
Joa he also lives in bad faith, He suspected his fatherx, but
could not bring himself to admit what he Jaew. Moreover, he is
ready to overthrow the authorigsy, but he &des not know how to
reconstitute it snew, Chris really develops only in the end vhen
he leams the cause of his brother's death. The shock that drives
Joe to commit suicide rather equips him hetter "to make the
world begin (Gross 18),

What has further disturbed scme critiecs iz "the
atrogent md inflexible side® of Chris' nsture, ®which lends =
iAnhumen touch to his flsunted ideslism® (Rajekrishnm, JZha MAstY
Toweg, 78) « Larry's letter has throwm Joe into the worst state
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of his life Dut Chris is stil)l bent on dragging him to prison,
If the fasther does not expiste in public, the son cannot hawe
his own distinction restored. 7This is an overreaction which
lazgely contributes to Joe's guicide.

Deapite his devicumness, Chris embodies the author's
liberal vigion. As Wiegmnd obsexves, he is the “Man Who XKnows™ {399),
Like AlZiezi in A Viex fiom the Bridae (1958), though less
objectivaly; he is the voice of resson md, therxefore »
foil to his self-deluded fether. His smse of responsikbilivy,
“Man for mam®; his higher awvareness, "you've got to be a little
better becasuse of that®; snd his guilt fesling “othexwise what
you heve is really loet, and there's blood on it" - all thess
suggest Miller's sttempt to estadblish a social moXality as the
way out of "the impasse of ... individual disintegretion” (fons
8S8; Hogmn 33}, It is through Chris that he wvanted to uasks “the
moral world ss resl mnd evident as the immozal on® s0 splendidly
is" (Iatroauction 19).

Al By Scng is & play sbout ideslism, about "a wilful
blindness md & need to ses” (Muftel 84), 3t is sbout commitment
as against evasion. M should preserve his self-integrity
by standing out against the sssumption that his "private little
revolutions llwm die, The compromise is alweys made ,.."

(Sgna 118), The play is in @ sense, Millez's attempk to
answer the question “How may & men make of the outside world
a home?' The Azthur Miller who wrote "The Family in Modemm
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Drama® md eloquently admired Ibsen's Peax Gvnt, delieved that
the dramatist must extend his issue "out of the family cirxle
and into society” and thus 1ift it "out of the merely particular
toward the fate of the gemerality of men” {221-23), Though the
action of Al)l Mv Song takes place in the living room, the f£inal
scene smply suggests that men must recognige the relations and
forces which exist beyond the private self, The family is a
microcosm of soCiety and therefore, relsged to this larger
context, GCresting @ conflict betwesn the psychological amd

the social mm, the play "lays siege to ,,. the fortress of
unrelstedness”, Morsover, it ends on & note of affimmation s life
continues in the face of personal trxagedy, Xate asks Chris to
®forget noWw' mad "livel Msm must try to live memingfully, mnd
the memning of 1ife lies in the recognition of Responsidility,
The play is "not mersly s sudbjective attack upon the asudience’s
nerves and feslings"because the ending tzuly crestes "a higher
conscicusness” (Miller, Introduction 19, 21). ‘

Prom yet mnother point of view All Ny Song has a
dmsity of texture greater than that of the typical socisl thesis
play (Poggs, gqtd, in Wells 6). The characters not only reflect
the values snd sttitudes of a particular society but exmmine them
in their sttempt to realise themselves, 7There is also & balance
between the subjeative truth of the charester and the objective

truth of the dramatist. Ae Miller points out, both are necessarxy
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for a comparative line of svaluation ("AM on Plays ma Playwriting®,

Sonverastiong 367-68), However, itwas not wmtil Ihs Srugible
(1953} thet he could create s self-avare individual,
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Pasth of aSalesnip ¢ ZXllusion md Reality

Pesth of 2 Salesman (1949) rewoxks Al) My Sons in
uéy respects, but with some significemt shifts in focus.

It resnstts the disintegration of the middie~claas fmmily as
well as the racic Laladjastment Detween the individeal and
soclety, The father«eon et;nnm recurs - a conflict between
the fomez's wilfal ignorance and the lstter's need to know,
The differsnce is in the treatment of social morality., As
dcanlan cbserves, Willy Lomen may be largely responsible for
his own plight but caanot de sccused of injuring the worléd
outside his fauily (134). The play does not deal with social
responsibility as such, The salesman sls¢ imbibes the wrong
values of his society by accepting its false ethic of success,
yot his errox of judgenent does not xenderxr him guilty, His
lack of social swareness is of a different kind, Willy's is a

story of personal failure in the land of success.

Salemmam differs in fom teo. Ihs Joalde of His Head
was the original title, and the image was in direct opposition

to the method of All Ny Song. Ae the author points out inm his
Intxoduction 3 "The alegmap imege was from the beginning
absorbed with the concept that nothing in life comes ‘next’

but that everything exists together and at the same time within
UBseee” The fom is that of "a contfession® 3 the action suddenly
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follows some connection to a remote past and then retums to
the present nd evea projects the futuxe. There is "no
bringing together of hitherto wunrelated things” beceuse
Willy Loman, in his desperstion to justify his dvemms, has
destyoyed the boundaries between "aow" md "then” (23-34).

There heg beuvn « great deal of contoversy over the
play's thame, Some regarded it as a capitalist statement,
othars a Commmist writing, Some admired the play for its
sttask on the contemporXary system, others rejected it as a
depressing spectacle, The most pexsistent debate is sbout its
status as & tragedy. In fact, confusions are inevitahle whem a
Play is bullt up on a paradex. DReath of & Salaaman deals with
the paradox of the Americen Dresm, The success myth which des~
troyed Willy "cruelly held out a promise while dsaying the
opportunity of fulfilment" (Xoon, Introduction 9).

swmed up the history the myth has in Americam culture (13831),
It came to the continemt with the founding fathers in the sevea~
tesnth century and was populaczized by Ben Framklin in the eight«
 eenth centuxy, He seculurised the Protestant ethis which was
designed for g middle~clans pecple whocse primacy intexest was

in the economics of trade and production. The successful am
becune the 1d0l of the public, sndéd the vizgin land offered
jemense possibilities of progress, The businessman livimg in

Porter has neatly
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sccordance with Framklin'’s worldly ethie continued to be
viahle /mericem hero until the COllapse of 1929, Foom
Frxakiin though the ninetesnth century and well into the
twentieth, the myth =~ with all the possible variations on

it == gained incressing popularity. Materxial success acquired
the saction of a r~iigious creed and was taken to b the
revard of virtuwe. Risinger's sscount of the usbanebusiness
success dremm 15 1o less instructive in this respect (165-86),
The wheel cme full cirscle with the novels of Horxatio Alger
who tremslated the myth into a popular literasy fommuls the
rags-toeriches romance, In Alger the key to success is not
genius but character 3 one who has the right personal qualities
will have little difficulty in attaining ome's goal.

Miller uses the modal only to subvert it, Willy
Loman's story begins at the nadir of his strength & he is past
sixty yeaxs of age, anéd his sshsustion is spparemt. The
salesman retupns from tripe, often without making a single
sale, ¥hen he hopes for a New Yoxk job and a salaxy Taise, he
is only fired by his boss, His whole life has been a lie, theugh
he will hardly admit it, One who wanted to be the AWNMber-ones~
-man in the business world ultimately rings up a seo, In the
collapss of the salesman, Poxter rightly observes, "Miller
sttempts to illustrate the collapse of the myth” (Myth 133).

There are mamy who make the most of the epitsph
Charley spoke over Willy's grsve s “"Nobody dast blmme this
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M) seve A salegman is got to dresm seee It comas with the
territory” (§alesmap 221-22), This is the paradox of exis~
tence in modem times. The Americen Dremm, “the largely
unacknowledged sCrosn ... 0f the perfectibility of man®, is
uged by the modem Merican writers ss "sn fronical pold® of
their stories (Miller, Convemstions 361). People think that
if they could live by it, there is a nstural order in their
favour, Howevern their stozries are all sbout fallure, ©f one
kind or mmother,

From on® point of view, Willy's society may be held
responsible for the disintegration of him and his family., Most
of the Merican critics think that he scoepts mn ideal shaped
for him =nd pressed on him by the forces in his culturxe, Parkar
does not reduce the play to mere propagsmds but considers it
m obvious "expression of leftewing attitudes to capitalism
which have been common since the 1939's" (@), Willy had no
chance against the brute economics of his time, He is a producte
eseller and @ producteuser, nothing more, The world whers "the
compstition is maddening! " cannot tolerste the question "who mm
I2* (Salesmas 138 Ottem 90). The society in which he lives
denands only efficiency., The inefficient have no right to exist,
The play presents the basic problem of selfeknowledge in a teche
nological civilisation., It is difficult to name the product the
man was selling, Miller says, Willy was selling “himself”
(Intzoduction 28), Mander correctly views the salesman as @



social product, one whose personal values and family relatione
ships have been conditioned by the social forces (145).

Unlike Joe, Willy sought love and safety not only
within his owm fanily but in the world outside, Ironically,
nowhere could he £find a satisfying role, It is as though he
had

an identity, a peing somewhere in the past

which in the present has lost its completeness,

its definitivensss, s0 that the central force

making for pathesg ... 18 the paradox which Time

bequeaths to us all : we cannot go home again,

and the world we live in iz an alien place

(Miller, “The Fanily in MD" 224).
The tape recorder scene in Act Two sply suggests that such s
alienation is caused mainly by capitalism, Howard pays nc heed
to Willy's need and seems more interested in the machine than
in the human being. The impersomna2l business world no longer

has any room for personality.

Some critics have taken exception to this view, Nelsom
thinks that the scene is a blend of pathos and irony rather than
indignation and indictment, Howard'’s values are seen to be
almost simjilar to Willy's., Both have the same preoccupation
with the family and the same worship of gadgetry. The belea-
guered salesman "has not collided with a capitalistic despot,
but, ironically, with a younger embodiment of his own traits”
(Arthur Miller 117-18), &8imilarly, Welland maintains that the
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wire recorder sCene as aa evidence for a Marxist interpreta-
tion of Salesnan is not very impressive, Py his obtuse
mishandling of Howard Willy throws away all opportunities

(Millax 40) .

Neither view sesms balanced.*You can’t eat the
orange and throw the peel sway ~ a mam is not a piece of
fxuit § * is the little man's helpless cxy; he is trapped
in the 3ystem which treats human beings oo expendablé CommO-
dities (Galagmap 183). 7This does not iaply that Miller
proposed " a revolutionary change in dmericen teminal society®
(Mottram 32), Rsther his sttitude towards the System is one
of vague condemnation, Gensg cozrectly cbsexves ("The Silence
of A" 236),

Contrasted with the usban dress of business success
is snother dremn scheme, the rurale-agrarisn dress of open space
(Eisinger 166). One possible alternative to the degensrate
success myth is this pastoral vision which seems to be the
source of vhatever is positive in Salagapn. This dream has
its 00t in the eightesrth century when the yeoman famers got
settled on their own lamd, According to A.B. Stone, Crivecoeur's
Lassors end fikatchas "present not slimply the visicn of en
Americsn Paradise but also the desperste strugodle to hold on
to that vision in the face of discoxd® (Intxoduction 18, Willy's
drems of fulfilment simultanecusly centres upon the countxyside s



"More mmd more I think of those days, Linda. 7This time of

the year it was lilac and wisteris, And then the peconies

would come out, and the daffodils. ¥What fragrance in this

room } * The same dresm is suggested in tems of the stage
airection s "A melody is heard pluyed upon 8 £flute ciee

telling of grass mc trees and the horison” (Salesmam 135, 130).
It is a music which, by its owe law of association, sends

Willy back to the world of growing things cutdoosrs. Conversely,
man 88 & social being cannot rescolve his dilemma Dy retreating
from his real social situatiom. He has to fight to secure his
own: poglition in society, & struggle from which there seems no
escape, "“Fate® is thus supplanted by a monolithic society. One
may view in this light Happy's last words 1 "He / Willy /7 fought
it out here, ané this 1is vhere I'm gouna win it fozr hin"
(Ealemaas 222), He may be wrong in still valuing the filusive
dream of success sbove svexything else, but he scunds pragaatic
in suggesting that “the battle must be fought on the enemy's
grounds® (Lswrence 38),

From this premise Miller proceeds to defend his
protagonist, Willy is "sesking for a kind of ecatasy in life
which the machine civilisstion deprives pesple of*. 7The Sales~
men 18 & victin vho "didn't originste® things (“Morality amd
Modem Drems®, 192), Moreovex, he is not without values, Kad
he bean unawarxe of his separation from values, hw would hawve
died contentedly while polishing his car on some Sunday sfternoom.
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Rgther, he is often asgoniged by his avareness of being in a
false position, And that precisgely is the resson why he could
stake "his very life on the ultimate assertion”, That he has
not Proctor's "intellectual fluency to verbalige hisg situation”
is not the same thing as saying that he lacks swareness (Miller,
Intmoduction 34+33), Parthemmore, while Proctox'es enemy is
distinct, Willy's is both inside and surzounding him (“AN 3

Interview”, Sonvarsations 256)

Willy's is & world of the split personality, Omn Miller's
own adnission, the héro embodies in himsel f some of the most
terzible conflicts of modern times, We are in "a transition
stage between a mochanistic concept of nan and ey analges
0f both the rationalistic and ... the .4¢ spiritualistic concept
of him" (I _§ 196). Willy’s crestive instincts are st great
0dds with his weagure of, or need for, material success, He
would love to look up at the aky, build a porch with his own
hands and plant seeds in the garden, He also looks for the
hunan values of frimmédship and love, But the irom necessities
of economics demand his complets dedication to the success
1declogy, which means - in other words «~a sscrifice of indivi.
dualitys In Willy's society, success detemines how mxh a
man is accepted by otherxs,

Y

Willy's schigophrenia and helplessness may be justified
on auch sociological grounds, yet his character is what finally
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shapes his destiny, He appears "odd* in his pumsuit,
however "intense® it may de, Contraszy o the views of the
author, the protagonist fails to drxaw our admirstion because

of his miserable lack of avareness, As a matter of fact,
Riller's own feslings towards the character are no less mbie-
valemt then the critics’. While explaining the falegmam theme

to Schumach, he said that the "motif® is the growth of "illusion”
until it destroys the individual and leaves the children to whom
he tramamitted it incapeble of dealing with "reality®, In ancther
intexview the author sdded that Willy lost Proctox's sense of
"personal inviolability” mnd yielded "completely” to everxy
pressure (Convexsations 6,21). He has neither any "grip" on

tha forces of his life nor say sense of “"values" that will lead
him to that kind of a gxip (L. R 209), These observations
owiously run counter to Miller's defence of Willy Loman om other
occasions, The protagonist is s otherwdirected man, one who
wants to live up to the image expected ¢f him by othexs.

With Chnrlcj living next doox, the play strikes "a
balsace of the truth as it exists®, The friends are of the smme
"class®, the same *Dbackground” and the same “neighbourhood
(Xillex, Introduction 37)., Charley's aims, too, are not much
differant fyom Willy'g. However, he can live without that
frengy vhich kills Willy in the end, Vieved in this perspective
the play passes from social causstion to
individual responsibility., Willy's failure as a man is "the
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cause, sather than the effect, of his economic failure®
{Kemnedy 38). His delusions mad other~directedness cean be
traced on various planes but always in direct relatiom %o
his self«destructive drive f0X suceess.

AS a sajlegman, he is totally unavare of the operations
of the tventieth-century husiness ethic, His idsals are Ren and
Singlemsn whose ways and memns are of no more validity in the
present geerxation, Ben, the shadowy figure who spp®ars to the
acecrpaminant of flute music, typifies the success possible in
an "older, freer Americd® {(Porter, Myth 134), He is the mbber
baxon, the frontiermman, industrious but ruthless., He ripped a
fortune from the wildermess. Therxe are disuond mines in Africe,
timberlands in Alasks and mysterious appointments in Ketchikan
= things which ocbseas hin throughout, On his second visit to
the Lomana, Ben urges Willy to leave the city and work for him
in Alagka, The little man is tampted s “"God, timberland ! Mg
mdé my boys in those gramd outdoors I * Bem is & projection of
his wild, valting mwbition, To him, he is success incamate,
Ben's secret is ¢t "When I was seventeen I walked into the jungle,
and vhm I was twentyeone I walked out, And by God I was rich,”
The gaczet is never sxplainedy what impresses Willy is rather
the pyatasy of succass. Ben's way is 1 “Never fight fair with
& SLXaMNger .uee YOu'll never get out of the jumgle that vey”,
Bven this ruthless method finds Willy®s sanction, He is proud
of having in his house ®g couple of fearless characters.” When
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Charley retorts that the jail is full of such characters, Ban
counters that the Stock Exchange ic also (Salesman 157~38)
The latter also epitomises, aa Carson observes, one side of
Willy's father « the inventive and the irresponsible side

{5152)

The pioneer virtues of courage and sel f-reliance are
cextainly adeirable but such attitudes may prove dangerous in
nodermn society, The aggresiveness that is requircd for combating
raw nature, Parker maintains, becomes imworal when turned
against cne’s fellow beings (50) . However Willy does not
finally accept Ben's nethod, #As it proves ilneffective with
thea closing down of the frontlaers, the salesma decides
to rely on "personality” s

It's not what you do, Bam, It's who
know and the smile on your face ! It's
contects, wen, contacts ! The whole
vealth of Alaske psises over the lunch
table st the Commodore Hotel, and that's

the wvonder, the wondar of this countzy,
that g aan can end with dismonds here on

the besis of being welleliked (Salommepn 104) .
It is the Pale Camnegie approech to success, a method which
is equally on the wme in modern times, Hazd lashour is
important, "dNever leave a job till you'’axe finished*, but
personality iz still wore valuable, Paradoxically, the
materialist pleces his absolute belief in that cult without
testing it by my pragmatic standard, Willy cammot accepk
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Charley's intempretation of business realities, "The only
thing you got in this world is what you cam sel)* (Salasmmm
143, 192}, Ne would 1ike to sell smiles and chamms to wia

md influsnce people but ironically ends up sslling himsels,

It is Deve Singlemam who comes to Willy's nind as
Ben's substitute, a salesman of the older genexation whe ould
“go up to his room ..o PRt on his greem velvet slippels... pick
up his phone and call the huyers” mmd tiws make his living even
at the age of eighty~four (Bglesmup 180}« In his early life
the homelbody vas egually success ful ocutdoors. His secret vwas
his pexsonality., Willy fails to understand that vhen product
counts more than personality, the sarlier mode naturally
obsolesces, This is symbolically conveyed through his wearing
slippers. He Go®s not recognise that they look incongruous
outdoors. Ironically snough, he gets fired by his boss as soon
as he finishes the story of singleman. Left alone® in the office,
he pexhaps dimly realises the ineffectuality of Singleman's ways
to sexve his own puxpose, But his thoughts go back to Bem, Thus,
in his Aremm of success, he constantly fluctuates between two
ssts of values which prove equally outmoded.

Willy's success 1deslogy directed the education of his
sons. They ere bound to succeed becsuse both of them are fesrless
md capghle of creating personsl interest. In the nmme of
personality the father can ignora all the fmults of his sonas,
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When BLiff steals a football from the lockererpom of his

schoo), ¥Willy feels rather proud s "Coach'll probably
congratulate you on your initiastive... that’s because he

likes you." He wants to imbue them with the apirgit of

Uncle Ban, the ruthless capitalist. At the sme time they
should also mm Singieman‘'s virtues. Willy confuases
initistive with ungcrupuliousness, just as he mistakes perso-
npality for self.identity. As he thinks, Biff does not have

to study hard like Bemard because he is loved by all. Charley's
son may obgain higher marks st school, but his Biff L8 going to
be "five times shead® in the business world. Worth quotiag

is Willy's advice to his son who is about to see Oliver for

a loan s “PDon't 1ook woxried ...e It's not what you say, it's
how you sey it « because personality always wins the day".
Willy is left with forms emptied of contents; he is concexned
with appearance rather than reality., Biff must not "undexsell"
himself, "NMo less than fifteen thousanéd dollazs" (Salemmen 144,
169) . To Willy, pessonality is a means to an end, & commodity
that can be exchanged f£or material gain, Hence the mei?:x
be said to have besen destrxoyed by their fathex's pexverse dremm.
Each turns out to be a failure in his chogen career.

On the psychological level, Willy'‘s tragedy wmay be
traced to further oddities in his own natuge, Wheneves he ip
confronted with his actual situation = for example, his

inability to érive to RBoston, the sons' obvious worthlessness,



his duindling income =— he escapes into a dreswworld, He
either flees to a “glorious” past or conjures up & vision

of wishfulfilment. 7The patterm recurs throughout the play.
"Dad is never so happy as when he's looking forward to some-
thing® = Happy asccurately describes Willy's mental make«qup.
Ox &8s Linda tells her husband “you mae mountains out of
molehills”, Nothing absolves Willy of his bad faith, He lies
¢o his wife sbout the gross sale he has made, Once he admits
to Ben, "Buasiness is had it's murderous”; but this is imme.
diately followed by a kind of Jdefence mechanigm, "But not for
me, of course”. Yle momentarily realiges that in the grestest
country of this world Biff cen get lost despite all his personal
attractivemegs, Instead of extending this moment of awarenass
he falls back upon “those days” when the bhoy used to simonise
the red Chevy or when "three grest universitiss" were
“begging for hin", Miff's presemt fallure cennot erase the
gloxy of his higheschool deys. Remarkably, Willy's reminise
cences, toa, sometimes besr the burdea of painful experiences
and overshadovw his present. When the past is squally frustre-
ting, he would take a flight into the imagined future ang
dressy, for example, of owming a private business or haviag
connections all over dmerica s °I have friemds. X cam park
my car in any street in Mew Englend and the cops protect it
1ikxe their owa". Bignificantly, he is often referred to as
"xid", and with Charley the audience wonders, "when the heil



are you going to grow uwp?* (Salesmam 197, 135, 199, 184 143, 106).
His friend has always tried %o bring him out of the world of
fantagy, But the salesman will die rather than give up his
dremms,

Instesd of accepting Charlay's offer of a joiy Willy
locks foxwaxd to Biff's successful deal with Oliver. The
meeting in the restsurant is another izonic reversal of his
illusive hope. The appointment has proved ah utter failure.
Yot he s not ready to listen to " Zacts® mnd "aspects”. He
will not aduit the inadequacy of his ways s "I am not 2 dime
a dosen ! " = he will not accept his failure either. °I mm
Willy Lomenl® - the concem for the name, which in Miller
ususlly denotes a struggle for se)feintegrity, here lies
divested of its inner significance (Salemmap 199, 217). Willy's
is a self-daluded cry for reputation in a false society., He
has accepted a sordid dream which, to him, proves stronger
than the reality.

As on the mozal plame, he is again an active colla-
borstor for his downfall. He takes "a shost cut to success”
by establighing an illicit relstionship with g woman buyer in
Boston (Martin 4). Biff's unheppy discovery of his father with
the woman in a hotel causes a rift in their relationship., The
sffeir may be a consequence of his economic failure orx of his

loneliness in an impersonal world, However, it shows Willy's
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infidelity to his longesuffering wife and to his fmmily as a
whole, It parfectly coheres with "the false coinage embodied
in his ides of success”™, It is "the wage of his sin®
which ultimately "clogses the circle for him and propels him to
his death” (Millex, Introducticn 34). There is no doudt about
his love for his family. Hence it is his own betzayal of that
Jove and loyalty that allenates him as much from the family as
fxom the self, It is the one pilece of his past that he least
wishes to recall, "the one that he hay most successfully repressed
(Wellend Miller 47). When he is foxced to fece it, he cam no
longer escaps his own responsibility by blaming it on society,

Almost like Bddie Carvone in A Yisx fiu8 She Bxidge (19535), he

violates a code which he after all, vanted to live by.

Cne may now procesd to examine whether Willy's death
is preceded by an epiphany., Miller writes in his Intrxoduction
that the play grew from varicus images, One of them is

The image of a suscide 80 mixed in motive
as 0 be unfathomable and yet dmmanding

statemant, Reveage vas in it and a %
of leve ;vmqhm nmemm

& Sertunt to the living and s fiight frxom

anptiness, With it m image of peace at the
fingl curtain, the pescs that is between
wars, the peasce leaving the issues sbove

ground and viable yet (30).
His views are all open to criticism, "Revenge". Willy did not
bresk the 1aw of success, but rsther died in total obedience to
it, He dies happy in his illusion that he has found a solution



both for his son and for himself, "Power of love', uilly
realizes that he has been loved snd forxgivenm by his son s
Biff sobs lemning on his shouldex. It is an affimsation of
his fatherhood for which he was always prepared to die.
Nevertheless, his perception of Riff's love izonically
inflates his o0ld helief in the myth of success s *That hoy w-
that boy is going to be magnificent ! ® For Willy, magnifi-
cence and success are convertibley one can be successful
simply on the basis of being well=liked. lNe then, dies not
merely £0Z his son's financisl security but for his dremms
about his'magnificence®, "Oh, Ben, I always new one® way or
another we were gonna make it, Biff snd I" «~ this shows him
retuming to the point where he begam with all his wrong
dremms (fa)lesman 218+39). Willy fails to intezpret £OF himself
the actual asignificance of BAff's emotiocnal breskdown. His
bad faith thus "geduces” him into his final deluded gesture
that only "compounds the waste of his life (Bchlueter and
Flaagm €5),

Toom yet another point of view, Willy dies more for
his own megnificence than fior his son's, A total failure in
life, he haped to sttain the height of admiration in death.
He glorifies to himself the "proposition” of baqueathing his
Paidmp life ingurance to posterity. Biff will “worship me
for it", he tells Bem. At the same time he imagines the
prospect of a "massive® funeral s "that funeral will be



massive { sese that Doy will be thunder-struck ... because
he never reslised —~ I am known & * (Salesman 219, 213).
There is more self-pride in it than selferealization, He
seems to have laid down his life largely for public esteem.
Ironically, he failed to attain it even in death, Charxley
is the only person outsida his family to attend the funeral.
Self«immolation, which is made to affimm positive human
values in Zhe Caucible hers loses its point since it is
motivated by an “emotional capital” tied up in the dreams of
*magnificence” (Carson 56) . Willy suffers most uncompre-
hendingly. That is his trouble and the cmuse of his
catastrophe,

*victory". Willy is proud of his selfeproposed
transaction. Miller says that his final act shows that
death, the ultimate negative, can be sn assertion of “bravery"
(Introdaction 38, But Willy's last words and his confused
movaamts befors he speeds off «~ "Ben ! Bem ! where & I,,.7
He nakea a sudden novanent of soasgh. Ben 2 how & I ,..7°
- geem to confiym his finsl alienstion rsther than sy
victoxy in death (§alemman 219). “Pesce”. Whatevex pesce
Willy sttains by death is the peace of oblivion.

MNatching the complexity amd challemge of the question
of Willy's ultimate ingight and knowledge "is the problem of
his trasgic stature® (Melson, Agxthux Miller 129). With the
suthor gome tender-minded critics think that Willy's wmoral
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values may @ deploxable but the iategrity of his pursuit
nakes him heroic s "A man can't go out of the way he cme

12" (Galasmas 213). However such en integrity betrays a
misconception of the self and the outside world, It is a
spectaslie of man's limitstions rether tham his possibilities.
Willy's sense of self-dignity is equally questionsble, lis

is the pathetic end of a nan who, even st the Crxossroads of
1ife and death, cannot decide £or hinself. He cammot evem
gia. until his decision of suicide 45 duly approved by Ben,
one O0f his idesls. 7The sets of values he has always worashipped
deluds him ¢till the end, He likens the twentysthousande-dollaz
proposition to a dimsond shining in the dsxk: 7This refers to
the saleman's futile effort to suit the xobber hbaroa's adven.
turous method to his twentisth-century purposes. He is a
1ittle man succumbing to enviropment and destxoying his
personal identity in the end,

Millex's plesdings, in his Intmduction, fox Willy's
l1ack of swareness arg on the whole, umconvincing, There is
some grain of truth in his arguaent that

there is of necessity a severe limitation
of selfeavareness in any character, evea
the most knowing, which sexves to define
hin a8 a character, and more, .. .to
complete the trpgedy mmd indesd to

make it at all possikle,

Viewed in this 1ight, Willy's unawareness may bs taken as his
tregic flaw. And the herc must have some fiaw in his chazscter,
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On the other hand, tragedy 1is squally inconcelivable without
an epiphany or snagnorisis. The tragic hero must finally
secognige the truth, Miller's protagonist could not even
attain what he liberally calls "sufficient avareness® s "I
think that the point is whether there is a sufficient wsareness
in the hero's career to make the sudience supply the rest”
(Introduction 38). Four years after the writing of Salesam
the author perhaps realised his axtistic fault & "My weakness
is that I can create pathos at will. It is one
of the essiest things to &, I feed thuz_w

lomen lacks sufficient insight into ...
situation, which would have made him a grestes,

more ai.?.tucut figure” ("AM Discusses Ihe

¢ 26).

It would have really made him a tragic hero despite his common-
ness, Willy's failure to evoke a true tragic response however,
should not diminish "his pover as a drematic charactes”

{Schlueter and Flsmagan 63).

At the Union Theological Seminary Reverand John
Bacimm paid that Salashiag is moral to the extent thet it is
® 2 negative witness" {(qtd. in Gekb 190). To present definite
positive smsvers is a difficult task for the twemtiethecentusy
writers Modern man is uncertain of fhg right way of living.
Yot a work of art must f£ind space for the tentative values
of life, Miller might noﬁ have attempted a social solution of
Willy's problems, but his faith in some kind of order remsins
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wntrasmelled, He &es not want us to share Willy's illusions.

Therxe is even amother positive gain in the play ¢
Biff at least comes out with enhaced self~knowledge, "I know
who I =" (Galemmap 232). It is not pride "zather s admission
of limitation md weakness...” (Parker 33}, 4nd such =
adnission is the beginning of true wisdom, Mully swaze of his
Schigophrenisa he agks himself 3 "Why am I trying to become what
I don't want to be?" (Salegmam 217« Yet, what he will do with
himself now is one of the questions left wnmmswared in the play,.
“The self-realiszstion of the 0lder s0m +¢s i3 NOt 2 weightier
counterbalance of Willy's disester®, Miller also adaits ("The

Salesmap Has o Birthday", I§ 10 .

Some Critics have tried to reconcils the drmmastic
smbiguities of Salammap by classifying it as a "socisl tragedy'.
Neverthelegs, the concept itself poses certain asesthetic probliems,
As Eric Bentley clarifies, a play cammot be doth "tragic® mmd
* gocial” becsuse the two forms conflict in purpose (qtds in
Gordom 98) ., Socisl drama trests man as victim, while tragedy
destroys the possibility of soclal drama by presenting him as
hero, Yet, to consider whether Salasnas is "solely” secial ox
tragic is to split "g wnified gensibility”, Gordomn corrvectly
maintains (100). Miller strives to meet things in their headeon
collision in oxder to create meaningful mbivalences in temxms of
charecter, idea end fomm. In the final snalysis, Rasth.of a
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Ealomman is a family drame with a strong social colouring,
It also deals with the tregic problam of consciousness in
modern times,
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The C 3 Private and Public Integrity

Miller's adaptation of Ibsen's Ap Epemy of thg
Pegple (1950), which he did not include in his Collected

Plavg,is s departure from hiz dramatic camon., NMeighbourlinees
has been a cardinal virtue in Millex, but in his Epegy the
individual is under a moral compulsion to "resist the demands
of society when these asgault the integrity of the self® and
its vision of the truth (Bigsby, Critjcal Introduction 189).
In the paradox of this gituation lay the dramatic potential of
the next major play, Ihe Crucible (1953), which similarly insists
on the preservation of personal truth against mass hysteria,
However, in Miller the affirmation of the self is always
attended by a need for social commitment, His adaptation,
therefore, transforms the original impulse, "the strongest
man in the world ie the man who stands alone," into "We're
the strongest people in the world ... and the strongest must
learn to be lonely” (gtd, in Bronson 66), His Stoclkman also
becomes an enemy of the people for his personal concern for
the objective truth, Yet he finally recognizes the need €
tramamate it into a social fact, a union of interests. This
is how the author synthesizes individual and social consciouse

ness, while Ibsen primarily stresged the former. Miller's
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meagure of private and public integrity, truth and lie,
ianocence mmd guilt undergoes severe revisions in she
succesding play. 2p Sneny of the Peonls may be regarded
as a prelude to The Crugcihle.

ihs Cocible is a new beginning “the beginning of
an attempt to ambrace a wilder £field of visions” Though net
unrelated to the eazrlier plays, especially in distinguishing
betwean “o man's cow deeds and his conception of himself", it
sesks to creste s higher degree of consciousness (Millex
"Brewed in Zhe Crusible’, IR 173«740 .+ Fulfilling the condi-
tions cf the "selfemare drams®, Ihe Cxucible moves "beyond
the discovery and unveiling of the hero's guilt" to the
eftirmation of his indivicual potential. This is where Miller
first realiges that it is no more encugh for him to present
" a fate which exacts paynemt from the culpable mam®., Guilt now
appesrs to him “as a betrayer as possibly the most real of our
1llusiong, but nevertheless 8 guality of nind capsble of deing
overthrom® {(Intrzoduction 41). It may serxve to paralyss all
positive action, evemn urging a compliance with coxruption.
Hence is the need to discover one's complicicy and then transfomm
it into responsibility, While the earlier protagonists werxe all
dest oyed by their self-delusions, here the spectacle is thet of »
man struggling to put his self=knowledge into ection. BSociety ia
still viewed to be hostile towaxds the individmal (the herois, in
fact, dne in by the system); but he now dies the desth of a
heroic liberatoX,
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There hag been much speculation as to what The Crucible
ig "about®, Some regerded it as & political allegory, m mtie
el arthyite tract; otherstook it for a rendition of the cultural
and historical backgsounds of Amerigam society, On his om
adnission, it was with "the contemporary situation st my baek',
particularly the mystexy of the hmmding over of conscience, that
Miller now locked into the Salem witchvhumt, He was dssply
troubled by the fact chat "a political, objective, knovliedgeable
campaign from the far Right was capable of cresting not only a
terron, ut g new subjective reality, a verxitable mystigue which
was gradially assuming even a holy resonmmcd” (Miller, Introduce
tion 39-41), When the play opaned in 1983 the tem "witchhunt"
became nearly synomymous in the public mind with the Congressional
investigations wvhich then claixed many immocent lives. The
underlying reference is to the poiitical psramois which brought
about both the Salem tragedy and the muss hysteria of MeCarthyism,
“The parsmoid crestes the veality which proves him right®, Miller
writes, He can rise to the leadership of a society "which is
raally insecure and st & loss to the causes of its spirituyal
dekility® ("It Sould Happem", 1B 397)« Parwmnoias is the sin of
public terzor, and nothing is as frighteming a3 not knowing why
one is frightened,

However clear the political trajectoxy seems, The € ucibl
should be axamined for what it is in itself, An Miller seys, befor
a play can be ahout something else it has to be about itself, The



77

*ianer themd® is "the realizstion that with conscience goes
the person, the soul immortal, snd the ‘name*® (Intmduction
47) ¢+ The artist in Miller discovered a tragic process
underlying such political manifestations, He attempts to
make a universal statement by drewing on s historical sveat,
Struck haxd by "the breathing heraism® of certain of the Salem
victimg, he wvants to celebrate “"gn almost frightening personal
integrity® (Millex, "Brosdway Postscxipt®,Convezasticos 32)

Act I, often criticised for its slowness of eposition,
isy, for Miller, an "overture®. Here he seeks to lgy bare the
motivation behind the witchehunt in variocus temms - psychological,
religious and socio-economic. The Salem tragedy develops fyom
a "mredx", the suthox states, The people of the plece found
a theocracy, *a combine of state and religious powes”, to keep
the commmnity together., Unfortunately, there is no balance
batween the Puritmm Code of repression md individual fresdom,
When the balancs begins to tum towards greater freedom, the
hunt breasks out as » perverse manifestation of the panic caused
»y "self~amial® and "hard-handed justicd®, The gsowing digsatis-
faction experienced under the rigid codes of morulity finds sn
outbresk in the sexual behsviour of the community, especially
©f the younger members of the sect, Fart of the same fascinatione
=zevulsion syndrome,the dmce (perfomed naked by some girls in
ths forest) marks & definite dsparture for the “cxying up”
business, In such a climate, sex, sin and the Devil are linked
and it is from "this unconscious comvictica” that demonology



gaing "both its attzasctive sensuality .nd its capacity to
infuriste sad frichten” (Crucible 226, 250-51).

! The perverse sport of the girls would probsbly have
snded without any fatal consequences if they had not suffered
the shock of discovery. In g private mseting with Proctox,
Abigad)l confesses that the incidemt in the woods was & framk,
The scene which lesves her alone with the other gizls, attempts
a contemtusl analysis of the hysteria, The maid's famey to kill
Proctor's wife by drinking s chamm sgpesks of her emotic jeslousy,
while Mexcy's dancing and Mary's watehing indicate their sexnal
frustration and curiosity respectively. Betty has fallen sick
because she was severely shocked to have bemm diacovared by hex
father, although the exsst naturxe of Ruth's malady is not made
much clear. As Carson points out, "Miller is lass interested in
the ultimste cause of the girls' fits, hovever than in the response
thosa £its provoke mmong the townspeople” (68)., Precccupied with
a suspicion of witchcraft, the adults of Salem probe into the
situation, Desparate to ensure her sslfe~security, Adigall attacks
Tituba who feels impelled to "confess", Teoking advantage of the
bigarre situstion, Puthain suggests the nmmes of his enemies as
the girls rise to a maniac chant that finally makes witch-

-Ranting possible,

The witchehunt, Miller states in the narrastive part of
the play, is also "ga long overdue opportunity for everyone so
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inclined to express publicly his guilt and sims, under the
cover of accusations against the victims,” Conversely, in
the name of socusstion one could ventilste one's longe
~copressed desires snd achieve a kind of psychoesemnal
satisfaction.

On the gpociological level, the agquisitive urge in
the Puritsn community is famned by "long«held hatyeds of
neighbors® which ¢can now be opmmly expressed smd"Vengemce
tsken", Landelust, s0 long confined to bickering over
boundaries and deeds, can now be *elevated to the arena of
morality", Ome cries witch sgainst one's neighbour and feels
*“perfectly justified in the bargain”.

Selfish motives of this sort aze further fad by
one's fsar of losing power, Tha necessity of the Devil way
be considered to be & “wegpon® to effect men's surrsnder to
s particular suthority. The policy of the Churzchegtate is
equated with "morasl right", and opposition to At with
*"aiedolicel malevolence” (Caucihle 329,249), Ouite naturzally,
the result is mass conformism. JMiller echoss Sarxtre, the
suthor of The Flies (1945), in tresting the devil and witches
as "8 puteup job to safeguard the establislwment...” (Heilman 144),

Against this dackground of guilt, sin and terror Miller
builds up a drama of morsl integrity., - In Ihe Crucible the
characters are polarised as Good and Evil, On one side are
Parris and Putham, Danforth and Hawthome = people prenccupled
either with the maintenance of suthority or with the false



bellefs of a blind theocracy. At the other extreme, there is
Rebscca Busrse who stands £or all human decency md CORMONsense.
Hale and Corey have their strengths &3 well as weaknesses, ypet

it is Jols FProctor who is the most deaply divided charactez in
the play. This is Mow Miller intzoduces the protagonist t “"He
was the kind of man ~ powerful of body, even-tempered, and not
easily lodi.o.But as we shall see ths steady manner he displays
does not spring from s untzoubled soul" (Crucible 339). Proctor,
too, is a ginner : he has ainned as wuch ageinst the moral code
of the state as against his own vision of decency.

The radical side of the man is sesn as early as in his
conflicts with Parris and Putnames The fomer is criticiged for
his arbitrary use of authority in seading for Revesend Hale, a
specialist in demonclogy. Putham is more sevexely asttacked for
his manipulation of the children’s sickness to serve his selfish
endss Proctox's general concern for the name as private md
public integrity is initially suggested by his repudiation of
Putnm's supremecy s "Ne vote by nmme in this society, not by
screagd’, He has the guts to guestion the proceedings of the
Salem court s "Ig the accuser always holy now?® He ridicules
the mission of the theocratic state, a bold cti:-pt to save the
community from an utter dsmation (Crucible 345 281).

However upright Proctor appears to be, his past bleak
relationghip with Abigail shows the fallible side of his nature,
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She vas & maid sexvant in his house snd developed an illicit
affair with him, Ultimstely, Elizsbeth, his wife, found them
out and digmissed heaz, Proctor has recently come to regard
Rimsalf an a kind of framd though his cutwaxd behaviour
betrays no sense of guilt as yet. Unmmbarrassed by the girl's
presence he tells har that their relationship is ovez. MHe
lxvn. in bad faith by danying his own culpabllity and trmnse
ferxing all responsibility onto Abigeils It is she who i3 a
*wicked whozre'.

The private ascens betweon the mon and his wife offers
further proofs of hias sel feaxculpating sttitude, EKlizabeth
rightly senses that he would not have faltared to sxpose the
accuper if it vere not Abigail. As if to bypass his inner
strife, Proctor chazges his wige with lack of compassion ané
even tries to produce evidence of his marital integrity. To
charge Abigail would be to stake his own name whick, to him,
does not yet mean much moxe tham IMEre reputation, MNe Ls pre-
occupied only with the axternal conflicts of life., He caanot
raalise his mthentic self until he tests his own innocence mmd
faces the “magistrate” sitting in his owe “hesrt” (Srucible 263).

His tendency to project his ovm faulis on::thon
continues. After Eligabeth hag been "mantioned somewhat" in
the court, Proctor accuses Hale of "cowsrdice®” 3 the 0ld aan
foars to look at Abigail's calculated sadism. Ironically, it
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iz Proctox's deliberate repression of his own sin which
prolongs Hale's ignoxance. In ét.har words, it is his om
paralysing fear of dafmmation which prompts him to hold back
the secret that Abigail sesks to avenge his treachexy to her.
Almost like Joe Xeller in A1) My Bons Proctox, at this stage
in his 1ife, is fully sware of his guilt, but without knowing
what to & about it, While chinting the Commmdéamts defore
Hale, he forgets the one sbout adultezry « a significeat
mistake which betzays his guiltezridden conscience,

wWith Blizsbeth's arrest, Proctor starts moving
towards & higher moral aareness : he cannot let his wife
die for his own sin, With regard to Proctor's hercic defiasnce
and his high ideslism, one still camot rule out the possibility
that he might not have involved himself s0 acutelyin the Salem
trisls 1if his personsl privacy were not threatened by his wife's
arzest, Even after all these he delays his confession, hoping
that Maxy's testimony will de sufficient to withdraw the case.
She will testify thst the girls fainted at will and that the
“poppet" discovered in their house was sctuslly made by her,
Feeling the inadequacy of all external proofs, and as if walking
through a great horror, Proctor st last gains the couruge to
acknowledge the truth s “we are only what we always wvers, but
naked novw" (Grucible 284). He also realizes that only his
expistion in public may save his wife, no matter whatever it

mnay cost him,



83

The nature md intensity of Proctor!s recognition
foreshadows the "late” Miller, MN.8.Prathm observes thet
Zhe Srucihle is in a row with After the Fall (1964 and
Apsident at Vichy (1964) becsuse in each of these plays the
author tums from the exposition of guilt as largely
"individual aad peychological® to "the existence of universal
evil and the need for instinctual and moral guilt in the face
of the world's evil” (29) . The sesring search Proctor undertakes
soon brings him to close terms with his sinning self s “Oh,
Francis, I wish you had some evil in you that you might know
me * Drowned in guilt and shame, he hides nothing from the
court and sesks forgiveness s "God help me I lusted amnd
therxe jg a promise in such sweast", Miller's presccupastion with
the name retums with all its fosce but now it memms much more
it:):ut!l 8 crisis of identity s “I have made a bhell of my honor 2
I heve xung ‘he oo of my good name «» you will believe ma,
Mz, Danforth ! My wife is innocent ,.s" Proctor des not
hesitate to snnihilate his former Self becsuse he now fesls
the need to recreste it in the face of his new awarsness.

Eligabeth is called in to testify., In a stunning
reversal she l1ies to save her husband’s nmme. The court
accepts her “nstural 116" as & proof of his deceit, Comsequently,
he is dencunced ss "the Devil's men", The hero responds, first
with sager, Mut them with insight ¢

I hear ths boots of Lucifex, I see his
£ilthy face ! And it is my face and
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o et £ O e
togeth Coucible 3047, 310«1%)
*Ihis is the clearest evidence”®, as Carson cbserves, “that
Proctor comes to see himself as partly rxesponsidble for the
evil that he has tried to condem®{73), We live in & world
of guilt and sin, but the individual, with all hisg complicity
with the Devil, asust try to find some oxder, Otherxwise the

human race will be doomed beyond recovery.

If the third sct brings Proctor to a recognition of
his culpasbility, the final act builds up a conflict between his
anse of peraonal worthlessness and his need Lo pressrve vhataver
integrity and goodness he still possesses. Insight into the
dark forces cof one's own neture may occasion despair and loss
of self-respect, On the other hmd guilt vhen adnitted may
give rise to & redesming action., Thess two opposite sides of
hunan awsreness which create the Leduc<Von conflict in jpcident
A Vichy (1964), meet in the character of John Proctor.

Agonized by his sin of adultexry, the protagonist
decides to make & false confession of witchery almost as & king
of pmnance. This obviocusly refers tc his morsl confusion.
Proctor would be a *fraud® if he shared the martyrdwm of the
others becsuse his soul is not as clem as theirs. But at the
same time, it is hard for him "to give a lie to dogs", In a



tone of self<defest he tells his wife s "My honesty is broke,
Flisabeth; I sm no good man. Nothing's spoiled by giving them
this lie thst wers not rotten long befiore," Millier sesms to
bs suggesting that the reason dshind confessing to a crime
one did not comait or even conceive is the terzox 0f another
longwburied guilt, Proctor looks outside forx confiimation ¢
"What gy you?®, he asks his wife (Crucihls 322+2% . The
tantalised séd¥cl goes on, and he "{onfesses.”

However, his guilt soom undergoes,transfommation s

he must not be used to incriminats others. Proctor signs, but
retracts when he hears that his nmme will be nailed to the
door of the Church., Zhe lie once authemticated by his signa-
ture is snough to betray those who hang for thefr inviolable
sense of selfeintegrity., The herc thus renews his guest on &
higher level of social swarensss, He cnot even condemn himsel £
alone, his action inevitably affects the rest of his community.
He xecants by tearing the signed confession

Recause it is my name ! Because

Beseaze I 11s emo sign myssif s -

1ies { Because I g not worth the
dust on the feet of them that hamg!

Cocible 337-24),
Proctor lesms in the pressurs of the crucible that ultimately
there is no difference between private and public integrity. He
joins Rebecca in martyrdom, but for a resson no longer false to
his own "hamanistic code of conduct® (Raphasl 10%).



At this point, The Cxucible reminds one of the
triel scene in Saint Josm. Yet Millex's play grestly differs
from Ehaw'’s in that while Jomm's martyrdom follows from a
complete submission to the Will of God, Proctox's issues more
£xom a sense of injured pride, pride in his pesronal moral
integrity, Though he mentions God at paversl stages of his
ordsal) ("Ged help me I lusted,..”, “0od in heavem... what
is #otm Proctor?”, "God knows how black my sins are 1°), his
final hexoic dafisnce of a corrupt authority is moZe an act
of the raballious vill. Rebecca may believe that "Ancther
Judgement waits us 2ll { *, but he feels neither tzoubled mor
comforted at the prospect of divine justice (Crucible 308, 324,
317) . He can easily be said to b the most religious bat
religion to him, aa it is to the mithox, is synonysous with
hunanimm, Proctox is no saiat, but rsther aa ordinsry man who
“stands st the end on the judgement of the only trimmal he
scknoviedges, his own conscience® (Caxson 785+76), His action
stems more from his selfechoice and selfexelisnce. For him,
G0d is absamt from this world, if not dead. And hepce svery
man has to be his own maviour,

Attention must be paid to the soul-nmme dichotomy
as reflected in Procteor'’s agoniged czy, "I have given you my

souly lesve me my name ! " (Crucible 328), Etymologically,
" soul" mesns an entity that is regarded as the immortal ox
spiritugl part of the person and credit-ed with the functions



87

of thinking and willing (Webster's New Wozld Bictionary 1360).

“Name®, on the other hand, 1is generally m attribute of
individuality, having more to & with 2 person‘’s poaition.
However, in Ihg Crucible & nan's “"nared® is his "soul immortal®.
Viewed in this 1ight, there is little difference between "soul”
aé "name®, though the speaker apparently distinguishes one
from the other. Both refsr to the sas nesd for moral integrity.
It would be wiong to presume that by "nmme” FProctor meang his
public self alone, his sociasl reputation, For him it goes
far beyonds it 13 the sum of moral values embedded within mn
individual, Reputation thus becomes by extension "an image of
humen possibilities” (Curtis 257). He also finds it difficulc
to separxate galvation drom personal and sociasl dignity. By
his decisive act of defience which costs him his )ife , Proctor
both refines his nmme which lies otharwise tainted by
eazxlisr sin, and saves his soul that he ﬁ-pruny surrendered
€0 the will of the majority. His self-gsacrifice mocks the
theocrats' notion of salvation, which is ¢ yield to the claims
of (a fake) religion and get your soul "sewved'. Transcending
all limitations by his power of will, he mcily proves that

a pen's soul camnot b used as a negotiable instrument dy the
power~brokers.

In the shadow of the gallows the hepo comes to realiss
that if he 1s not wholly good, neither is he entirely evil.
"I see some ghred Of goodness in John Proctor”, he triuwmphamtly



declaress "Not encugh to weave a bamner with, but white
enough to keep it from such &gs® (Cxucible 338}, Poctorx
ca discover his higher possibilities only after a close
recognition of his imperfections. His sole virtue is his
honesty with himself, His self-discovery helps him gaxp his
degth, If there is still some pride in him, that is whet
£finally swes him. lis conscious choiCe which gtems from

the strengths of recognition, offers him “the pesce of kmowledgd”
as opposed to "the peaste of oblivion® that the earliex protagoe
nists sought by suicide, Joe Or Willy could never confromt
their internal disordexs; :‘gmtox exanines the self with insight
and thus achiwves wisdm. If Willy's is a "pathetic tragedy”,
Proctox's is an "sustere one® (logan 30). In this play, self-
~immplation is presented as s sffimmation of individuel
morality.

Ihe Crucihle crextes m oversimplified conflict
between "the wholly guilty” amd "the wholly imnocent"; yet it 1is
more than a "melodrams”™. The hexo has not only "weaknesses®,
to counter Bric Beatley, but " faults” too, It is tyue that
Proctox's innocence is "unreal” since the crime he has hesm
sccused of 18 not even a possibilicty (63«84), However, Niller
could still make of it a point of guilt and responsibility,
Proctoz's adultexy may not be Segarded as his "flew” in the
clagsical sense of the tem, but it is the consequances of this



sin whiich "eventually recoil on him mnd help propel his
destruction.,” The position of the liberal martyr is thus
complicated by a personal guilt, It is by selfesnalysis md
the ansuing wmoral sction that he ultimestely zetyieves his
essential goodness, His final act of Selfesacxifice caanot be
called melodrmatic becsuse it results from a gemuine spiritual
Allwminstion, If Pzoctoxy does not elicit ocur pity since he
becomes his own critic, he certainly azouses a sense of sxalta-
tion; in other words, "our adairation, even our swe”" (Nelson

Asshus Millex 164, 173).

Nevertheless, the play relies on a simple view of
human behaviour (Warshow, "Liberal Conscience® 114). Liberaliem,
which characterises Miller's theatre till the early Fifties,
£inds its despest expsession in Ihe Crucihle. He was, in fact,
tzying ¢ "£ind a way, & fopm, a method of depicting pecple who
do think” amd wio cen win even in the face of g sesming defest
(Mi2lex, "AN Discusies The Cxugihle”. Converastions 38). 1f the
play presents & stealdfmt refusal of complexity, it is a
veakntes the very "fom"” involves. Rgfakrisiman thinks that
Millex may stop shozt of ¢rying for revolution while supporting
the individual against the Systeam, but the ultimste sccisl
implication of Pooctox's hroic self-sasritice is wnmbiguous
(Miataxy Touas 133)« A society whexe the Proctoxs live shall
be redeemed of all kinds of hysteris. Millex's redical belief
in social d moral regemeration acquires an extre emphasis in



the Epilogue which tells us that after tho episode the pover

of theocracy in Salem was brxokea, Howeves, he has sm-mlx
conbined polemics with sesthetics. kike Sastre's mT;lQ

doeg not indulge in the extremities of melodroma. In the former,
Oxestes the protagonist gets rid of the Furies and undeomines the
theocracy. Ihe Cxucihls strikes s nicer balance between the hero's
physical defeat and his moral victory, 4aad this traggic balmmce

is what lends the play its artistic complexity.

Riller's sgeading of the Galen records develope his
vision of evil. In Sons wd Salammm eovil vas viewed ag @
"misteke”; in Ihe Crucible it is " fact in itsel?, a concomitant
of humen nature, On his owni admission e later perceives
that "the problem of will® cannot be fruitfully desalt with unless
“the existence of evil is taken into account® ("Morxality amd
Modern Dzems", 3i00), &ome critics have taken cmcption to the
unreliwved badness of the prosecution in the playe 4Aa, for
exampl®, Mlga points out, The Crucihle lacks the “terrfying
impartislity” of greater drmma, The muthor's leftist cliches
are 00 apparent, although they have the "Vehememce of good
social peotest® (128). Miller was charged if not opemly then
by implication, with not giving the juwige his due, But the
playwright "plesds no mitigation’of the evil in Danforth ox in
the other judges hw repfesents, Instead, he regrets that he
d1d not make the judgs evil emcugh, It may be noted that BPmforth
is shown to b® perceptible as a human being at ont point in the
Play 3 he is somewhat put off by Maxy Warren's tumabout at the
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height of the trials, Miller writes in his Introdwtion that he
should have perfected his evil to its utmost, not only becsuse
there is "no such swerving® in the record but also becauge
“there sre pecple dsdicated to evil in the world', His growing
pexgeption of the wmivessal evil refers to a steady evolution of
his lifewision, lis hecomes painfully aware that a love of evi),
"mot maistaking it for good®, is possible in human beings who
appeax " agressbls mnd nommal” (43+44). Welland rightly observes
that as a general principle, this proncunceaent gould stimulate
a very useful discussion, Mt in the context of the play it is
much more open to question (Nillex 60). PYor to make the judges
more evil might be to make the play really melodramatic,

Miller raises Ihe Crucikla " in the melodrmatic scaled”
and makes it more than "propagamda sgainst socioepolitical wrongs®.
Though the human situation is viewed chiefly in teras of polarities,
the play creates "something subtler than the blackemndewhite
imagination..." (Hellmen 147). It is a spectecle of man's free
will rather than a morality play. Unaerencss is no longer
pleaded, The play seems to say ¢ "one couldn’t passively sit back
and vatch his world being destroyed under him, even if he did
share the general guilt" (Millex, "The State of the Theatre®,

IB 229). This is no call to social action, but an insistemce on
self=choice and individual responsibilitv. 7Th: Zrgihle marks
the beginning of Niller's stiugale to prove the res~cCrasting
power of the self in the foce ¢of man's complicity with the Bevil,
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AMemogy of Two Mopdays ¢ Fate and Free Will

& Namezy of Two Nondays. » one-act play billed aloag
with the original version of A Vise £ the Bridae (1953), is
often passed over &5 & minor work, Fully aware of its cold
reception, the playwright wixote in his Intwoduction s " Nemecy
S£.30 Y¥opdays wes dismissed so thomoughly that in one of che
reviewsn, @nd one of the most imporxtant, it was not even sentioned
as having been played', Hoveves, Miller's owm sttitude towards
the piece is entirely different s "Nothing in this book

[ Sollscies RAaxs ./ was written with greater love, snd for
myself I love nothing printed hers better then this play’,

It is a “pathetic comedy”, playing the memory of the
Great Depression., ‘he play has a it:o:y ut no plot ~~becsuse
the life it reflects sppear’s "to stxip psople of altematives
and will beyond & close and tight periphezy in which they may
axercise a meagre choice®, It 1s about en absencs - the shaence
of tm and choice, Pecple are sees to e largely Jdstemined
by the social atmosphere of the 1930s. The tem: “hemim" comes
t0 be deconstructed and is made synonymous with "stoicism®, on
his own ¢onfession, Miller celedbrstes "the heroism of those who
koow, at least, hov to endure® the sheence of hope (Iatroduction
48+30) s Nemoxy is also about "morxtality® in thaet 3est, the boy
protagonist, cammot understand what point there cam bs “beyond
habit and necessity”, for men to live s shsolutely mechaanical
1ife, In other words, men live this way bacause “they mu=t serve



an industriasl appazatus which feeds tham in body mé leaves
them to find sustensnce for their souls as they may” (Miller,
*On Socisl Plays”, IR 64+6%).

The world of Neuoxy seems wore deteministic than that
of the eaxlier plays. People arxe condamned to spend thelir entire
working lives in a dusty, shably warehouss. Slumbexg says, the
Pluy is Killes's "clearest dramatic statemamt” asbout work
alienstion as described by Marx, the slismation of the mamual
worker, It deals with “the necessity to thrust oneself constantly
into a fomm of toil which is 4ull, zoutine repetitive, uncrestive
and gtultifying® (60,63<64),. "There's a good deal of monotony
conpnected with the life, isn't it?" Kemneth despairs. (Nemory
347) . Larry, snother worker who has been with the fimm for
years togethex, is stxuggling desperstely for a § 5 raise. Gus
is very much a product of the wazrehouse stmosphere, Rajakrishnas
rightly sensea that his last long speech, which traces his twenty~
=two years with the £fimm in temms of the ¢ar models he has ocutlivaed,
is a poignant comment on the dally drudgery of the warehouss life
Qtisty Tovgx 13%). Tom is yet another figure who has ended up as
s alcooholic after spending a long miserable life in there. The
workers sesk a momentary escape from the daily tedium through
pointless conversations and drinks, Mixed with this is their
fear of being fired by the boss ~—a fear that further alienstes
them as much f£xOm their work as from themselves.

When life offers no freedom of choice, self-knowledge
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becomes an absurditye Mmm's identity is defined Ly Necessity
which paralyses whatever potential the individual may have,
Full of poetry amd idealism in the deginning Kenntth is left
aisfillusioned in the end, His symbolic effort to bring a 1ittle
light and beauty, "a bit of the sky”, into the industxial scenes
finelly proves sbsurd, %he newly washed windows iromically
serve to reveal more of the sorxdid human condition s a brothel
opens up next dor and the workers are delighted to his utmost
diggusts. Alao sigunificant 18 the boss's reaction s "Shouldn'’t
have washed the windows, I guess®” (Memoxy 369). It is Kemneth
who is worst sffected by the drsbaess of the warshvuse., He is
painfully aware of the threat it poses to self-fulfilment.
Trapped in such en uncongenial situstion, he fast loses his
power to presexve both his individuality and his smmsibility,
Ag the play cloges, he is sesn drifting dangercusly towards

alc_oholism,

That in such a world selferealigation is not pesaible
is once sgain illustrsted by Larxy's camess, His feeling of
assurance, symbolically, reaches its height as he successfully
encounters the challenge of finding sn cbsolete truck part.

It seams to be a mam's triumph over "the mechaniged, determinise-
tic jungle sround him®, which, as Relson observes, is similar to
Willy Famoughli's scstatic victoxy over the pinball machine in

Saroyan's Zha tine of Your Lifs (*Remembrmce snd Reflection"14%).



However tracing the spare part becomes a mockeheroic quest,
suggesting the impossibility of any inward search in such a

work stmosphere.

Similazly, in the course of time Bert only leams how
o adjust himself to the gtark conditions of adulthood. The
dlscovery of 1ife's realities is a shock to the boy
Rveryday 1 see the same pecple getting on
And the ssme pecple getting off,
And all that happens is that they older.God
Bomatimes it scares mey like sll of wus in the world

Were riding back snd forth a:zoss a grest big zoom
Fom wall to wall and back again,

dd no end ever ! Tust no end !

(Hemeory 358,
It is this endlessness of the warshouse life « in other words, its
sensolessness - which, as he sees, exhausts the individual leaving
him spirituslly desd. According to Wellmnd, Bert does nothing
to further such action aa there isy he is only enposed to experience
in a way that is at once lifglike and artistically sastisfying in
s Chexovim mamner (Hillex 68). In the end he has matured in
his view of all his collesgues.

By virtue of being a Miller play, MegpERy does not altogether
preclude man possibilities. As the suthor puts it in his
Introduction, he now sttempts to define £ox himself "the value of
hope, why it must 8rise....” After sll, °Zfrom this endless,
timeless, willeless eavironment, & boy / Bext./ smerges who will
not accept its defeat or its mood ss final, smd literally takes



hinmself off on a quest for a higher gratification". ZThis
precisely is the reason why Miller cenno® agres with thoss who
ate the play s "something utterly sad sad hopeless es a
comment on 1ife" (Intzoduction 49).

He thersfore mo less wanted to creats a protagonist
who would De sn eabodiment of man's free will., Best is working
there to save money for his higher studies. He has just begun
to find himself intellectually. ZXveryday he comes to work with
a copy of The Bew York Timass he has also been resding YAz mnéd
Zaice. for o inteminable duration,With his departure from the
warehouse, the play ends on & note of Rope 3 he may, after all,
be able to keep up what the reformed Tommy repestedly refers to
as “will power"; he may succeed in realising his higher self,

The way Miller mounds off the chazacter of Kemneth

also strikes the smme optimistic note, 7Though he has nesarly turned
into an slcoholic, the izish young man still hopes to get back to
the Civil Service, More significmntly, the play ends with Xenneth
mazrking a psckage and softly singing s "His father's sword he has
girded ony/Mad his wild harp slung behind hin® (Memoxy 376), The
verse alludes as much to Bert's hercic march as t0 “the need for
a little poetrxy in life® (Miller, Intzoduction 49).

The ending is still not without mmbivalence. Criticsg
argue that it is not 80 much the sffirmation implied in Bert'y
escape which remains imprinted on the asudience's memory, as it
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is the detepministic envimnment and the despair of those
souls who have to pled throuwgh it, Together, they are the
protagonists of Napely, mud through them the play spesks
“sadly and humorously of change and inertia hope md despair,
life and death == gll the aspects of the supreme mystery thst
Bert is only beginning to compreshend® (Relson, "Remembrence
md Reflection” 152.33).

It is in this semse that HamoXy creates a trapicomic
view of life, On the one hand there seems no sstape fiom the
drudgery of the industrial world, On the othes, we are mads to
feel that there is still @ 1ot 4.0 to & with our Zate..."
(Milles, “Studs Terkel Talks with A, (Cemvaraations 309). It
is 8 world which destroys personal identity :+ Bert knows that
pecple will *forget my nane mnd mix me upy With another boy
who wozked here once,/ And Went" (Mamoxy 371). Yet he strives
to find the meaning of life, At this point, NaEgLy seems to be
dealing with an existential ethic that is not toc be found in the
other plays of Miller's fixst period,

It presents no strong wmoral conflicts, something which
has so far interssted Millerx, However, his longstanding concern
with guilt and responsibility is not tokally adsent hers though
axpressed somevwhat differsntly. Bert is no less in a dilemmy
fizst between evasion and comnitment and then between two kinds of
mora) commitment. He soliloquizes 3 “"How is it me that gets out?/
I ®on't know half the poens Kenneth does,/Or & quarter of what



Larzy knows about m sangine (jamazy 370). This is the source
of his guilt, He views his owm chance 0f sscape against the
inescapable fate of his colleagues. Hignificantly, his moral
dilems is not as stxong ss his predscessors’, becaise like them

he has not viclated sy woxsl code as such,

On mother level ,Bert is in a conflict betwvesn two
different sets of ideals ~ socisl and nome-gocial. His
departure, motivated by his passian for knowledge lays baze s
further region of his good seld, the realization of which is
recogniged ss a moral duty. On the other hand the content of
the idsal does not necesserily involve the good of others and
may, therefore, refer to his self-regarding instinct, F.H,
Bradiey's exposition of thisg ethical dialectic is worth pare~
phrasing hers, It is & moral duty for the artist or the ingquirer
to lead the life of one mnd a moral offence wvhen he fails to
& so. Hence the perfecting of one's intellectugl or artistic
nature is an end in itself, Man is not man st all "unless socisl,
but man is not much above the beasts unless more than social®
(222+423), ViewSd in thig light, the Lideal of the inguirer is
moral past ordinery morality., In the final analysis, howevenr,
Millex's is a synthetic spprosch 3 the pursuit of the non=social
idsal is not very far fiom the state of social virtue. Bert
reaches a point where commitments collide, Although he finally
decides in favour of selfegratification, he intensely feels for
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A.Yisv frow the Bridqe ¢ The Fossessed

Like its predscessors, A View £iom the Bxidas (1958)
desls with personal identity againsgt the backdmp of social
relationghips. Gelfeintegrity is viewed as more importamt tham
mere survival s the hemw lays down his life to secure his
senge of seif-dignity. The impingment of the private act
upon the public 1ife of the individual, the vioclation of social
morality resulting in & personal catastzophs ~ the issues
predominant in the sarlier plays reappear in this drams, Morsover,
Miller once again shows hov infoming snd bestrayal may csuse the
individual'’s isolation from his society. Despite its manifold
affinities with his other social plays, AYisw Sing the
Bridge is marked by a difference in trestmaent. While in the
sarlier plays nan was viewed ss struggling against a selid
social oF sconowic strxucturs, the protagonist of Yigy is more
in conflict with himself. Bow it is rether the self against
the self, Scanlan correctly obsexves that in this play the
social theme has been "drastically recast" (144). The worlad
i3 a "home” here but Zddie Carbone still d&es not bhelong, His
society is not falses rather it is he who is not right, He 1is
possessed by a primitive passion which he can n%sétlggn:md-utmd
noxr contzol, In his Introduction to the revised ,Miller writes 3
“the basic feeling would be the desirze to stop this men and tell
him what he was reslly ding to his life" (TE 220). As Heilmmn
points out, this describes a msn endangered by " forces f£zom



101

within rether than perils fxom without® (147) . EKvidently, the
turn is from the societal to the private disaster,

As a matter of fact, Miller vanted & Vigy Lfion she
BEidae to deal with the Greek concept of “the whole man, not
either his subjective or his socisl life alone”, Besides
smalysing the "socisl network of relationships®, it sttempts
to delve into the very "asture of maa” (Millex, "Om Bociasl
Plays", IR 54 61-62). In other words, society and pasgion
90 together to fomm the tregic motive. The play operates on
these two levels of signiticance, although the psychological
and social elements 4o not always coalesce well,

The psychological level of the play deals with the
avesomeness of a pession which, " despite its contradicting the
self-interest of the individual it inhabits, despite every kind
of warning, despite even its destruction of the moral beliefs
of the individual, proceeds to magnify its power over him until

it destyoys him® (Millerx, Intioduction 48), It is the nature
of the obsession that it cnanot be givem upy it is like a force
from another world, As Popkin perceives, at the centre of the
play is a man who is "sick®, Eddie resembles a Willimmsism
character in his morbid sexual jealousy, violent hostility to
homosexuality, and possibly latent homoswxaality (239). By
making him an wnedicated dock laboures, Miller strips his
protagonist of psychological complexity, He took up this
aspect whem mtci:v.tmod for The Oheerves ¢
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Xou cen ses how differemtl t{’thc »l
would have turned out if canty

chargcter had been, say, a professorx
ingtesd of a dock Lladerex, The difference
in lop d be nommeus seee
His / Bédie 1ife hems him in woRg

hig circumstances far more effectively

?h- ® educeted nan can b6 hammed in

qtd, in Haftel 135-38).

Bddie is prusented as a obsessed, impulsive nan wvho acts
without any moderstion imposed by reason, Gerald Wesles
maintaing that the interestiag point sdout his psychology
is not the passion that pushes him, but his refusal, or
insbility, to recognipe it for what it is(*AN'g Shifting

Imagd* 138} . Eddie is simply awed by its mystelXy.

Miller may not bother about Frewd’s influence on his
work, but Yigy is a treatment of the Uncomscicus. He exmines
the corrosive effect of sexual teprassion on his protagonist,
suggesting that it gives rise to a psychic disorder in the
persor who refusea to acknowledge his dangerous wrges snd
desizes, Bddie's viclent death relates to Preud's theory that,
even with its restrictions upon sexual life, "civilized socisty
is perpetually thzestened with disintegrstion” (39), Centola
has traced it well in his couparstive study of § View finm the
Bxides wed Inge's Some Rack, Littie Sbaks. The critic further
examineg Eédie's "1ibid" in relation to his "bad faith" ead
thus blends Fremd end Bartre (Compromise as Bad Faith® 100«13),

Accoxding to the French philosopher, one commits an act of bad
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faith when one hides "a displeasing tzuth / from onesel £7"

or presents "as t_ruth a pleasing wntruth” (Baing and Netbincness
89)s Rddie lives in bad faith by deluding himself into believing
his lie that he is satisfied with his wife Beatrice, and
innocent of any illicit desire. He lacks the courage and the
will to confromt his internal disordsxr, It is becauss of his
tendency to escape the dreadful reality that aixs he caanot
also acknovwledge mmy responsibility for the conditions imprie
soning him. Repression, together with zeal fedaception, generates
a mounting tension that erupts into betrayal and violence which,
in turn, brings sbout his ruin,

At the very begimning Miller drops hints of Eddie's
incestuous desire wvhich is disrupting his fmmily life, The
longshoremen pretends that his love for his niece iz merely the
innocent affection of a gurdien for his ward. But his passionate
adniration of Cstherine's physical beauty, his objection to her
wearing high heels ané walking “"wavy", his disappmval of her
behaviour with man in the neighbourhicod « all these immedistely
indicate the strange nature of his love, His overexeaction to
her psospective saplomment, consequent wpon his foar that others
might "chew her to pisces”, dves axpress his genuine concexm
about hex welfare (Yigy 387 . But st the same time, it suggests
a subCtezrrmemn tension in his mind ¢ he would project his own
tepressad desires onto every other male in his community., He
is never sware of the malady he ig suffering from,
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The family crisis is precipitated by the arrival
of Marco md Rodolpho, Beatrice'’s Italisn cousins, Alfierd,
the choric figure, rightly comments that Rddie was “as (wod
& man as he had to be in a 1ife that was hard and evem®, but
ons who "never expected to have a destiny” (Yigy 390, 397,
The host provides his guests with f00d and shelter, and
promises every security. Tensions build up as Rodoipho sne
Catherine fall in love with each other, Blinded by his passion,
S4die comes to envy the fair-haired youth es his zival and soom
develops an Airrational hatred for him, He invents exuses £°
discrediting Rodlpho in front of Catherine. ¥Yor exsmple, the
youth des not respect the girl and moXeover, wants to marrsy
her simply for obtaining his American citizenship., Edéis has
to 1ie against him decause he is in constant fear of losing
Catherine s "He's stealing / hex 7 from me ! (Visy 410). He
goes on weaving famtastic pattems which may temporarsily
sustain him but will ultimately betray him into death,

The antagonism betwaen Eddie and Rodolpho reaches its
height as Catherine decides to leave the house. Buming with
desire, the uncle kisses her on the mouth and struggles to stop
her foom going eway with her suitor. As Rodolpho flies at him,
he pins his ams, laughing and suddenly kisses him too, Welland
observes that the kiss signals his contempt Zor the stranger,

It is a breaking-out, a point of no retuzn. Here is s double

view of the same saquence of wvents, rmminiscent « as it were ~
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of the window~cleaning in A Memozy of Iwd Mondavs (Miller 79) .
Eddie's thirst for revenge is implicit in his warning agbinst

Rodolpho ¢ "Watch your step submarine, By rights they
cughta throw you back in the water sess Just get outa here
and don't Ry mother hemd on her ,.." (Yigy ¢23). Eviadmtly,
his betrayal, though e bresch of his own mozal beliefs, des
not come without some prapazastion,

There are some critics who view Eddie’s swspicion
ot Rodolpho's homosexuality to de not as isolated, as bigarcsre
amd monstrous, &8 it seems, His suspicion is shared by the
other longshoremen too. However, "under the written la® he
has no zremedy even if his sccusation 4s true. More significantly,
his desperation actually axtemelizes his intenss passion for
Catherine, He cannot stop her marriage to Rodolpho, unless
the youth is denounced to the immigration suthorities. The
nature of Rddie's passion obviates " my necessity for self-
waxamination which might expose™ his underlying motive (Kpstein
112).

Ag Miller observes, the matonomous viewpoints of the
two women, Neatrice and Catherina, could be axpressed more fully
in the revised two~sct version. From muted countexpoints to the
march of Eddie's caresr they nov developed into " involved forces
pressing him foxward or holding him back and eventually forming,
in part, the nsture of his disester® (Intproduction 51). The
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implication is that Nestrice and Cathexine are no lass
responsible for the sxagedy that befalls him and his family.
Miller drops Bimnts early in the play that the ma's peychological
discomfiture is lazgely tracesble to his swmal maladjustments
with his wife. As Catherine says, Beatrice is fex frzom heing
& kind wongn, Her sttitude towards her husbmmd is more
critical tham sywpathetic, However, this iz a lopsided
view pianing the blame down on Beatrice, On the contraxy,
there is every reason for her resextaent towards Eddle. She
in fact, tries to bring him face to £face with their mtual
problem, Her marital agony becomes too apparent in her coxy
*Wlhen s I gonna be & wife agein, Kddie 7" But the husband
habitually evades the issue 3 hs is not accountable to his
wife fox "What I feel like doin'’ in the bed and what I don't
foel 1ike doin’" (Yigy 399, 426), VUnder the circuastences
Beatrice hag to accapt compromise as the foundation of their
marriage, Neither her active retalistion nosx her passive
acceptance is enough to absolve Bddie of his own psychological
sberration,

Rathex, it is Catherine who is more yesponsible for
his cstastyophe. Psychologically, it is highly improbable
that the seventesn-ysar-old niece would not feel the unnsturasl
love of her uncle. In fact, she sppears both confused and
confusing. On her own admission, she is afraid of him but
knows not wiy. 3he feels sad at his present disconfiture, but
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does not acknowledge the need to probe into his malady. It

seems that Catherine also lives in bad faith by ignoring what
she Jnew and thus leads Eddie on., Again, while she demands to
be knowing " a lot more than people think I know", she actually
behaves l1ike a baby before him, Beatrice justifiably chastizes
her for not being prudent encugh. Catherine should no longer
walk around in her slip or sit on the edge of the bathtub watching
him shave in his underwear, &5he senses " jmperioys demand”

in her aunt's voice. Even if she is totally unaware of Eddie's
desire, her culpability lies in gsuch unawareness itself, Towards
the end of the play Beatpice wisely says : "Whatever happened we
all done it, and dom't you ever forget it, Catherine” (Vjiey 421,
406, 436), It is typical of Miller to define Responsibility in

a broader communal perspective.,

Nevertheless, Eddie'’s obsessed self needs no encourage-
ment from outside. For good reasons he can be charged with
wilful ignorance, Alfieri, the lawyer, anticipates his plan
of betraging his rival and warns him sccozdingly. BPut Eddie
strives to prove his innocence : “Oh, Jesus, no, I wouldn't
do nothin' about that, I mean~? It not only reveals his
interior dilemma but presents another instance of his
sel f«deception. Confronted with the reality of his passion,
he has recourse to self-exculpation. When Beatrice says that
he does not want the girl to marry anybody, he is shocked 3
I broke my back payin' her stenography lessons so she could
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g0 out and mest a better class of people, Would I & that

if I éidn't went her to get married?® Here is yet another
proof that he acta, unaware of his reeal icpulss. HAs she presses
on him the truth that he can never have Catherine, the girl whom
he hasg ever wanted K£ddle cries out in agony & "That's what yeu
think cf me «that I would have such a thought?® (Yigy 409, 427,
438), He camnot baar the burden of truth and hence seeks escape
in liss, His delusions continue and shape his destiny.

The theae of ) Yiay £:0n the Bridge was s “unususl”
one for Miller, Stung by Tynea's remazk that his plays were
growing colder and more imtellectusliged while Willimms$ blaged
hotter and more sensucus, Miller had "deliderntely challenged
Willisms on his own goun@® by writing sbout psychowsexual
cbsessiona (Welland Nillar 7. I» Salesman w<é more promi-
aently in Ihe Crucible certain semality is presemt mmong the
protagonists’ troubles. The difference is that while Willy's
affalx with the Noman is but a slice of his frustrating past
md Proctox's infatuatiom with Abigsil is over before the play
beging, Eddie's problems sre all too pervasive sad very much
alive throughout, His is a semiconscious and unconswanated
desire that gives rise to viclence, However,
this stmosgphere of uon'.d saxuality is counterbeslanced by a
social theme that is markedly un-iillisms«like, Nelson maintains
that Eddie's inner crisis does not exist in ®a psychological
vacuum but is irrevocably welded to his communel being” (Arkhnr
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Millag 214}, It i3 at this point that Yiey shows certain
affinities with the other plays of Miller's esarly perina,

The social level of the play deals with a strpiet
code of the Sicilim-Americn commmity in which Eddie lives
and with his fatal viclation of that code, The code, which
is one of mutual loyalty, 13 somewhat akin to whet Miller
once desczibed as the "Grand Design®, He apells out the
differences first between secular law and retridutive justice,
and then between two kinds of social wmorality. Lae as Alfierd
explaing, is a codification of what is "natural” and "has a
right to happen” (Yigy 434). But vhat Zddio demands of the
law is simply a gratification of his personal vengeance., On
the other hand, the social code « which proves hinm morxally
wrong for dencuncing the immigrants = is vieved as aore
important than legal morality. BEven this legal morality, in
the presnt context, loses ita inner significance becsuse he
infomms not to fulfil the demands of the law as such, but
again to sexve his selfigh end, In a0 doing he infracts
the goCial code against informers mnd suffers alienation,
The situstion in dg Soemy of the Pecole (Miller's adaptation)
has been iwerted here i+ while Stocioaan regards socisl
wellebeing as more important than personal interest, Eddie
places the sffimation of self+hood before the commmnity.

Bigaby hes argued it well in the second volume of his
(201) .
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What kills Eddie is "nothing visible or heard but the Duiltein
conscience of the commnity whose existence he has menaced by
betraying it* (Miller, qtd. in Corxriga, Ihaskze 3327). HNis
death, despite sll its poiatiessness, thus tells of his final
struggle to be at one with his society.

With his single act of betrayal the play acquires a
new dimension, As the Iamigrstion Officexs arrive the potas
gonist fesls = perhaps for the £irst time «» 3 real pang of
conscicnce, His frantic sttempt to save Marce and Rodolphe
suggeats his tragic effort to annul his past deedy
the crime he has committed ia slien to his owm nature, The
scens brings a shift in perspective,from his psychosexual
obsession to his "sdment loyslty to the comuumal code”
(Nelson, Arsmx Miller 216). kddie’s subsequent address to
his neighbourhood best exemplifies 1t, Niller deals with
this agpect in his Prefece 3

The mind of Rééie Cazbone is not cowmprehensihle
faliow workers, his Socish situstiene Hie elf-
~agtosm depends uwon their estimate of him, md

his value is created largel his f£ide) to
the code of his cultur:." e d iy

What seemed to b " g mere adberxration” now rises to "a fatal
viclation of sn sncient law®, By the presence of hisg neighbours
alone the play and Eddle sre mads "more Inmanly understandable
and moving" (IR 221).
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Yot the man never seems to have comprehended the
driving impulse behind his act of betruyal, Instesd, he
becomes obtusely obsessed with the question of personal
honour § “I want my name { ® This is but apother foim of
evasion. He is never willing to know yhy Mazco is "wipin'
the neighborhood with my neme like a dirsy zeg® (Ligy ¢37-38),
He only dnows that he must have "it" back as it ever was.
Hence his is sn integrity "sustained to his own destruction
ageinst ... the code of his society” (Welland, Hillex 7).
He could never locate the forces of disintegration which
obviously 1lie in himself, 7The tension culminates in a deadly
confrontation between Rddie mnd Marco, in which the fommer
gets killed,

The social implicaticns of his final desperation
canot be studied in isoclation ~ that is to say, without a
further referemnce to his psychic disorder, By Freudim
standards as interpreted by Harold Bloom, Xddie's "wounded
narcissism” dbecomes "physicsl aggression” because the loss of
"selfesstean” is also a loss in the language of "Exos”. His
sadoemasochism, that directly refers to his "fuilures in Bxos”,
overliterslises his revenge and yields him to the ® deathedrive"
(139<40), The public gesture he demands from Maxco is little
more than s mad rationaligation, Moreoves, his desth in the
amms of his wife may suggest a personal reconcilistion, but it
does not eradicate his problem of social estrangement. Miller's
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contention that his desire for Catherins f£inally becomes
secondary to his social concem is logically incompatible
with the nature amd course of the action.

To Bddie as to John Procter in The Caacible the
namo has a &al significamce. It is the symdol of private
and public integrity, And in the absence of the lattes,
Nelson rightly obsezrves, the self becomes a "vecuww” (Azthur
Millex 217) . Howevex, Eddie's lust tragic cry for his "nmmé
is markedly different from Pyoctor's in that the former lacks
the latter's higher consciousness, A number of critics have
drawn attention to the limitations of his personality. derald
Weales, for eample, writes t he "dies cxying out for his name
but he is asking for a lie that will let him live ox, falling
that, for death” ("AM’'s shifting Image” 138). As Carson points
out, while Proctor comes to see that his name is something
only s cn evaluate justly, Eddie believes that hig nmme is
*in the custody of his scousess™ (88), Odwiously, the
longshoramm's concepts of personal aui! socisl dignity are
equally wrong, His frensied cry for his reputation remindg
us of the following remark, made by a character in Jpeidens
At Yichy (1964) 3 “the less you exist the more important it
is to make a clear impression (181), As if to prove his
social virtue and thereby to retxieve his socisl position he
gives a sentimental account of his kindness to and love for
Marco and Rodolpho s "To 40 like that ? To s man ? Which I
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pot my roof over theiy head snd my fo0d in thelir mouth? Like
in the Binle?" (Vigy 438), Such an unqualified selfeglorifica-
tion blinds him to his moral lapses which ultimately loom
largexr than his essential humanity, Raymond Willisms would
£find in Bddie the image of isolated contemporary msm who,
"wanting no more then to be himsels, fails even in this ..."
Medemm Ixasedy 109) .

Eddie's final gespture, which was intended to affirm
his heroism, bespssks a pattern of virtue more specious than
gauine, It is his limited comprehension of the real situation
rather than his spiritual illumination that drives the dying
man to emclaim & "Then why - oh, B I * The reaction is one
of bewildement amd wondexz, and mixed with it is the pain of
mortal wounds, Hors iz a man awfully misled by hia conscience
and committed to a "perversely pure” concept of self (Yimy 439).

Alfieri's final comment on the protagonist also
crestes such & dual impression. BRddie was “not pursly good®,
but remained "himself purely”. He finally "allowed himself
to be wholly known® (Yigy 439). The revision, Miller thinks,
is an Lmense minco over the original in that one who earlier
sppeared to be "3 rether avesome fact of existence”, now seems
to possess "the wondrous and humsne fact that he too can be
driven to what in the last analysis is a sacrifice of himself
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for his conception, however misguided of right, dignity, and
justice® (Introduction 51). This precisely explains why Eddie
could not “settle for half*, However, it does not necessarily
mesn that he Came to know himself "wholly®. To realise the
self one must ultimetely acknovledge one's real nature and
admit all earlier misconceptions, This is what he could neverx
do, The tzagic hero must possess the spirit of defisnce, But
defiance is tragig only when followed by a trxue recognition,
Radie's self-assertion, quite unlike Proctor's, shows a terrible
decperation that brings sbout his pathetic end, His sense of
guilt never comes up to the level of the conscious self, In his
case, integrity - that tragic fidelity to the self « Jdegenerstes
into & kind of blind ohetinacy, Finally, he prefers death ag

an escape from the dreadful realities of his life,

Eddie’s desth xeveasls no "holy truth” (the phrase is
sgeain Algieri's), He exhibits few of the qualities of the
txagic protagonist as Miller himself had defined them in his
essuys (Carson 94), In what way do his actions exsmine "the
scheme of things®™ which most of us aceept "out of fear or
ingensitivity or ignorance®? In what way cean they be regarded
as & challenge of "the semmingly stable comos”? Ox, how &
they lead to the discovery of s "moral law"? (Millex, "Trzagedy
and the Common Man®, 1§ 4~83). Hence the "truth" may be "holy”
only in the sensge that the spectacle of Eddie's ruin suggests
that "1if each min faced up to the truth about himself he could
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be fulfilled as an individual and still live within the
restrictions of society” (Corxrigwm, Zhsatre 337 . Gascoigne
might have gone too fax in calling Eddie's magnificence "mn
snimal magnificence”, but Miller obwicusly made the mistake
of rsticnalising his (Eddie's) sction through Alfieri(181).

As Charley sentimentaliges Willy'’s failure in the "Requim”

of Salammans the narxzator in Yiaw sssigas & Mexoic ubity

to the protagonist's sction which would otherwise sppess still
aore futile and ignoble,

In & Yiew Leom She Bsidue Miller chose to tumn from
contemporazy social problems to the wonder world of Greek

drmma, In his Introduction to the original version, he draws
sttention to the classical ocutlines of the stozxy ¢ "vhen I
heard this tale first it gseened to me that ...e it must be some
ro-aniactment of a Greek myth which was ringing a longeburied
bell in my own subaconscious mind" (TR 67). The play vas
intended to dzxmmatize a life cut off from the freedom of choice,
the xiné of deteminiam that moves through classi€al tragedies,
Al fiers, the Choric figurs, is introduced not only to admonish
the protagonist but to spell out the tragic inevitability of
his situstion. Me is the voice of reason and Common sans®

yot he feels helplass in the face of the impending d:lsqtu: (]
*I knew where he was heading £0X .ses ANd I .08 WOS 80 poverless
to stop it" (Yigy 410). The fesling is that of the ultimate
poweslessness of men against the inscrutable force called fate.
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Interestingly, Miller has redefined the concept in paychological
terms, In Eddie’s tragic fall he sees f£or the first time "the
presence of a quite different force® (Trow bridge 129), Fate
is now idmtified with our pr.ia.luv; nature over which we have
no control. Yisy thus marks a turning poimt in his concept of
tragedy.

Mevertheless, it is at 0dds with Niller's owns moral
vision, He hes ever believed that man's will is as much g fact
28 his dsfeat, and the ideal drama must strike a balmnce betwaen
dateminism and freedom., In others words, man is morxe than "
passive crestion of enviromment and family-created psychological
drives" (Introduction 53«53),

Viewed in this light, Bddie's absolute unwillingness
to know what he isg up to brings the play closer to the world of
melodrana, As Heilman points out, his ohtuseness, which is
solely cesponsible for his self-ignorance, “begins to stir
impstience zasther then sympathy” (150). MNe cemmot De exonersted
on the ground that his action was not willed, Fox he becomes
culpable by giving a forbidden passion the samction of a morsl
impecstive, The ultimste hamaniastic potemtial, which Miller
has always looked for in man, here seems to have been subordinated
to his stevistic nature. %he play des not pass beyond pathos
because the "pathetic®, on his own adaission, is man's refusal,
ox inability, to confront the tyuth (TE 188) . Had Badle
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acknowledged the dark side of his nature before his death,
that is, even after all errors, he might have attained a
higher tragic stature,

This accounts for Miller’s own ambivalence towards
the character and “"his failure to clarify what emotions the
auvdience will feel" in the end (Bpstein 116)., In his Introduction
to the Collected Plays, he observes that the revision was done to
make it * finally possible to mourn this man" (S2). But in another
introduction to the same two-act version he writes 3 "Eddie is
still not a man to weep over® (IE 221), His intention of combining
pity with reverence does not £find an adequate dramatic realization.
Later aware of his aesthetic contradictions, he tactfully says that
he wanted to leave the “action” intact so that the onlooker could
interpret it “"entirely for himsel? and ®accept or rsject my
reading of its significance” (Introduction 48), One wishes that
the author had really done so instead of defending his protagonist
both within and without the play.



